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_ INTRODUCTION _

The present monograph publication, which comes to press in the context 
of the 2022-2023 ESTAR(SER) exhibition “THE THIRD, MEANING” at the 
Frye Art Museum, lays out the current state of our research into a significant 
new archival acquisition: a large “steamer trunk” of documents and artifacts 
that, as we will go on to discuss, appear to open tantalizing windows onto 
more than a century of radical attentional practices in and around the Seattle 
region. Dubbed, for reasons that will become clear, “The Frye Trunk,” this 
unusual suitcase has presented a host of challenges to those of us who study 
the history of the Avis Tertia, and many questions remain unresolved. We are 
unable, at present, to confirm with confidence who created the trunk or 
whose possessions it contains. Problems of provenance and authenticity 
continue to dog our investigations. Nevertheless, there can be no doubt 
that the Frye Trunk is a compelling “boîte-en-valise” for those fascinated by 
the Order of the Third Bird. In what follows, then, we seek to “unpack” 
this peculiar portable storage unit, in the hopes of drawing attention to its 
contents — and the attentional stories, practices, and mysteries we discern 
therein. For visitors to “THE THIRD, MEANING,” it is to be hoped that our text 
can function as a kind of guidebook; the kind of guidebook that assists its 
users in the difficult work of getting truly (and productively) lost. 

The Qing calligrapher Zheng Banquiao (1693-1765) is celebrated for his  
“Nande hutu” inscription of 1751, which can be translated as something like: 
“It is a real challenge to become genuinely confused,” or “there is an art 
to being muddled.” Those more familiar with the work of the research 
collective ESTAR(SER) will know that a facsimile of this calligraphy (a 
rubbing, actually, from the Steles Forest Museum of Xi’an) hung for many 
years over the door of our small office in New Jersey. Less known, perhaps, 
is that it was recently stolen. This may have been the act of someone who 
hoped to lead us out of our highly achieved sense of sustained, wakeful 
puzzlement — or otherwise rouse us from our undogmatic, durational, and 
mostly inconclusive ruminations. By contrast, however, the thief (or thieves) 
may have thought we held, in that object, a talismanic key to the good life 
with others, and wished to take possession thereof and rob us of our state of 
suspended, indeterminate reflection. 

We remain uncertain. But the matter absorbs us. And we invite you  
to consider it.
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_ ESTAR(SER) AND THE “BIRDS” _

We expect that the majority of our readers will already have secured a general 
understanding of the work of ESTAR(SER), and consequently will have some 
familiarity with the subject of our ongoing research: the “Birds.” And it is to 
be expected that no small number of those picking up this catalog-pamphlet 
are established readers of the Proceedings of ESTAR(SER), the longstanding 
journal within which series we present this “special number” monograph. 
Sixteen key essays from that publication (which can be hard to find in a full 
run, and tends to be preserved only in specialist academic collections) have 
recently been gathered in book form, and are available as In Search of the Third 
Bird: Exemplary Essays from the Proceedings of ESTAR(SER), 2001-2021, edited by D. 
Graham Burnett, Catherine L. Hansen, and Justin E. H. Smith (London: 
Strange Attractor, 2021). Those interested in a concise “one-stop-shop” 
for much of the best scholarship achieved by associates of ESTAR(SER) over 
the last twenty years are encouraged to acquire and peruse that volume. 

Still, an abbreviated overview of the research program that frames our  
Frye Trunk study will be of use to those coming upon our work for the 
first time. In short, then, ESTAR(SER), or “The Esthetical Society for 
Transcendental and Applied Realization (now incorporating the Society  
of Esthetic Realizers),” is a distributed community of scholars, conservators, 
amateurs, and others concerned with the historically-oriented study of 
practices of attention, broadly speaking — and, more narrowly, with that distinctive 
community of radical practitioners of collective, durational attention called 
“The Order of the Third Bird” or “Ordo Avis Tertiae.” The “Birds,” as they 
are often known, are not easy to trace. A loose network of mischievous 
“attentionauts,” the Order has tended to fly under the historical radar, 
preferring playful private capers and sub rosa attentional “Actions.” Exactly 
what the Birds do, where and when they do it, and above all why — these are 
questions more easily asked than answered. But it has been, for decades, the 
business of ESTAR(SER) to ask and to answer precisely these questions. 

Those of us who work under the banner of ESTAR(SER) are thus, in effect, 
students of the Birds, and our work is the work of shedding light on their doings. 
In this delicate labor, we are in possession of a vault of great value: the so-
called “W-Cache” is a rich archive of documents and artifacts bequeathed 
to ESTAR(SER) by persons associated with its founding. Although the exact 
origin of the collection remains a subject of debate (and despite various 
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custodial challenges that the Cache itself has presented over the years), 
there can be no doubt that its holdings represent an extraordinary collation 
of sources that bear directly on the history, commitments, and activities 
of those associated with the Avis Tertia across several centuries. Gradually 
surfacing these materials, scrutinizing and interpreting them — this has 
been the primary work of ESTAR(SER) since its foundation, and much of 
the fruit of that collaborative labor may be consulted in the pages of the 
Proceedings and our other publications.

“Fruit” is a charged term, where the Birds are concerned. The Order of 
the Third Bird derives its unusual name from lore linked to a famous old 
story about art and fruit and avian creatures. Pliny’s Natural History recounts 
the tale of a legendary painter-genius named Zeuxis, whose talents were 
such that wild birds came to peck at grapes in one of his pictures. While 
bystanders gawked in amazement, Zeuxis himself harrumphed. Pointing out 
that the grapes in question were being carried by a painted boy, the artist is 
supposed to have complained that “if the child were painted as well as the 
grapes, the birds would have been scared off!” In a later riff on this tale 
(a retelling associated, rightly or wrongly, with the Latin poet Ausonius), 
Zeuxis supposedly reworked the painting, and again set it outside to see what 
would happen. And we are told that three birds now approached: the first, 
apparently frightened by the newly-improved child, flew off with a screech; 
the second went for the grapes as before; but the third bird simply landed in 
front of the painting and stared at it for a long time, looking for all the 
world like a connoisseur. “What a weird bird,” whispered Zeuxis.

We know that associates of the Order take that “Third Bird” as their 
inspiration and namesake, and it would seem that they understand this 
canny and contemplative beast to represent sustained attention as such and/or 
“the recognition of the ‘work’ as a work” — which is to say, as a kind of reified 
request for attention. Fully unfolding how the “Birds” have played out these ideas 
would be the full history of the Birdish persuasion, and that is a story that 
goes well beyond this brief introduction. It will be sufficient, for now, to 
say that associates of the Avis Tertia, working in small groups, have for a very 
long time, in various locations and under various conditions, gathered for a 
wide variety of semi-formalized “practices” of sustained attention to a wide 
range of “made things” — often works of art in a traditional sense, but also a 
mish-mash of other objects that strike their avian fancy (or are in particular 
“need” of their attention). They generally work according to attentional 
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“scores” that guide or prompt the music-like “movements” of their 
collective occasions. These phases (each generally lasting for five to twenty-
five minutes) are most often four in number, and have been captured by the 
terms “Encounter,” "Attending,” “Negation,” and “Realization” — though 
many synonyms and alternatives are attested. Silence tends to be kept across 
such “Actions” (though not always), and a somewhat histrionic commitment 
to “ritual” may often be observed, despite (for the most part) an overarching 
mood of what might be described as playful eccentricity.

So much for the Birds. They are a quirky bunch. And they thread themselves 
through the long history of aesthetics, museology, and performance in ways 
that reward scrutiny. That scrutiny is our task, the task of ESTAR(SER), for 
we are not, ourselves, Birds, but rather, in a manner of speaking, Bird-watchers.

_ THE FRYE TRUNK _

Standing slightly over four feet in height, and thirty inches wide (closed), 
the physical object we have taken to calling “The Frye Trunk” is a handmade 
wardrobe-style steamer trunk framed and strapped in Pacific silver fir 
(Abies amabilis), but paneled in a plywood that we believe was made by the 
Seattle-based Elliott Bay Plywood Co. circa 1920. Patterned leather surface 
treatments are from a later date (e.g., pink aniline leather dyes were 
essentially unknown before the 1970s). The trunk, which is eighteen inches 
deep, opens out from centerline front latches by means of hinging quarter-
blocks. These swing left and right to reveal an elaborately (if erratically) 
finished case interior: velveteen shelves and numerous specialized cubbies 
indicate an indeterminate number of refurbishings and customizations, 
and we believe we can discern the hands of no fewer than four different 
cabinetmakers in the trunk’s present disposition. 

As will be evident from our lead photo of the trunk in an open position 
(and from the individual object-entries that follow in this catalog), the 
Frye Trunk came to us packed to the gills with a profusion of disparate artifacts: 
laboratory equipment, casino fittings, home electronics from various 
eras, several books, a stash of archival documentation (cancelled checks, 
correspondence, sheet music), optical devices, theatrical props, old maps, 
two boxes of golf-spike wrenches, and many other medium-sized dry goods of a 
highly eclectic nature. It is the contention of the “Frye Trunk Working 
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Group” of ESTAR(SER) that this chest represents a veritable treasure trove 
of Birdish memorabilia and matériel. Indeed, we believe it served as a 
portmanteau “bureau” for several generations of associates of the Avis Tertia 
— persons who conducted various underground attentional activities in and 
around Seattle across the twentieth century. If this is in fact the case, we 
have to hand a very rich source from which to expand our understanding 
of the history of the Order of the Third Bird in the Pacific Northwest since 
1890. And it is in the hopes of delivering on these hypotheses that we have 
undertaken the preliminary research presented in this report.

That said, we may be wrong. 
As will be well known to readers of the Proceedings, a perennial and profound 

challenge for ESTAR(SER) researchers lies in the complex way that at least 
some associates of the Avis Tertia seem surprisingly committed to thwarting/
misdirecting our historical investigations. The origin of this “game” (if it is that) can 
be traced back to the entangled incipit of ESTAR(SER) itself — a community 
of scholars who, while very much not Birds (the scholars of ESTAR[SER] are 
forthright scholars, not evasive practitioners of elaborate rites of attentional 
ecstasy), nevertheless share territory with their subjects, and, in a number of 
early cases, can be shown to have “defected” from Birdish ranks. There is also 
the simple matter of the Avis Tertia preferring, at every turn, to slip sideways 
from view, and to evade any of the forms of “publicity” or “recognition” 
that might decoy them away from their extravagant attentional focus. The 
Birds seem to believe that simply “Birding” (i.e., undertaking collective 
attentional “practices” in the style of the Order) is sufficient unto itself, and that 
most everything else is a distraction: as they put it in one of their primary 
injunctions, “In Practice, Practice.”

Practically speaking, however, some of them would appear to put in a fair 
bit of mischievous time and energy covering up their trails, muddying the 
relevant waters, and strewing brightly painted “red herrings” along the path 
of those of us who would follow the workings of the Order. Examples of this 
kind of misconduct are many, and, arguably, funny — though those of us 
who have been, again and again, the butts of such “jokes” tend to dissent 
from this assessment. For instance, not only have associates of the Order 
likely been behind the various “disappearances” of our journal and other 
publications from the shelves of research libraries, these same pranksters 
(or their friends) have also, on multiple occasions, made off with source material 
from our W-Cache collections — meaningfully hampering a number of historical 
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investigations in the process. Worse still (if admittedly more creative), 
especially imaginative, albeit unscrupulous, associates of the Order seem 
to be behind a string of rather impressive forgeries and “false finds” of 
ostensibly “Birdish” artifacts — sources on which ESTAR(SER) researchers 
spent a good deal of time, before coming to suspect the hand of those who 
would put us off the true path of Bird history.1 

Without belaboring the point, then, it will be evident why, over the 
years, the scholars of ESTAR(SER) have learned to be exceedingly cautious 
concerning “new discoveries” of juicy “Bird” material — and why, more 
generally, we hedge our claims in a welter of “it seemses” and “perhapses” 
and “apparent-lies.” 

*

These warnings sounded, we may proceed to a closer look at the  
provenance of the trunk we have called “Frye,” its contents, and the world 
out of which we take it to have come.

_ PROVENANCE _

For the most part, the scholars of ESTAR(SER) focus attention on the rich 
repository of source materials already in our possession: the W-Cache (as 
discussed above). The bulk of this collection hails from the earliest days of 
ESTAR(SER). However, the Cache is a “living” collection. It grows, and 
changes, sloughing dead matter and metabolizing appropriate nourishment. 
For instance, the “Committee on Holdings” meets on an irregular basis, 
both to assess necessary “deaccessions” from the W-Cache (effected when 
materials in our collection are compellingly deemed to be “fakes,” or are 

1   Notable in this instance was the notorious “Pomagello Document,” a fascinating letter that 
appeared to link Aldous Huxley to the Order. Only after one excited ESTAR(SER) researcher 
had written a compelling interpretation of the letter and its implications did it come to 
light that a somewhat disreputable bookseller had been attempting to sell three nearly identical copies of the 
“original” letter to three different ESTAR(SER) scholars! All are now thought to be pure invention, and 
the claims made about Huxley’s relationship to the Avis Tertia on the basis of the “Pomagello 
Document” are in limbo, pending more reliable source-confirmation. This saga unfolded 
in 2013, and came to a head around the “Island” exhibition and conference held at the Dairy 
Art Center in London in the autumn of that year. A follow-up effort to resolve the issue was 
hosted by the Guggenheim Museum, in New York City, the following year (“The Pomagello 
Document: Considerations, Animadversions, Reconsiderations, Etc.”), but without success. 
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otherwise shown not to bear on the veracious history of the Order of the 
Third Bird), and to consider the acquisition of new objects or documents 
that have come to our attention as potential resources for ongoing research.2 
Over the years, important materials have come into the W-Cache in this way.3

This is relevant context for a discussion of the provenance of the “Frye 
Trunk,” in that this object and its contents are not part of the “original” 
W-Cache, and have not yet been formally accessioned into that repository. 
Rather, the trunk came to the attention of the Committee on Holdings in 
2019, when a distinguished collector, connoisseur, and scholar (resident 
on the East Side of Manhattan) approached the then-holder of the B. B. 
Chamberlin Fellowship at ESTAR(SER)’s “Milcom Memorial Reading 
Room and Attention Library” and mentioned having been apprised of 
the existence of an unusual, and possibly “Birdish,” artifact — held in the 
possession of an antiques dealer in Providence, Rhode Island.4 To be clear, 
the collector-connoisseur in question is a person familiar with the work of 
ESTAR(SER), though not a formal associate of our research community. Yes, 
too, this person is “acquainted” with the Avis Tertia, but we do not credit the 
rumors that he is himself an active Bird, a charge he has several times denied.

Following up on the tip, a small “visiting party” came together, and a 
road-trip ensued. The “antiques dealer” in question turned out, really, 
to be more along the lines of a thrift-shop proprietor — although he does 
conduct a desultory trade in nautical ephemera, and is very proud of a small 
barn that he has packed with rusty plows and other farm implements (which 
he insists are “not for sale,” despite having tried to sell us the whole lot 

2   In 2019, for instance, the Committee on Holdings formally deaccessioned item 
“2019.0325.01,” a sculptural ensemble consisting of an antique chessboard, pewter 
figurines, and a small dollhouse-table with an associated miniature framed print (of a sea 
monster?). This object was once thought to have been part of the Kriegsspiel Sammlung, a set  
of “kits” for teaching associates of the Order the proper configurations and movements for 
a given “Action” of “practical aesthesis” (for details, see ESTAR[SER]’s 2016 monograph, 
Presenting and Representing the W-Cache, pp. 22-23). 
3   One thinks, for instance, of the “Harrisburg Crate,” acquired at auction in 1973, and 
a key resource for research into Inyard Kip Ketchem. See: The William James Working 
Group, “‘Fix Your Eyes Right Here!’: The Life and Times of Inyard Kip Ketchem, the 
Performing Attention Doctor,” Proceedings of ESTAR(SER) New Series, IV, Vol. 2 (2012): 63-91; 
reproduced as chapter 12 in In Search of the Third Bird.
4   We have decided, late in the production of this volume, and after consultations with 
counsel, that we should name the scholar-collector who first flagged the existence of the 
trunk. This was Francesco Pellizzi, who will be known to many as the editor of RES, a journal 
on anthropology and aesthetics published through the Peabody Museum at Harvard.
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on several occasions). He claimed to have acquired the trunk at a charity 
auction conducted by the Providence Athenaeum in 2015.5 This object in 
his possession was very definitely of the utmost interest to us, in that we 
immediately discerned, even at a glance, that it gave every indication of 
multiple, crossing lines of association to Birdish practices and communities. 
His asking price was, to be frank, outrageous, and only seemed to escalate 
as he sensed our enthusiasm. A “cooling off” period was deemed necessary.

We will pass over, here, the final machinations that brought the trunk into 
our hands. But suffice it to say that there was a good deal of “haggling.” In 
the end, however, the consensus is that the Committee on Holdings mostly 
did get “railroaded,” as far as these negotiations were concerned, in that the 
final price remained very high indeed.6 Be that as it may, the trunk came 
into the possession of ESTAR(SER) by the end of 2019, and a “working 
group” was convened to begin research on its contents.

_ THE TRUNK AND SEATTLE _

The particular timing of the acquisition of the trunk must be understood as 
fortuitous in the extreme. Indeed, there are those who would go so far as to say that 
a “coincidence” so exquisitely welcome ought always to be approached with 
kid gloves: certain kinds of good luck need to be closely vetted, as they exude 
a plot-like air. The familiar way of speaking of such things is to call them 
“too good to be true,” a catch-phrase that has always troubled our research 
community. 

In this case, it is absolutely true that the trunk came to our attention 
after ESTAR(SER) had been contacted by the Frye Art Museum, and 
commissioned to undertake an exhibition at that august institution. So, in 
this sense, the scholars of ESTAR(SER) were known to be on the lookout for 

5   Such a sale did occur, though we have not been able to establish that a wardrobe trunk 
was among the offerings, as no catalog seems to exist for the occasion. 
6   Deploying unsportsmanlike “hard sell” tactics, the seller in question began to send us 
various pressuring emails, of which the following may be taken as representative: “stuff from 
that lovely old box just KEEPS DISAPPEARING — I think somebody must have figured out 
how to get into my garage, because every day I go out there it seems like there is less stuff 
in it. If you all really care about this junk, I reckon you oughta buy it pretty soon, or it just 
might be empty by the time you get it.” Marty Stannard (“Marty’s Mart,” LLC) to Gabriel 
Pérez-Barreiro, 12 November 2019.
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Birdish materials that might bear on the history of Seattle and the Pacific 
Northwest — given our general commitment to “site specific” research 
projects. And so, yes, there is definitely something uncanny about the way 
the trunk popped up on the shady side of the antiques market shortly after 
rumors of our new project sifted out into the relevant networks. Those of 
us who have been part of the “Frye Trunk Working Group” have therefore 
been “on the alert” as we conducted our investigations. We have (see supra, 
n. 1, et passim) been “punked” before, and the present situation can be said to 
wear a number of the characteristics we have come to associate with the Lucy-
pulls-the-football game of archive-heist that the Birds seem so much to enjoy.

Nevertheless, the contents of the trunk were, as we rotated them before 
our eyes and minds, so suggestive, so satisfying, so à propos, that we decided 
to move forward unfolding the story we discerned in these sources, while 
bracketing, at least provisionally, the larger problems we continue to sense. 
So we underscore, here, the basic fact: these materials could be an elaborate 
ruse or game or confection; but we have decided, for the time being, to 
play along. We invite you to do the same. We shall see what can be achieved 
in this speculative/subjunctive key. All of this work is, of course, merely a 
preliminary sifting of this surprising repository. Research must continue, 
and it is possible that, someday, we will determine that the Frye Trunk is 
indeed some kind of trompe l’oeil; should that occur, we will, of course, promptly 
deaccession it. The W-Cache must be carefully shielded from every manner of 
historiographic illusion, every instance of “make-believe.” It is an archive 
for the proper history of the Order of the Third Bird, not a storage facility 
for those peculiar forms of not-what-meets-the-eye that, like the legendary 
painting by Zeuxis himself, get called “art.”

*

Seattle! Well, the trunk is full of Seattle-esque bits and pieces.  
And through a close examination of these sources the Frye Trunk Working 
Group has gradually reconstructed a working theory for the formation and 
transmission of the artifact. Details of this story unfold episodically in the 
short object-essays that follow in this catalog. But it will be appropriate 
concisely to sketch the basic lineaments of our account here.

We surmise that persons engaging in “sustained, durational practices of 
attention” have worked in sporadic and intimate communities in the Seattle 
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area for a very long time. They have done so in the context of labor and 
leisure, passion and fear, hope and ministration. Those forms of conjoint 
sensory focus have included moments of great and lasting importance for 
countless individuals: prayer, entertainment, study, play, spectatorship, 
every manner of vigil and convocation. Art has played a role in a significant 
number of these occasions, but so too many other kinds of objects and 
situations and locations. In immensely diverse ways, then, collaborative 
attention has convened those who have shared in its choreographic powers. 
We interpret the trunk as evidence that some of these enterprises have been 
structured according to the quirky, collective “rites” of “radical attention” 
such as are known to be the special domain of the Avis Tertia. As we will discuss 
in greater detail below, the trunk contains source material that points to 
an early twentieth-century contingent of “Birdish” persons bound together 
by a joyful commitment to attention as a kind of shared care or even love 
— a program tied to an eccentric spur of the “New Thought” movement, 
and mediated by a distinctive musicality (they may have believed in a kind of 
“music of the spheres” that they thought was “attentional”). Prominent 
in the available writings of this group was a preoccupation with triads and 
various three-fold analytics — a concern we have chosen to thematize in the 
wider THE THIRD, MEANING exhibition.

In short, then, we get the sense that this trunk has, over the years, served as 
a kind of portable “office” and mobile headquarters for several generations 
of Birds in the Seattle area. These intergenerational and socioeconomically 
disparate friends appear to have used it to store elements of their attentional 
“kit” (various sensory prosthetics and tools, haberdashery of the guild, 
documentation of their doings), along with what seem to be a clutch of inside 
jokes, pocket-fluff, and miscellaneous desk supplies. The earliest materials 
in the trunk (a collection of atomizers and jewel-glass perfume bottles?) 
date to the late nineteenth century. The most recent (a portable TV? a 
cheap shaving mirror?) look to have been added in the 1980s — though 
it is possible that the trunk remained in active use even later than that (as 
suggested by a possible link to Capitol Hill’s “Mystery Soda Machine,” the 
heyday of which lay in the 1990s). 

Specific documents contained in the trunk serve as anchors. Take,  
for instance, a letter from the accounts office of the “Seattle Hardware Co.” 
to one “Mr. N. C. Larson,” dated 13 December of 1902, which extends to 
Mr. Larson an additional sixty days for payment of a bill that had apparently 
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From
 the Frye Trunk; photo by Anaqui Seer
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come due. It is the case that volées (clubs, groups) of the Birds have a long 
history of incautious overspending in their attentional enthusiasms, and it 
is possible that Mr. Larson’s little cohort had gone into debt purchasing 
the materials to construct one of the hideaway shacks beloved by those 
communities with a penchant for plein-air “Actions” of sustained attention. 

Admittedly, this is speculation. But that there is some relationship between 
the trunk and the Frye Art Museum itself — on this claim we are prepared to 
wager our scholarly reputations. Not for nothing have we come to call this 
Pandora’s Box of attentional artifacts “The Frye Trunk.” It has earned this 
name because of a host of tenuous-but-irresistible threads that clearly tie its 
existence to the Frye as an institution. We will lay out our evidence in more 
detail in the various object-essays that follow, but we can point, now, to the 
title page of this volume, and to the postcard of the Frye Museum (circa 1954), 
which we have reproduced there. It came to light in a sheaf of loose papers at 
the bottom of the trunk, and it reads, on the back:

Charles and Emma Frye Museum
Terry at Cherry — First Hill —

Seattle, Washington

Opened in 1952, this free art museum is maintained entirely by 
Frye Endowment Funds and displays traditional European and 
American paintings. Rhododendrons seen left foreground are the 
Washington State flower. Lawns are green the year round in Seattle.

This in itself is hardly proof of anything, but we believe that it was on cards 
like this that Birds of a Seattle volée, working at mid-century, invited their 
associates to practices of sustained attention within the newly-created Frye 
Museum. Evidence for these occasions, like all evidence of Birdish gatherings, 
can be oblique — and is thus easily overlooked by those not possessing a 
trained eye. After all, lots of “Bird Actions” merely look like people looking at 
works of art. But when an ESTAR(SER) researcher sees an image like the one 
reproduced on the following page, it is impossible not to discern the subsonic 
hum of a protocol of sustained attention in the mode of the Avis Tertia.

This photograph was taken shortly after the opening of the Frye Museum in 
1952, and we believe it clearly shows a gaggle of young Birdish attentionauts, 
engaged in an attentional reverie. One sees all the marks of an “Action” 
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Photo courtesy of the Frye Art M
useum
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here: the postures of focused regard; the “phalanx” of attendees; the clear 
way their eyes “point” to the object on which they are resolved to attend; 
the absence of any docent or guide holding the group in place (for all their 
love of collective ritual, the Birds are a highly “acephalous,” even anarchic 
community). In fact, we suspect that the photographer has captured the 
very moment when the group is shifting from the “Attending” phase to the 
phase known as “Negation” (where the participants temporarily withdraw 
or “undo” their focus): close scrutiny reveals that the boy at the right edge 
of the image is beginning to suck on a lollipop, exactly the sort of thing that a 
practicing Bird might do as a “negating” tactic — overwhelming his visual 
experience by means of overload on a different sensory “channel.”

 And not only that. Those who are familiar with the history of the Frye Art 
Museum will recognize the painting to which these school-age attentional 
performance-artists are attending: it is Henry Rachen’s full-length portrait 
of Charles Frye himself. A coincidence? Not likely.

On the contrary, we are persuaded that the underground community of 
attentional adepts of Seattle can be shown to have links back to Charles and 
Emma Frye, who, we believe, were deeply committed to Birdish practices 
of durational attention to works of art. Even the “Greathouses” — Walser 
Greathouse, the museum’s first director, and his wife, Ida K. Greathouse, 
who outlived her husband and was the doyenne-steward of the museum for 
nearly thirty years (1966-1993) — may well have been devotees of this special 
kind of radical attention. Indeed, the formidable Mrs. Greathouse famously 
declared, on the occasion of her 100th birthday, “I’m a tough old bird.”7 We 
have a hunch that the letter “b” in this quote could have been given in the 
uppercase. In fact, we have come to suspect that Del Gish’s 2004 Portrait of Ida 
Kay Greathouse (shown overleaf), which we have arranged to hang prominently 
in THE THIRD, MEANING, actually depicts Mrs. Greathouse in the “Negation” 
phase of a Birdish practice of sustained attention — to a “triad” of works that hang 
on the wall behind her (which we have reconstructed in the show).8 “Triadic” 
groupings like this play a special role in the attention story that emerges 
from the Frye Trunk.

7   Regina Hackett, “Frye museum to fete ex-director on her 100th,” Seattle Post-Intelligencer, 
19 December 2005.
8    It will be noted that Mrs. Greathouse is seated in one of the Frye's distinctive "trefoil" 
gossip chairs. A coincidence? Unlikely.
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_ ALWAYS IN THREES _

A pair of documents uncovered in the Frye Trunk point to a particular 
preoccupation with “thirds,” “threes,” “triads,” and “triplicity.” The most 
compelling of these is a single leaf of printed sheet music, which looks to 
date from the 1920s. Its composer is given as “Chlotarius,” about whom 
nothing can be said with certainty (the name would appear to refer to a sixth-
century Merovingian king of the Franks). We offer a facsimile of the page 
opposite for scrutiny. A date of “c. 1921” is printed in the headmatter, along 
with a note identifying the melody as that of “Wareham” — a familiar tune 
across English and American protestant hymnals since 1850. Composed 
by the eighteenth-century Dorsetshire glover William Knapp, “Wareham” 
originally accompanied lyrics lightly modified from Psalm 36. But here we 
discover the same melody as the setting for a highly unusual (and essentially 
secular) hymn entitled “Always in Threes.” The lyrics are sufficiently 
interesting and important to merit reproduction here in full:

Frye Art M
useum

, M
useum

 Purchase, 2004.003.01; photo by Jueqian Fang
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From
 the Frye Trunk; photo by Alex Barbou
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Attend, O mind, to Triplicity,
And frame thy vision ALWAYS IN THREES!
All that to dual nature clings,
And all that to singleness is consigned, 
Do thou my dutiful spirit find,
And raise on Triad’s lofty wing!

Thy threefold pow’rs of mortal scope
Give mortals transcendental hope;
Attend, O mind, to Trichotomy,
Commune with thy fellows ALWAYS IN THREES!
Till treble thought rise Heaven’s way,
O sing thou birds of that Thirdsome day!

The three loves shall thy footsteps guide,
Of all things give ear to the tercet song,
Till thy voice shall theirs prolong,
All other labors be laid aside!
Attend to all things Trinary,
Display thy treasures ALWAYS IN THREES!

There is much here for interpretive scrutiny. Salient, in context, is the 
allusion, in the final line of the second verse, to “birds,” who seem to be 
the addressees of the hortatory canticle as a whole (NB: the small avian 
dinkus, center top). Similarly significant is the thrice-repeated command to 
“attend,” which appears as a kind of refrain in each verse. This nexus —  
of avian beings and impassioned mental-cum-sensory attention — clearly 
places us in the conceptual territory of the Avis Tertia. But the “triadic” 
focus of the hymn, along with its allusion to the “three loves” and its 
general invocation of song and psalmody, mark this document as hailing from  
a heretofore unattested sect or subcommunity within the history of the Order.

To be sure, the Order of the Third Bird has a longstanding eponymous 
interest in the “Third.” And it is true that there have been efforts to link 
the “thirdness” of the Third Bird (in the Ausonian tale) to other conceptual 
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and historical “thirds.”9 Some years ago a (possibly apocryphal) “Protocol 
of the Triangle” came to the attention of a librarian working in the Milcom 
Room. The epigram on this attentional score is the Pythagorean Theorem 
(a2+b2=c2), and it would seem that the instructions exhort practitioners 
to attend to three objects at the same time “without comparing them” — 
obviously a nearly impossible task.

But none of these known moments of “triplicity” in the established 
workings of the Avis Tertia prepared the Frye Trunk Working Group for the 
hyperbolic, arguably metaphysical, invocations of the triad that characterize 
“Always in Threes.” In particular, the gnomic exhortation of the final line, 
“Display thy treasures ALWAYS IN THREES!” rang in our ears. Indeed, 
as visitors to THE THIRD, MEANING will quickly discern, this mysterious 
valediction became for us, across 2020 and into 2021, the organizing 
principle for our Frye exhibition. As “curators,” we have elected to test 
this notion throughout the galleries, displaying the treasures of the Frye 
Collection in accordance with exactly this suggestive command: Display thy 
treasures ALWAYS IN THREES! Our aim? An extended, participatory experiment 
in attentional triplicity.

Do we understand exactly what is at stake? We do not. But it is our 
hope that a year of collaborative triadic looking by a wide range of Frye 
Museum visitors will assist us in sussing out the pitfalls and possibilities 
of “all things Trinary.” What kind of sustained attention can be achieved 
through “Trichotomy”? What music of our senses can be made in the treble 
range? These are the questions posed by the exhibition we have called  
THE THIRD, MEANING, and they have their origin in our fascination with this 
“tercet song.” 

*

We alluded, above, to there being a pair of documents in the Frye Trunk that 
highlight “triplicity” in a focused way. The second document in question 
surely sheds light on the first, though it is flickering light, and by no means 
bright. We refer, here, to a fragment of what appears to be a sermon or 

9   Notably, Kant’s “Third Critique.” On this contested matter, consider: Yu. K. 
Kuznetsov, “The Vorkuta Antinomy,” Proceedings of ESTAR(SER) New Series IX, Vol. 1 (2018): 
33-63. Reproduced as chapter 6 in In Search of the Third Bird.
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“motivational address” entitled “Three, Three, Three,” which comes to us 
on three sheets of onionskin typewriter paper. The text itself looks to be a 
“fair copy” such as might have been typed up from a handwritten original. 
No date or author are given, but “Three, Three, Three” was found with 
“Always in Threes” and looks to be its contemporary. 

Its concerns are coincident. The “speaker” in “Three, Three, Three” 
would seem to be addressing a congregation or other audience, and the 
theme of the remarks hews closely to the central message of the hymn “Always 
in Threes”: i.e., there is a special power or opportunity in the “threefold.” 
Here, for instance, in the fourth paragraph of the excerpt in our possession, 
the author rises to the theme in explicitly musical terms:

Even in the many new associations of communal endeavor that 
have these days sprouted up like spring morels, we find a mere 
polyphony of independent, striving voices. Where can we hear 
the truefast union of these voices in a ringing chord? A chord 
whose emblem is the eternal triad, and whose celestial wellspring 
is the trinal triplicity of the music of the spheres? A note within  
a triad is itself only within the others.

Moments in the text like this, of which there are a number, resonate  
with strains in the spiritualist movements of the late nineteenth and  
early twentieth century. While limning a wide-eyed mysticism,  
the energies of “Three, Three, Three” can perhaps best be characterized  
as tuned to a sentimentalizing promise: “better living through thirds.”  
The author, frequently expressing dismay about the general conditions  
of humanity, returns again and again to the idea that unity and diversity  
can be held together through a proper regard for the tertium quid.  
Less Madame Blavatsky than Whitmanesque, the message of the speaker 
would seem to be that the right kind of “love” (a threeing love, whatever  
this might mean) can save the day: in a manner simultaneously civic  
and existential.

We will forgo, for now, a full exposition of the doctrines sketchily espoused 
in “Three, Three, Three.” They are recondite, and draw on a theory of the 
human faculties that harks back to the Renaissance Neoplatonism of  
Marsilio Ficino, material the author seems to have hybridized in a most 
improbable way with the proto “self-help” discourse of the American  
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“New Thought” proselytizer Frank Channing Haddock (1853-1915).10  
The “three Powers of Thought” enumerated in “Three, Three, Three” are 
“Attention,” “Love,” and something called “Impression” (which is perhaps 
best translated into our contemporary idiom as “imagination”); then there 
are the three “Domains,” to wit, “Matter,” “Mind,” and “Spirit.”  
It will quickly be seen that this provides for no fewer than nine combinatorial 
crossings, since each of the Powers (or “Faculties”) can operate in each of 
the Domains. A metaphysical scorecard is quickly necessary to keep track of 
who’s on first, what’s on second, and, of course, “I don’t know” on third, etc.

Even if, then, a certain kind of impatient empiricism cannot but greet 
the most extreme triadic arabesques of “Three, Three, Three” as dancing 
on the verge of what would be called “mumbo jumbo,” the text nevertheless 
gives every indication of being an original sprout of eccentric attentional 
“theology,” rooted in rich philosophical terrain. Watered by the hard rain 
of American hustle, commerce, and big-sky cons, the seeds of Neoplatonist 
love-doctrine here can be seen to grass up into a striving, thriving prairie-
thicket of entangling thought. Another citation may capture something  
of the mood:

No one, said my gentle teachers, could have predicted the sublime 
power of electricity, lying dormant within Nature’s bosom until 
our day, when the engineer may now store it up in a battery. I 
was taught that the mind can overcome all obstacles, that the 
facts of common sense are not always truths, that we can do 
anything we believe we can do, and that there exists a single truth 
whose purity shines like an ore of lightning in the great strata of 
religious traditions. And yet I look around me today, and I see 

10   Ficino’s commentaries on Plato’s Symposium originally appeared in Latin in 1484, and 
have circulated since under various titles, most often On the Nature of Love. Haddock was the 
progenitor of the breakout “Power-Book Library” series, which included POWER FOR SUCCESS 
Through Culture of Vibrant Magnetism (1903, first edition), and POWER OF WILL: A Practical Companion 
Book for the Unfoldment of the Powers of Mind (c. 1907 originally, but advertised as being in its 
“305th edition” by 1919). Chapter 8 of the latter book is, significantly, entitled “Exercises 
of Attention,” and amounts to an extended rip-off (if also deformation) of Birdish modes of 
attentional practice. In a manner that interestingly parallels the story of Inyard Kip Ketchem 
(1847-1919), Haddock seems to have transited out of the Avis Tertia at the turn of the century, 
and to have “retailed” his Birdishness as part of a wider program of business-friendly, “gospel 
of prosperity” exhortation. 
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the barnyard confetti of tips and tricks for success, paternosters of 
self-affirmation to recite to the priests of wealth and ambition; I 
see the withered applejohns of maidenly compunction disguised 
as moral principle; I see positive thinking doled out like tins of 
malted milk, with claims to heal illness and conquer death!

The speaker pivots from this indictment of the surrounding “retail market 
in life itself,” to a call for a new chorus of collective attention, imaginative 
image-making, and love-through-care:

From the trinal triplicity of these ever-twining relations, unknown 
forms of attention, of sensuous impression, and of LOVE must rise 
like a song. Who knows but that these should be the unheard strains 
of a new celestial music, a new birdsong of the spheres!11

_ THE MUSIC OF ATTENTION CHURCH _

The tremulous and shining image of a “birdsong of the spheres” cannot 
but elicit a little gasp from any committed researcher in the ESTAR(SER) 
community. What a glorious way to invoke the beauty we associate with the 
attentional practices of the Avis Tertia! What is music, after all, if not a kind of 
pure “choreography of attention,” which, through the magic of rhythm and 
melody, effects episodes of somatic, sensory, and spiritual coordination — 
both within and among human persons (and also, on occasion, their animal 
familiars)?

No fair-minded scholar, we contend, reviewing the texts of “Always in 
Threes” and “Three, Three, Three,” could dispute that we are, in these 
documents, located firmly in the precincts of the Order of the Third Bird. 
But can anything be said about the authorship of these documents? Or 
about the particular attentional community out of which they arose, and 
which they seem to address?

The “Frye Trunk Working Group” has tipped open these questions 
over the last months. And we have hypotheses. But we remain in an early 
stage of investigation into what looks to be a large and important new 

11   The emphasis is in the original, as a manual (blue pen) underline in the typescript.
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area of research. Much additional work is required, and it is likely that a 
new “Working Group” will need to be formed to pursue these issues in a 
systematic way in the near future. Nevertheless, we are keen to share what we 
have worked out to this point. Stated concisely, we believe these sources, and 
associated lines of evidence, permit us to posit that in the early 1920s, in the 
Seattle area, a forward-looking sodality of Bird-adjacent “New Thought” 
proponents (a group perhaps at one time affiliated with the so-called 
“Church of Constructive Thinking” founded by the charismatic local leader 
Netta Holmes) broke away to form their own spiritual association. This 
new body, known as the “Music of Attention Church,” or “MOAC,” never 
successfully institutionalized. It never owned property, and its records have 
been dispersed. But it gathered in rented spaces and union halls (and the 
homes of more than one well-endowed patron across the 1920s and 1930s, 
including, we think, that of the Fryes, who held regular musical soirées), 
sharing musical fellowship and practices of durational attention evidently 
inflected by Birdish methods. A hiatus across the late 1930s and the Second 
World War leaves us with little sense of the continuity of the community. 
But elements of the original MOAC seem to have been resuscitated in the 
1950s, apparently under the leadership of the visionary dancer-artist Essie 
Merriday, whose idiosyncratic genius is discussed below in connection with 
several of the Frye Trunk objects.12

Is there any chance that one or both of these Frye Trunk texts were 
composed by Merriday herself? We think not. The timing isn’t quite right. 
Though we have not yet determined the exact year of Merriday’s birth, we 
believe she would not have been older than forty in the mid-1950s, when 
she was working at the Rivoli and convening her legendary “veil-dances of 
attention,” and when she was evidently at the center of a vibrant MOAC-
like community. Dating “Always in Threes” to the 1920s (as we do) makes 
Merriday a child at the time of its composition. But the most exciting theory 
currently entertained by our research group is that the original Music 
of Attention Church did indeed include the youthful Merriday: there is a 
colorable argument to be made that the “founder” of the MOAC was none 
other than Merriday’s grandmother, a Seattle silversmith known as “Dame Hayes,” 

12   We surmise that some or all of the members of the resurrected MOAC aligned 
themselves with the so-called “Fellowship of Activated Thought,” which may have been 
nothing more than a kind of “subtitle” of the MOAC itself.
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believed to be an associate of Netta Holmes herself (possibly even ordained 
by her in the “Church of Constructive Thinking”). We think Dame Hayes 
was the moving force behind a convocation of Birdish persons to discuss 
the music of silver bells at the “West Seattle Art Club” on the morning of 
Wednesday, 21 January 1925, a talk that was followed later in the afternoon 
by an associated gathering of Seattle’s “Progressive Thought Club” where 
Netta Holmes gave one of her most famous addresses, entitled “When 
Dreams Come True.”13

In what sense was the Music of Attention Church a “church”? This is a 
reasonable question. And we cannot exactly say. The Netta Holmes “Church 
of Constructive Thinking” was sometimes (particularly in later years) 
known as the “Center for Constructive Thinking,” and the substitution of 
the secular/spatial term “center” for the frankly ecclesiastical language of 
the “church” suggests a trajectory away from formally religious aspirations. 
We are inclined to think that the Music of Attention Church followed a 
similar line. For all the verve of their rhetoric, and the obvious depth of 
their commitment, those who congregated under the banner of the Music 
of Attention were certainly not a “cult” in any sense, nor did they aspire 
to the social architecture of the up-springing “new churches” of the late 
nineteenth and early twentieth centuries (e.g., “Christian Science,” etc.). 
Eschewing eugenics, the racialized languages of conflict, and “gospel of 
prosperity” bunkum, the music-making devotees of radical attention who 
gathered around the MOAC represent a dream-not-taken across the restless 
sleep and nightmare-episodes of the twentieth century.14

 

13   For a reference to both presentations, see: The Seattle Star, vol. 26, no. 279 (17 January 
1925), p. 6.
14 Does the MOAC survive into our times? This is, at present, not known. It is certainly not 
impossible that underground tendrils of this unusual and utopic body might wind their 
way into contemporaneity. We do not believe, however, that the Italian folk-rock ensemble 
“Riserva Moac” (whose 2006 album Babilonia achieved some currency in Italy, but did not 
“break out” from local appeal) is in any way linked to the original Music of Attention Church.
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_ CONCLUSION _

With this sidelong and wistful peep into a phantom-world of attentional 
convivium and musical paideia, we bring this introduction to a close. 
Scientists studying the physiology and psychology of high-speed nocturnal 
aviation in the 1940s identified a phenomenon they called the “Autokinetic 
Illusion.” In such experiences, a stationary point of bright light (a star, a 
beacon) can, under conditions of intense concentration, begin to move. 
The scholars of ESTAR(SER) are drawn to this effect as a kind of metaphor: 
where we look, where we attend, with passion and care, things begin to move. 
As the obvious perils of autokinesis suggest, caution is required when this 
phenomenon kicks in. But as in the beautiful pinwheel illusions in which 
a static ring begins to rotate under scrutiny, there is a mesmeric power in 
these moments when objects of the world, given the attention they seem to 
seek, begin to dance. It is, we believe, a dance of joy. But one must stay still, 
and pay close attention, to catch a glimpse. 

The Frye Trunk offers numerous opportunities for this form of animating 
attentiveness. We offer a set of our own efforts in this regard in the pages 
that follow. 
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I
“Early Bird” Patch and Pins

Associates of the Order of the Third Bird, by tradition, gather in small groups 
to give their attention to objects of various kinds — often, but not exclusively, 
“artworks” of the sort that hang on museum walls (or stand in public squares). 
Apparently committed to the idea that works of art are materialized “requests 
for attention,” and that such requests mostly go disregarded, the “Birds” 
sometimes call themselves “paramedics of attention” — trained responders, 
always on emergency call for the forlorn sculpture or homely, overlooked 
painting. Working in informal bands of interconnected collaboration, Birdish 
persons conspire to gather before such an object at an appointed time, and 
then they quietly cede to it their senses and cognitive vitality across a collective 
“Practice” of “sustained attention” that is the inner sanctum of their peaceable 
rite. These “Actions” tend to take several hours, and involve a formal “protocol” 
of attention — usually of four phases, and consisting of a kind of greeting of the 
work (“Encounter”), followed by a period of focused engagement (“Attending”), 
a phase of disengagement (“Negation” or, sometimes, “Erasure”), and a final 
phase of return to focused engagement (“Realization” or “Realizing”). These 
phase names are given here in English, though the Practice of the Avis Tertia is 
evidently a European import to US soil. The exact genealogy of these practices 
and the various divergent protocols is the subject of ongoing research, and there 
is imperfect consensus on many issues. What is never disputed, however, is that 
the Practice of the Birds is highly dependent on practitioners showing up on time 
for appointed Birdish rendezvous. Punctuality in these assignations is prized, 
in that the collective Action cannot begin until all those slated for the occasion 
have arrived. For this reason, and on account of the inevitable and widely 
attested problem of “late Birds,” it appears that the Avian community centered 
on the Frye Trunk actually produced a set of “merit badges” (knockoffs, it 
would seem, of those used by the Boy Scouts), to be awarded to associates of the 
Order who had a reputation for consistently arriving early for Actions. These 
“Early Birds” had the advantage of long and comfortable “Encounter” phases, 
and never inconvenienced organizers or fellow participants by forcing awkward 
delays in precisely timed collective practices.
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II
Saffron Garb in Portmanteau Case

When associates of the Order convene for one of their attentional Actions, there 
tends to be an air of the “caper” to their proceedings. Even when those who are 
gathering are old friends, they generally do not acknowledge one another (except, 
perhaps, by a sidelong, knowing glance). A mood of heightened awareness and 
private, playful gravity sets the stage for the subtle choreography of the collective 
Practice. At the appointed time, someone, usually the organizer of the occasion, 
sounds a little chime or gives another sign, and the volée (the group, the “flock”) 
generally forms up into a “phalanx” or semicircular aggregation before the 
“Work,” which has usually been chosen in advance. The durational phases of 
attending, disengagement, and re-engagement follow, marked by more or less 
synchronized physical movements (a step forward, a step back, another step 
forward). Such is the most common pattern of Birdish conduct. At the end of 
the allotted period, the participants disperse in silence, reconvening later and 
elsewhere for the valedictory and convivial “Colloquy,” a semi-formal talking-
out of what occurred during the Action itself. All of this is quite well attested, 
despite various efforts (by the endlessly evasive Birds themselves) to dissemble 
the basic architecture of their doings. How do Birds recognize each other? 
Which is to say, when they convene for an Action, how do those assembling in 
the vicinity of the given object know who is a Bird, and who a mere passerby or 
casual museumgoer? There is evidence that associates of the Order adopted, 
already in the eighteenth century, the habit of displaying a bit of saffron-orange 
or ochre-yellow cloth (a streamer, pin, sash, etc.) somewhere on their persons. 
This colored “flash” gave the sign that a fellow Bird was in the vicinity. Among 
the more playful artifacts in the Frye Trunk is this suitcase-within-a-suitcase, which 
contains a neatly folded bright orange overjacket, such as might have been used 
for high-visibility protection on a construction site or hunting trip. It seems 
one of the Seattle-area volées of the 1970s and ’80s adopted this signature 
garb as their uniform—and wore it while gathering outside for special deep-
woods Actions in the gravel pits of King County (including Robert Morris’s  
iconic Johnson Pit #30). 



33



34

III
Cups for Four

What goes up must come down. This applies as much to the Birds as to anyone. 
Specifically, where the Birds are concerned, it means that whatever spectacular 
voyage an individual Birdish argonaut of attention may make, whatever spiral 
galaxies swim into view within the deep-field contemplations of an ordinary 
object — afterward, it is time to return to earth, and to each other. This “return” is 
in every case a return to common, everyday language, and to the shared realities 
mediated by that language. Hence, after an “Action” members of the group 
will briefly recount their experiences by turn and by phase, often over food and 
drink. This shared, discursive return to the social and to speech is called Colloquy. 
It is, then, as a “Colloquial” object that this “Cups for Four” set should, in our 
view, be interpreted. Composed of four stacking cups, one lid, and a zippered 
leather case, the total assemblage has the restive look of a thing pretending to be 
another — like a caterpillar with eye-spots on its posterior. Unzipped, the case 
resembles a macabre grin. One imagines Cups for Four on a forlorn shelf with 
eight-pack terrycloth koozies and Presto hair nets at the local Bon-Ton, before 
it eventually faded from consumer view. Which is to say, it is difficult to envision 
a wide range of social situations where breaking out Cups for Four would raise 
no eyebrow. This particular set, however, was almost certainly used by a four-
person group of Seattle Birds in the 1990s, a volée known to have gathered for 
Colloquy around Capitol Hill’s “Mystery Soda Machine,” a local legend. This 
battle-scarred vending machine, with its graffitied “Enjoy Coke” display, had 
an array of six clown-colored “Mystery” buttons that yielded an unpredictable 
range of rare or discontinued soda brands. It was never understood who stocked 
the machine with items like Inca Kola, Pepsi “Ice Cucumber,” or Diet Hubba 
Bubba, or who repaired it after nearly constant vandalism, or who, for that 
matter, abruptly removed it in 2018, leaving a cryptic note that might well 
have said: “This is why we can’t have nice things.” The Birds who gathered 
around it narrating their attentional voyages, sharing a can of Crystal (clear) 
Pepsi between four cups, might have told the moral of the story differently:  
Be the mystery you wish to see in the world.
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IV
Art Judgment Tests

Those who associate with the Order of the Third Bird have typically shown a 
special disinterest in the “quality” of artworks. When not giving their attention as 
“Birds,” many of these individuals are apparently perfectly comfortable offering 
accounts of which works they like and do not like. Some practitioners of the 
attentional rituals of the Avis Tertia have even worked as art critics — a group who 
never fail to have the strongest possible evaluative reflexes. Nevertheless, when 
they are “being Birds” even these critics bracket their critical faculties, and focus 
on giving their senses and minds to the appointed “Work” quite without regard 
to whether the work in question is “good” or “bad.” This aesthetic agnosticism 
seems to be part of a larger commitment, on the part of the Order, to the purity 
of attention as such, though it can be difficult for outsiders to grasp just what 
this might mean, since for most of us, under most circumstances, a more or less 
instrumentalized attention is the norm. Apparently to head off such tendencies, 
the Birds follow a set of codes in the course of their Actions: not only do they 
avoid “judgment,” they also endeavor to minimize “interpretation” and ignore 
“studium” (erudition/learning). Along the way, they are said to practice a kind 
of radical generosity, which is, according to their lore, a precondition of “true” 
attention. These principles in the Bird community offer significant context 
for the appearance, in the Frye Trunk, of this pair of “Art Judgement” test 
manuals, one dating from 1929 and the other from 1940. Both hail from the 
“Bureau of Educational Research and Service” at the University of Iowa, and 
they are found in the trunk accompanied by several “scorecards” and associated 
test-memorabilia. Having their origin in the heyday of psychologist-directed 
“occupational” testing, these booklets feature dozens of paired images that are 
nearly identical. But in each case a small modification has been made to an original 
artwork, so that one element of each pair is understood to be a “deformation” 
of the other. Under ordinary conditions, these tests were administered to youth 
and adult job-seekers, and scored on the basis of the subject’s ability to select 
the “correct” (unmodified) image. Those who scored highly were understood 
to have good “art judgment,” and were directed to careers in design and visual 
production. Perversely, the Birds of the Frye Trunk seem to have used these 
booklets to train fledglings to achieve perfect indifference to such distinctions.
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V
Gold Flake Souvenir and “Potlatch” Postcard

Work on the Frye Trunk has involved sifting through some more obscure 
moments in the history of Seattle and its environs. This “Official Invitation” 
card and its associated mold-blown glass bird-vial (which contains flakes of what 
seems to be genuine gold leaf) is an example of a discovery that pushed our 
research group to delve the early twentieth-century civic life of the city. For 
there was, in fact, a kind of city-wide “festival” launched in Seattle in mid-July 
of 1911, and it did deploy appropriated Native American language to advertise 
a week of “carnival and jollity.” As is ever the case in history, the reality was 
complex, and fractious questions of race, class, and politics percolated through 
the occasion. Billed as a commemoration of the opening of the Klondike Gold 
Rush (a moment of significance in Seattle, which served as a key transportation 
hub for the northern territories), the “Golden Potlatch” represented an 
effort on behalf of the city’s commercial elites to drum up some high-toned 
entertainment — along with patriotic parades and waterfront spectacle. By 
1913, however, this annual event broke down in riots, as left-wing labor leaders 
sniped at the bourgeois militarism and pandering boosterism of the gathering, 
and uniformed sailors on shore leave went for their brickbats. How did the 
Frye Trunk “Birds” engage with these events? We are left to speculate. But 
internal evidence strongly indicates that the Trunk’s community of Birdish 
practitioners again and again positioned themselves at the “margins” of the social and economic 
hierarchies of the city. In whatever period we investigate, the Trunk Birds appear 
to have been bohemian types, more at ease in the demimonde and the back 
alley than sauntering up the steps of Seattle’s top-hatted establishments. One 
senses that the group likely sneered a bit at the aspirational Belle Époque shtick 
of the mayor’s “Golden Potlatch.” That said, associates of the Order center 
their Birdish behavior on extravagant acts of sociable generosity — a form of 
life that stands close to the syncretic mythology that arose around “Potlatch” in 
the late nineteenth century. Invitations to Bird “Actions” frequently take on 
elaborate forms, and there is something uncanny about the near-Bird quality 
of this official invitation to come to Seattle for a week of “gifts” and “friends.” 
Was the original Golden Potlatch marked by surreptitious practices of radical 
attention by associates of the Order? We suspect so.
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VI
Veiled Charm Arcade Card

Jack Kerouac, then an unknown washout-drifter, attended a girlie show at the 
Rivoli Theater in Seattle in September of 1956, an evening he subsequently wrote 
up as “Seattle Burlesque” in the Evergreen Review of 1957 (vol. 1, no. 4, pp. 106-
112). He would draw on that evening — in which, intoxicated, he contemplated 
sex, death, beauty, and despair — for several subsequent publications. Was there a 
connection to the Order of the Third Bird? It is not impossible. The Rivoli, on 
First Avenue, had been constructed in 1913 as an ambitious cultural mecca, but in 
the postwar period it slipped to seedy marginality, hosting vaudeville acts, striptease, 
and lowbrow musical-comedy routines. By the time Kerouac ordered a drink in 
the lobby (he was staying at the neighboring Hotel Stevens, comparably derelict), 
it largely catered to a skid-row clientele. Backstage, however, a hardscrabble 
community of artistic renegades and castaways lived intimate lives of committed 
mutuality. For instance, the explosively intelligent dancer-musician performing 
as “Essie Merriday” was widely known among Seattle-area Birds for her brilliant 
stagings of all-night attentional soirées involving vigil-like sequential unveilings of 
nested sculptural creations — objects made by her partner, an outsider-artist-
sailmaker in the Denny Regrade, who sewed tent-like architectural forms as a 
private obsession. The Frye Trunk Working Group has persuaded itself that this 
risqué “Arcade Card” actually depicts Merriday herself, playing with one of the “veils” 
she deployed both in her burlesque performances and in the distinctive “Actions” 
that convened a wide circle of her Bird-friends (practices we believe were linked 
to the “Music of Attention Church,” see introduction). The card itself, prepared 
by the well-known “International Mutoscope Reel Co.,” was of the type developed 
by that company for sale in arcade vending machines in the 1950s. However, the 
I. M. R. Co. frequently used such cards to advertise their actual “Mutoscope” 
reels — circular flip-book motion-picture devices that dominated the early peep-
show industry. Did Essie Merriday make a Bird-themed Mutoscope reel? One 
that centered on her veil-play “Ballet of Pure Attention”? There have long been 
rumors that she did. But many original Mutoscope reels do not survive, and this 
one has never come to light. Did Merriday introduce Kerouac to the Order? We 
do not know. But his sudden poem in Desolation Angels (1965) is certainly suggestive:

The bird—
Wake up! Wake up! Wake up! Wake 

Wake Wake Wake AWAKEN
AWAKEN AWAKEN AWAKEN

NOW
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VII
Frye Lace

Problems of provenance are significant in any consideration of the Frye Trunk 
— both the trunk itself as an object, and its disparate contents. As detailed in 
the introduction to this volume, ESTAR(SER) researchers are still working on 
establishing the exact parameters of the Frye Trunk’s relationship to the Frye  
Art Museum and its history. Framing this analysis, we might say: if we accept that 
the trunk discloses fascinating glimpses of underground attentional activism in 
and around Seattle over the last century, and if, further, we take at face value 
the available evidence that this pan-historical community of attentionistas was 
associated in some way with the wider doings of the Order of the Third Bird, 
then we are left with a host of questions. For instance, did these Seattle “Birds” have 
concrete ties to the Frye and/or personal relations with Charles and Emma Frye? And what about 
“Mr. and Mrs. Greathouse,” the slightly intimidating stewards of the Frye legacy 
across much of the second half of the twentieth century? Were they also “Birdish” in 
any way? There are no easy answers. Facially, we concede that the sociology of 
the Frye Trunk Birds, as we have reconstructed it, has little in common with 
that of the Fryes — or, for that matter, the Greathouses. After all, our sense 
of the community of attentional practitioners whose “kit” is preserved in the 
Frye Trunk suggests a demimondain cohort of bohemians, misfits, and street-
wise dreamers. They were, if you like, “weird” — in the best possible sense: 
eccentric friends, from diverse backgrounds, who gathered in convivial settings 
of their own creation, to share intimate experiences of “practical aesthesis.”  
By contrast, the Fryes were “grand,” and the Greathouses, by reputation, frankly 
conservative — even reactionary. But who is to say what crossings and off-stage 
mixing might have occurred? Among true lovers of art, the purity of sustained 
attention can make for strange bedfellows. In working in the Frye Museum 
Archive, an intrepid ESTAR(SER) researcher turned up this remarkable 
piece of handmade lace, cataloged as having belonged to Emma Frye herself 
in the 1920s. This young scholar believes, passionately, that this piece of lace 
was gifted by Mrs. Frye to the doyenne of the Frye Trunk Birds: the MOAC  
veil-dancer Essie Merriday (see previous entry), who supposedly kept it in the 
Frye Trunk for years. How the Frye Art Museum might ultimately have come 
into possession of the artifact is unclear. But we sense a sign. 
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VIII
Jaymar Mini Piano (with stool)

The Frye collection contains a “player” pipe organ, owned by Charles Frye and 
made by the Welte Organ Company (later The Aeolian Company). Frye kept 
the electro-pneumatic action Welte organ behind a carefully contrived false 
wall, as if inspired by the Addams family mansion. An index of music rolls for 
the organ, featuring a wide selection of popular and classical tunes, can still 
be consulted in the Frye archives. A similar music roll index — not previously 
associated with the Frye Trunk materials — has been found in the W-Cache, 
except that the twenty-five listed titles are names of artworks, beginning with Jean 
Broc’s La mort d’Hyacinthe (1801) and ending with Marc Chagall’s Le poète et les oiseaux 
(1911). The Cache also holds a number of what appear to be careful re-creations 
of numbered Aeolian Co. “Duo-Art Music” roll boxes, printed with the titles 
of other paintings. Interestingly, no. 333, titled “Ecstasy, Franz von Lenbach” 
(a work in the founding collection at Frye), is subtitled “Performed by Ivory 
Bill” — the common name of a rare, possibly extinct, American woodpecker. 
(Associates of the Order, as is well known, frequently adopt “Bird names” for 
intramural communication in the Avis Tertia.) All these boxes are unfortunately 
empty, and their significance to what was likely a musically inclined Third 
Bird volée remains a mystery. The role of music in Bird communities is notably 
under-studied, but the Frye Trunk brings to light explicitly musical inclinations 
and ritual practices. For example, the “church” that produced the “Three, 
Three, Three” document and the hymn “Always in Threes” (both discussed 
in the introduction to this volume) — thought to be the “Music of Attention 
Church” (MOAC), founded circa 1920 and “re-founded” (we believe) with new 
members in the late 1950s — created a unique, triadic spin on Renaissance love-
philosophy and “musical magic” inspired by Marsilio Ficino among others. The 
MOAC owned a Schoenhut toy piano (recently recovered from the basement 
of a Victorian “carpenter Gothic” building in the Arboretum area of Seattle, 
where the MOAC met briefly in the 1930s). The Jaymar Mini Piano pictured 
here, made in the early 1950s by Jacob Marx’s Jaymar Specialty Co., was most 
likely used by the reformed Fellowship of Activated Thought, which inherited 
many former MOAC members (and may have been synonymous with it).  
It is the only musical instrument associated with the Frye Trunk.
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IX
Manometric Flame Analyzer

One of the central puzzles of the Frye Trunk came to light only after we had 
performed an initial survey of its contents. Although the trunk came into our 
holdings in a sealed condition, and despite our making every effort, in the 
course of our preliminary inventory, meticulously to document the location 
of each component, once we had “unpacked” it, we were absolutely incapable of 
getting all the various elements to fit back together. Which is to say, the Trunk displayed 
a kind of “clown car” character across our investigations. More things kept 
coming out of it than seemed possible, and, like the proverbial toothpaste 
expressed from the tube, there was no way to reverse what we had done.  
This was embarrassing to our sense of ourselves as careful conservators, and also 
defied logic. Opinions in the “Frye Trunk Working Group” have been divided 
as to the explanation for this uncanny phenomenon. Some have contended 
that we had simply overlooked (and failed, therefore, to record) various subtle 
“tricks” of the trunkmaker's trade, whereby false panels and other puzzle-fitting 
components made for a counter-intuitive capacity. But others, less sanguine, 
came to suspect a conspiracy. It is true that, over the years, ESTAR(SER) has on 
various occasions been wrong-footed by associates of the Order who, forever 
interested in throwing researchers off their train, have absconded with our 
archival materials, or insinuated “MacGuffins” into our investigations. Was a 
Birdish mole in our group surreptitiously making a mockery of our process by 
slipping more and more items into the trunk when the rest of us weren’t looking? 
The Trunk’s “cornucopioid” qualities remain a source of ongoing concern. 
A particularly ostentatious example of a trunk element that does not seem to 
fit in the trunk is this early twentieth-century piece of laboratory equipment, 
part of a system used (primarily in the nineteenth century, as it happens) to 
transform sound into visual patterns. In a darkened room, the rotating mirror-cube 
could be made to reflect a small gas flame, which “danced” in visible patterns 
when subjected to acoustic vibrations. It seems someone associated with the 
Frye Trunk deployed this sophisticated equipment in synesthetic attentional 
experiments that involved a small foghorn and large amounts of polychrome 
“flame salts.”  This “smoke and mirrors” performance was evidently unrelated 
to a series of later efforts to use the mechanism as a “lark mirror” atop the water 
tower in Volunteer Park.
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X
Three Boehm Birds

Google the phrase “kitsch for the rich,” and Boehm porcelain knick-knacks are 
among the first results. Nevertheless, these distinctive, lifelike, brightly-colored 
figurines played an outsized role in international geopolitics and C-suite 
diplomacy in the second half of the twentieth century. For instance, in 1972 
two large (admittedly exquisite) porcelain swans from the Trenton, New Jersey 
workshop of Edward Marshall Boehm were presented by Richard Nixon to Mao 
Zedong, as part of an overture of peace and “normalized” relations. Pope John 
Paul VI obtained a regal Boehm, and later became one — in a bas-relief plaque 
fired by the firm. Edward Boehm passed away in 1969, but across the 1970s and 
’80s his wife Helen, a promotional prodigy, won a permanent place for American 
hard-paste porcelain in the elite auction houses of the world. In the course of 
our research, ESTAR(SER)’s Frye Trunk Working Group discovered, to our 
great surprise, that the Frye Art Museum possesses a large and remarkable collection 
of Boehm birds. While this fact cannot be said to have been “suppressed,” neither 
has the Frye chosen, in recent decades, to herald its unusual repository of avian 
tchotchkes. This soft-pedal apparently proceeds from disagreements within the 
board and/or administration concerning the artistic merits and legal status of the 
figurines themselves. They are not, as it happens, “accessioned” objects within 
the Frye collection per se, but rather appear to be held in a looser capacity as part 
of the general institutional holdings. Needless to say, from the perspective of 
a researcher studying the Order of the Third Bird (and its putative ties to the 
Frye) it is difficult to resist speculation about the Boehm bird collection: Why 
does the Frye have all these elaborate bird figures? How did they end up in a 
kind of collection-limbo? And, the core matter: Do they betray a subterranean 
current of Birdish activities within or around the Museum itself? At present, 
we cannot offer definitive answers. What we can say is that we discovered, in 
initially unpacking the Frye Trunk, a “hole” in its tight-packed contents that 
exactly matched the external contours of Frye Boehm T1.36, “Three Fledgling Purple Finches.”  
In this sense, there seems to have been a kind of “negative space” of this 
bird-group within the trunk itself — what paleontologists call a “mold fossil.”  
We appreciate the Frye's lending us what we believe once fitted therein.
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XI
Dalton “Model G” Aviation Slide-Ruler

Most actual birds can fly. Associates of the Order of the Third Bird, although 
they take the “bird” as their avatar, have traditionally not shown much interest 
in getting airborne. Devotees of the Avis Tertia derive their preoccupation with 
feathered animals from the well-known “Tale of the Third Bird,” a retelling of 
Pliny’s story of the fabled painter Zeuxis and his painting of a child carrying 
a bunch of grapes. In Pliny’s original version, the artist is annoyed that birds 
come and peck at the fruit in his painting, despite the fact that onlookers take 
this as proof that he is an artistic genius. “If I had painted the boy better,” 
Zeuxis is supposed to have said, “the birds would have been frightened off!” 
In the crucial retelling of this tale that is associated with the fourth-century 
Latin poet Ausonius, Zeuxis reworks the painting to improve the child, and 
gives his refreshed composition another trial. This time, three birds approach: 
the first, seeing the very realistic boy, flies off in fear; the second, enticed by the 
irresistible grapes (and seemingly indifferent to the child), pecks away at them; 
but the third bird is said to have landed in front of the painting and simply stared 
at it, for a long time. It is this “Third Bird” — the bird of sustained attention, 
the bird who seems to identify the work of art as a work of art — from whom the 
Avis Tertia derives its name. In this sense, not flying could be construed as central 
to the Third Bird’s special discovery. Be that as it may, there can be no doubt 
that the Frye Trunk contains aviation artifacts that, examined in context, point 
to skylarking Birdish “attentional exploits” hitherto unknown. For it appears 
that in the 1950s a Seattle-based club of amateur aviators based at the second 
iteration of “Kent Airfield” (near the present intersection of Route 167 and 
South 277th Street) designed a “Protocol for the Bird’s Eye View,” which was 
to be used for paying sustained attention to large-scale earthworks and other 
terrestrial features best seen from the sky. Flying in formation, these intrepid Birds 
are said to have given meditative, collective attention to the Aurora Bridge in 
a celebrated moonlit night-flight in 1957. Mission leader Bud MacGinitie is 
reported to have worn this thigh-strap dead-reckoning analog computer on that 
occasion.
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XII
Phillips Golf Spike Wrenches

The Massachusetts-based golfing inventor Fred C. Phillips secured the original 
patent on the asymmetrical golf-spike that came to be known as the “Talon 
Grip” in 1941 (US Pat. 2,258,805, “Calk for Athletic Shoes and the Like”). 
Unlike standard cylindrical “needle” spikes, the “Talon Grip” had a claw-like 
profile, being formed from a beveled slice of cylinder. Opinions differed as to 
its merits, and it never secured market dominance on the links. Similar cleats 
did, however, achieve widespread use in baseball shoes later in the century. 
Among other inconveniences, the “Talon Grip” required a specialized wrench 
that could not double as a dibble for use in replacing divots on the course, 
as was characteristic of the two-pronged “fork” wrench commonly used with 
conventional golf spikes. There is absolutely no sense that the associates of the 
Avis Tertia in the Pacific Northwest at mid-century played golf — or, indeed, took 
any interest whatsoever in the sport. For this reason the presence, in the Frye 
Trunk, of a pair of mint-condition “Talon Grip” spike wrenches presents no 
small mystery. The most audacious theory involves a cohort of sporting Birds 
in the early 1960s who are said to have made use of a version of the so-called 
“Oannes Slip Protocol” to conduct collective attentional rituals at dawn, to 
observe the surface of the sea. While there remain controversies within the Order as to 
whether natural objects are “fair game” for Birdish attention (conservatives in 
the group tend to argue that the Practice should only be deployed on “objects 
made to be attended” — a formula that, if understood to apply to nature, 
raises theological and teleological problems of considerable complexity), such 
activities are by no means unknown. The “Talon Grip” golf shoes, according to 
this theory, were worn by the participants in order to maintain their footing on 
the wave-splashed and seaweed-slicked beach jetties where they convened for 
their sunrise séances. Indeed, it is possible that these occasions arose, initially, 
out of early morning surf-casting trips for lingcod — where repurposed golf-
shoes were commonly worn. It stands to reason that the avian implications of 
the “talon” endeared the Phillips model to this unusual volée. 
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XIII
Strengthening the Eyes

A very real focus on “opticality” characterizes the practices of the Avis Tertia. While 
attention itself is by no means circumscribed by vision, the Birds do tend to 
prioritize looking. To be sure, Birdish protocols of listening, smelling, touching, 
and even tasting are all well attested in the literature. And it is also the case that 
any Bird “Action” involves a general pan-sensory “heightening” often signaled 
by the traditional catch-phrase All senses on the qui vive! (borrowed, it seems, from 
John Dewey’s Art as Experience [1934]). Associates of the Order are nevertheless 
legitimately queried as to their privileging the eyes in their attentional antics. 
Indeed, previous ESTAR(SER) research (e.g., “The Pomagello Document”) 
has suggested that Aldous Huxley’s preoccupation with the “eye yoga” of the 
controversial American ophthalmological practitioner William Horatio Bates 
may have been tied to Birdish protocols of intense visual scrutiny. Whether there 
be any truth in this or no (the Pomagello Document is now widely thought to be 
a forgery), it cannot be denied that the Frye Trunk came to us containing this 
1929 edition of Bernarr Macfadden’s Strengthening the Eyes, originally published 
in 1918. This handbook treads (without citation) on terrain Bates had by that 
point worked closely for decades, but it did see print in advance of Bates’s own 
popular volume Perfect Sight without Glasses of 1920. Priority in these matters may 
be contested various ways: Macfadden had already, in 1901, published a related 
pamphlet, Strong Eyes: How Weak Eyes May be Strengthened and Spectacles Discarded. What is 
beyond dispute is Bernarr Macfadden’s unseemly career as a para-pornographer, 
bounder, and enterprising narcissist. A sui generis confidence man from rural 
Missouri, he is said to have invented his first name in the hopes of invoking the 
roar and growl of a lion. Making his fortune as a body-builder, health advocate, 
and eugenicist sex-therapist, Macfadden pivoted to publishing by the turn of 
the century, initially founding Physical Culture (a skin show), and later moving 
on to such pulp juggernauts as True Detective and Ghost Stories. His disreputable  
New York Evening Graphic (1924-1932) pioneered “fake news” photospreads  
featuring the faces of celebrities on staged bodies. Macfadden reportedly 
attempted, later in life, to found a religion, apparently without success. 
The W-Cache contains documents indicating that in the 1890s Macfadden 
repeatedly tried to make contact with associates of the Order in Saint Louis.  
No reply is known.
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XIV
Trefoil Looking Glass

Resembling a glass finial or ornamental knob, this handmade trefoil lens stands 
out as a charismatic object within the richness of the Frye Trunk. Supporting 
documentation permits us to state with confidence how this unique attentional 
prosthetic was to be used. Indeed, with the help of the exhibition design team 
at the Frye Art Museum, we have endeavored to erect the glass on a stand in the 
primary gallery space so that visitors may themselves experiment with it. In brief, 
the three fused optical lenses of the Trefoil Glass are configured in such a way 
as to “entriplicate” any view. By this we mean that the trefoil glass, held before 
a unitary object or prospect, delivers to the eye a triadic constellation — the world 
reproduced in treble glory. As detailed in the introduction to this volume (and 
as thematized in THE THIRD, MEANING exhibition as a whole), three-fold visual 
experiences appear to have played an important role in the attentional life of the 
several communities of radical attention-practitioners associated with the Frye 
Trunk. A subset of these individuals took a special interest in “thirdness” and in 
the general situation of “threeing.” Their reasons for this preoccupation would 
seem to be rooted in an eclectic array of triadic source-material: Neoplatonic 
doctrines of the three loves, “Trinitarian” philosophical systems like those of 
Fichte, and folk ideas about thirds. It stands to reason that the “thirdness” of the 
“third bird” itself (and its symbolic function as a bird “of attention” or a bird that 
“discovers” aesthetic experience as such) also played a role in this palpable three-o-
philia. Having ourselves experimented with the Trefoil Looking Glass, we confirm 
that, given suitable time and attentional commitment, it can indeed produce 
hypnotic effects. How was it used by the associates of the Order connected to 
the Frye Trunk? The most elaborate and best documented occasion saw a volée 
of six Birds, each holding a small version of this transparent shamrock before 
the eye, gathered for hours to give their sustained attention to a large, amethyst-
colored Japanese fishing float recovered in 1952 on the far side of Camano Island. 
The object is telling: there is evidence that the present Trefoil Glass was made by 
an artisan of the Northwest Glass Co., a Seattle company that made glass fishing 
floats for regional use in the 1930s and ’40s.
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XV
Feathered Headband

Several of the items in the Frye Trunk fall under the category of what we have 
come to call the “vaudeville era” of the trunk. That includes this feathered 
headband, found with a mesh veil and a gilt curtain tassel. In the late nineteenth 
and early twentieth centuries, Seattle was the home to both the Pantages 
vaudeville circuit and the Sullivan and Considine (S&C) shows, two of the most 
successful in the country. Racialized dynamics and gendered exploitation made 
these places of “fun” (and in real ways, “opportunity”) into highly ambivalent 
zones of exploitation and stereotype. We have reason to hope, however, that the 
Birdish persons who associated with (and even contributed to) these “minor” 
and “populist” theatrical programs resisted their unsavory aspects. The forms of radical 
attention that characterize the practices of the Order can be understood to enact/
transmit an actual ethics. This matter — the connection between the aesthetic and 
ethical dimensions of the Avis Tertia — remains a central problem of ongoing 
ESTAR(SER) research. But there is broad consensus that the focalized and 
empathic attention characteristic of Birds is fundamentally at odds with (even 
orthogonal to) the dismissive, departicularizing judgments that shape pernicious 
stereotypes. By these lights, the passionate pursuit of “Practical Aesthesis” in 
an Avian key across history can be said to represent nothing less than an as-yet 
unfulfilled quest for an “attentional ethics” equal to the call of the world. Not 
irrelevantly, perhaps, several Seattle theaters of the first decade of the twentieth 
century played host on Sundays to a variety act called “Songbird Deluxe,” 
which centered on the talents of Atha and Wilene Kelly. Judging from sparse 
accounts, the Kelly sisters could easily have booked acts in big-time houses in 
larger cities, but their experimental and even “modernist” tendencies thrived 
in the relative freedom of amateur nights and lower-end venues. Each of the 
seven or eight members of their troupe wore bird-themed costumes, repurposing the 
most caricatured elements from so-called “Indian acts” to their own ends (and 
thereby rejecting vaudevillian redface and adjacent popular performances of 
native identity). Their shows began with Atha and Wilene appearing solemnly 
on stage to toss out handfuls of peanuts (Atha) and feathers (Wilene). They are 
then said to have commanded the audience to “attend in perfect silence” to the 
antics that followed. We believe this headdress was worn by Atha, and that their 
act drew heavily on Birdish tropes. 
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XVI
Heathkit Oscilloscope

This unmodified Heathkit IO-30 “extra-duty, wide-band” oscilloscope fits in 
what seems to be a purpose-built cubby in the lower right corner of the Frye 
Trunk. That suggests the community of attentional practitioners who maintained 
the trunk had a special interest in this tool — though it is by no means clear why an 
underground commune of eccentric aesthetes needed a sensitive instrument for 
monitoring the temporal dynamics of voltage in electrical circuits. Sold between 
1960 and 1968, and featuring a five-inch monochromatic CRT display, the 
IO-30 Oscilloscope was marketed to radio hobbyists, TV repair specialists, and 
technicians in mid-range engineering and laboratory applications. Its printed 
circuit boards were made using a silkscreening procedure — an interesting 
cross between cutting-edge technology and much older forms of craft. At 
present, our speculative research suggests that a community of Birds with links 
to Seattle’s well-established mid-century aviation industry took an interest in 
amateur reenactments of classic scientific experiments on human attentional 
capacities. This raises the possibility that this oscilloscope was used to test the 
“Attention Wave” theories of the first decade of the twentieth century, when it 
was thought by many researchers in psychology and the physiology of perception 
that attention had a natural cyclical rhythm, a bit like the breath or the pulse (and 
that “optimizing” attention involved learning to time one’s attentional efforts 
to coincide with the periodic apogee of these peaks). There may also have been 
experimentation with the so-called “Vigilance Decrement,” which refers to the 
discovery, during World War II, that airmen had a limited capacity to monitor 
radar systems, and that human attentional reliability fell off precipitously after 
about twenty minutes of watching a small screen. It should be added that one 
ESTAR(SER) researcher in our group has suggested that this oscilloscope may itself 
have been the object of certain avant-garde protocols of sustained attention to 
the CRT screen output. At present, we are without adequate evidence to support 
this conjecture. But it is an alluring hypothesis. With proper inputs, the IO-30 
can generate a host of proto-psychedelic visual displays: meandering close-loop 
curves, wobbly lassoes that appear to rotate in 3D, etc. Can we imagine a small 
cohort of Birds gathered before this small green screen, giving their joint and 
sustained attention to tiny pin-prick light-shows? We can! Did it happen? It is 
by no means clear. 
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XVII
Perfume Bottles

This attractive assortment of small American decorative glass vials was found, 
carefully wrapped, in a set of custom trays within the Frye Trunk. Unfortunately, 
they are without any associated documentation, leaving us to speculate as to 
their use and purpose within the successive communities of Bird practitioners 
who outfitted and transmitted the trunk. It is certainly possible to imagine that 
these bottles were themselves used as “objects of attention” within this trans-
generational collective of Trunk-adjacent attentionauts. It is not uncommon for 
volées to have an object or objects to which they return on a regular basis, and 
which thus become a kind of touchstone for community practices. The care with 
which these objects were evidently preserved lends some credence to this theory, 
though it is, in general, exceedingly difficult to tell which objects in the world 
have received a lot of attention, and which have received very little. ESTAR(SER) 
researchers have uncovered evidence that certain groups of Birds, working in 
England in the nineteenth century (and in the US in the twentieth), believed that 
they were indeed capable of discerning the sum total of attention bestowed on a 
given object in the course of its existence — sometimes making use of modified 
“dowsing rods” to feel about for attentional “auras,” and at other times relying on 
a kind of second sight to perceive, like thermal imaging cameras, “hot zones” of 
historically-accumulated attention (see Cisco T. Laertes and Eigil zu Tage-Ravn, 
“The Corona of Care,” and related essays). Perhaps such approaches, if they work, 
might be used to investigate how much attention has in fact been lavished, over the 
years, on these charming bottles. Another and equally plausible theory, however, 
is that these bottles were deployed in one or another “olfactory protocol” such as 
have been documented on numerous occasions in the work of the Order (see, 
for instance, “The R.M. Phial,” in Presenting and Representing the W-Cache of 2016, 
or the discussion in “The Mazumdar Legacy,” chapter 15 of In Search of the Third 
Bird [2021]). A final and perhaps far-fetched hypothesis posits that these vials 
were actually used as scale figurines by associates of the Order as they planned 
the choreography of specific attentional “Actions.” In this they may have served 
a function not unlike the chess-pieces of the notorious “Kriegsspiel Sammlung,” 
thought to be a collection of teaching tools for young Birds.
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XVIII
Gamepiece Drawer with Doll Eyes

Several long drawers (repurposed from the side-panels of a 1910 Singer sewing 
machine treadle-cabinet) were clearly integrated into the lower left quadrant 
of the Frye Trunk in an early stage of its serial reconstructions. Such piecemeal 
compositional exercises of the furniture-maker’s craft are sometimes called 
“marriages,” and the Frye Trunk displays numerous examples of magpie-
joinery of this kind. At moments, one senses in the overall form of the trunk 
the hand of a shipwright, whose deep-seated professional concern for efficient, 
secure, and rugged stowage seems to radiate from this eccentric armoire. Surely 
a magpie is the bird that presides over this particular drawer, which contains an 
odd motley of mahjong tiles and bone sticks, dominoes, Bakelite poker chips, 
playing cards (emphasizing “threes”), and most unexpectedly, an assortment 
of weighted doll-eyes. The full history of mechanized and/or animatronic eye-
movement reaches back deep into the technological genealogy of automata. But 
relatively inexpensive “sleep eyes” in children’s dolls have their origin in the last 
decade of the nineteenth century, which saw a burst of patent applications in 
Germany, France, Switzerland, and the US for a variety of counter-weighted 
and pivoting contraptions by which the eyes of a doll could be made to close, 
spontaneously, as the body leveled into the horizontal plane. Scholars have 
debated the timing of this sudden cultural interest in “instant sleep,” and 
looked for deeper meaning in the widespread irruption of a bourgeois nursery-
ritual whereby hundreds of thousands of simulacral babies again and again fell 
asleep in the arms of their minder-children when rotated past a precise forty-
five degrees. Some form of distributed and sublated somatic discipline would 
seem to be at issue. Not less strange is the juxtaposition, here, of a collection 
of such eyes with the table-sweepings of what would appear to be a game-room 
gambling party. One ESTAR(SER) researcher has suggested a link to one of 
Seattle’s prohibition-era speakeasies, such as the Hong Kong Chinese Society 
Club, or the Blue Heaven — environments in which it is tempting to imagine 
night-owl Birds from one of the Frye Trunk volées conducting convivial after-
hours feats of durational attention. Do these enucleated doll-eyes (now forever 
“unclosable”) signify the keen and unquenchable optical appetite of the Avis 
Tertia? It feels, to some of us, like a safe bet.
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XIX
Assorted Mid-Century Flashbulbs

Are we capable of “taking pictures” with our eyes? What kind of image of the 
outside world can we hold inside our heads, and scrutinize with the “eye of the 
mind”? These are fundamental questions that have long concerned students of 
human psychology and perceptual physiology. They engage problems of visual 
memory, optics, and the essential nature of thought itself. One of the earliest 
sustained meditations on these matters can be found in the writings of the 
French philosopher of the eighteenth century, Étienne Bonnot de Condillac, 
who, working in the era before photography, mused on visual attention by means 
of a thought experiment. He asked his readers to imagine a traveler arriving at a 
remote inn after a night journey; in the morning, the shutters are momentarily 
thrown open to reveal an open vista across a pastoral landscape; but no sooner 
is this view given to the eye, than everything bangs shut, leaving the traveler to 
reflect on exactly what he has seen. How much of the prospect actually remains 
in visual memory? Yes, one “saw the whole view.” But what does that really 
mean? Can one scrutinize that “whole view” and discern finer details therein? 
Not really. It is the case, however, that if one is “cued” in advance to consider 
a particular region of such a glimpse, one can indeed take in specifics about 
that zone. Something important about the phenomenon of “attention” has long 
been understood to reside in this basic fact: within the visual field, within any 
sensory field, it is possible to locate a heightened zone of awareness. This aspect 
of our attentional capacities is sometimes referred to as “focal” attention. In 
the course of their collective attentional practices, associates of the Order of 
the Third Bird frequently make use of various “tactics” to steer or heighten 
their faculties. One involves “flashing”: a quick blink at the object, followed 
by a few moments of closed-eye scrutiny of the visual image in the mind; how 
much of what is out there has really been seen? By checking the internal image, 
regions of the original in need of further attention are identified. The process 
is repeated. One of the Birdish groups associated with the Frye Trunk appears to 
have experimented, in the 1950s, with demanding “blackout” practices in which 
paintings were only momentarily illuminated by the burst of magnesium-alloy 
flashbulbs like these.
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XX
Soviet Alarm Clocks

In 1950 the “Yantar Watch Factory” was established in the Soviet city of Orel 
(pronounced “oriole” but meaning “eagle”), a fortress town founded by Ivan 
the Terrible in the sixteenth century, and where Mikhail Bakhtin was born at the 
end of the nineteenth. The faces of the clocks read Yantar (“amber”) at the top, 
and “4 kamnya” at the bottom, referring to the clocks’ 4-jewel movement. The 
significance, the provenance, and the assertive doubleness of these strikingly 
loud alarm clocks — only one of which is in working condition — remain 
puzzling. The Yantar factory produced clocks until 2004, when it was acquired 
and gutted by a jewelry conglomerate. More than one source recounts that 
Orelians were proud of their city’s clocks, and even used Yantar alarm clocks 
as a form of currency, leaving them as gifts at guesthouses and inns in lieu of 
payment. The Yantar factory also made chess clocks: the traditional double-
faced timekeepers that allow chess players simultaneously to stop one clock and 
start the other, to keep track of respective playing times. Yantar chess clocks 
remain nostalgic collector’s items in the international chess community. But 
Frye Trunk questions persist: Why Russian clocks? Why two of them? And what 
use might they have had in relation to Birdish protocols of sustained attention? 
As discussed elsewhere, questions of synchrony are important to a wide range 
of attentional practices used by associates of the Avis Tertia. Joint attention, at 
appointed times, for synchronic durations — this constitutes the essential core 
of the Order. Someone keeps time at nearly all Bird “Actions,” often sounding 
a chime or bell to mark a given phase of collective somatosensory experience. 
But none of this can explain the presence of the Yantar Clocks in the Trunk. 
It is true that considerable work has been done (Kuznetsov, “The Vorkuta 
Antinomy,” Chapter 6 of In Search of the Third Bird) on Russian and Russophone 
sects within the Order of the Third Bird, but no obvious links to Seattle are 
known. Did a “Korffian” or “First Bird” schismatic cell have contacts (maybe 
through Russian fishing fleets) with the Pacific Northwest in the twentieth 
century? Perhaps. A still more radical suggestion: Are the two Yantar Clocks the 
result of an “Action of Creation” (i.e., “Protocol for the Seventh Day”) gone 
critical? The key prompt in this under-studied protocol reads: “Copy the work 
faithfully onto itself, detail for detail…”
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XXI
Japanese Quill Bobbins (with saffron thread) 

The saffron thread still twined around these hollow wooden bobbins is their 
most visible link to the Order of the Third Bird, whose associates are frequently 
seen wearing scraps of saffron-colored cloth in public settings. A variety of 
accounts of the origin of the general habit, and of the particular hue, have been 
offered by ESTAR(SER) scholars over the years. Some argue that the use of an 
orange ensign for the Avis Tertia can be traced to the influence of “Birdish” Dutch 
settlers in Knickerbocker New York; others have looked elsewhere, drawing 
attention to the “Schönbrunn Yellow” sashes of the so-called “Lemberg Volley” 
(circa 1804). However, there has been very little work done on more recent 
counter-cultural and syncretistic influences that may have played a role in the 
setting of saffron as the paradigmatic “Bird” color. It is to be noted that in 
Chinese and Japanese traditional medicine, saffron compounds are associated 
with the preservation and improvement of memory; when saffron cultivation 
began in Japan in the 1830s, its uses were mostly medicinal. Etched with the 
name of the Japanese textile mill that used them, quill bobbins like these sat 
inside the shuttle of a power loom, unspooling the weft as the shuttle “flew” back 
and forth — they consequently varied widely in size and shape, according to the 
machinery used. The surprising thing about these particular bobbins, however, 
is that they can be traced to a community of Japanese writers and performers in 
1920s Seattle, several of whom came originally from the remote, coastal Tottori 
Prefecture, and two of whom had direct links to the Order of the Third Bird. At this time, 
there were over 7,000 first- and second-generation Japanese immigrants living 
in greater Seattle, whose International District hosted a thriving “Japantown.” 
In this same period, however, pressure was building. The Anti-Japanese 
League of Washington found a friendly ally in the Supreme Court, while the 
Asian Exclusion Act of 1924 won warm supporters in Congress. These quill 
bobbins may have held memories of home for Japanese sojourners living under 
increasingly harsh (however communally rich) conditions, or may perhaps have 
served ritual or performative purposes in one of the mysterious “Bird Nights” 
(Toriya — a play on words also referring to street stalls selling charcoal-grilled 
chicken with tare sauce) presented to tiny audiences monthly at the International 
District’s Nippon Kan Theater.
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XXII
Birds of the World View-Master Discs

Associates of the Order of the Third Birds appear to have a notable appetite for 
optical devices. One modern volée in upstate New York, for instance, is known 
to use “belay glasses” (prismatic prosthetics that direct normal vision ninety 
degrees upward) for collective practices of sustained attention to ceilings and 
suspended mobiles. This mid-century set of “View-Master” discs found in the 
Frye Trunk may evidence nothing more than a Birdish obsession with seeking ever 
more recherché ways to view and to contemplate artworks and other objects. Being 
practitioners, ritualists, and philosophers of attention, the “Birds” of the world 
— since devotees of the Avis Tertia can be or have been found in many of the world’s 
great cities, and as many of the world’s humble backwaters — are also enthusiasts 
(when they are not incensed critics) of the succession of technologies that have 
mediated and enhanced human attentional capacities. The stereoscopic View-
Master experience is a form of “traveling by magic,” as the photographer Edward 
Livingston Wilson put it in 1877, describing the effects of the magic lantern 
devices then used everywhere from university classrooms to drawing rooms. “Give 
us the Sciopticon,” he wrote (i.e., the “Pettibone New and Improved Sciopticon,” 
with its elegant floret of circular slides resembling a View-Master reel), and we 
travel across the continent: “On we go, over the prairies, amid the buffaloes, 
dodging under the great snow-sheds, climbing up the inclines of the jagged 
Sierras, and lo!...we stand watching the gambols of the seals in San Francisco 
Bay.” The earliest View-Master images, before General Aniline and Film (GAF) 
acquired the original Oregon operation in 1966, were landscapes, making them, 
we might claim, a form of interactive landscape painting. Fascinatingly, the 
prototype was first developed by William Gruber, who had worked for Welte and 
Sons (the maker of Charles Frye’s self-playing organ). Suspiciously eyeing the 
airplanes, televisions, and other space-shrinking technologies that increasingly 
filled his world, Martin Heidegger once observed that this “frantic abolition of 
all distances brings no nearness; for nearness does not consist in shortness of 
distance….What is incalculably far from us in point of distance can be near to us.” 
The Birds of the World, spatially separated from each other and often from the 
objects of their intense attention, cultivate in their ritual practices a nearness, a 
“presence to,” that even their beloved ’scopes and ’tropes cannot provide.
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XXIII
Swivel Mirror

A seemingly meek representative of the “wild profusion of things” that 
troubled Michel Foucault in Les mots et les choses, this mirror presents an occasion 
to wonder: How many things are there, in fact, and what counts as a “thing”  
(rather than, say, an aggregate of things)? When this mirror looks for its mother 
in the Platonic heaven of ideals, will it find the perfect black thermoplastic 
swivel vanity mirror with 3X magnification? The ever-wilder profusion of the 
consumerist age has aggravated this problem of universals and particulars — and 
the Age of Amazon, where every legitimate “thing” is drowned in dozens of 
third-party clones and counterfeits (whose “brands” are invented on the spot 
by algorithm), has sublimed and transcended it. It is worth asking: Does this 
object matter to you? And if not, why not? For those persons — Birds, presumably, 
some of them — who operate, constitutionally or by commitment, in domains 
at some remove from the values widely and haphazardly applied to things in 
the world (judgments, for example, of what can be considered “art,” what is 
worthy of thoughtful commentary, what is a “collector’s item,” and, of course, 
what is worth money), it is tempting to borrow the peremptory and arbitrary power 
of such evaluations, and simply declare this plastic swivel mirror to be worth 
everything. All of which is to say that it is unclear what significance this object had 
to the Bird or Birds who preserved it among other items in the Frye Trunk. 
Associates of the Order of the Third Bird are known, however, to practice 
something they call “Generosity,” which is one of their four “precepts” (along 
with the commandments to “refrain from judgment,” to “forgo studium,” and to 
“resist interpretation”). To be generous, in the words of the Order’s Manual, is 
indeed to “allow the [work] to be worth everything.” Only a Bird would pose, 
for instance, a question like: “What would generations of interpretation and 
mythic tradition make of this plastic swivel mirror, if it were the last thing we had 
left?” Birdish generosity, in any case, has lessons to impart here. The words 
of the iconoclastic Zen poet Ikkyu Sojun — also quoted in the Manual — may be 
relevant: “mirror facing mirror / nowhere else.”
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XXIV
Commemorative (?) Hygrometer/Thermometer

In April of 1955, in a public performance in Seattle, a pianist named “Robert 
Phillips” played Ricercare, Opus 36 of the American composer Lockrem Johnson. 
Born in 1924, in Davenport, Iowa, the young and musically gifted Johnson 
undertook musical study in the 1930s at the Dewey-inspired Cornish School 
of Art, founded in Seattle in 1914 by Nellie Cornish, a pianist and progressive 
educator. While the Cornish School began as a musical academy, the experimental 
sensibility of the founder and her colleagues led to a series of trans-disciplinary 
experiments. The institution made use of the “Dalcroze” method (sometimes 
known as “eurhythmics”) to link bodily movement and musical expression, and is 
known to have conducted courses in puppetry in the 1920s. Johnson completed 
his formal education at the University of Washington, and would eventually 
return, in 1962, as the head of the music department at the expanded Cornish 
College of the Arts. His notable one-act opera, A Letter to Emily (1951), centers on 
an episode in the life of the reclusive nineteenth-century poet Emily Dickinson, 
whose “A Bird, came down the walk” (359) has often been read as an allegory of 
the Avis Tertia. It has been argued that the “Music of Attention Church” attracted 
talented instrumentalists from the Cornish School in the 1920s, the milieu of 
which was evidently open to earnest Elysian reaching and the promise of aesthetic 
transcendence. Might there have been some connection between Ricercare and 
one of the communities of sonorous Birds who served as custodians of the Frye 
Trunk? The unique link, admittedly tenuous, is the awkward nameplate on this 
tabletop Hygrometer/Thermometer, which was found stored in a tube-sock at 
the bottom of the trunk. The device itself is in working condition, and generally 
unremarkable. While undated, we can assign it, with some confidence, to the 
mid-1960s. Close inspection reveals that the prominent “Robert L. Phillips” tag 
is not actually rectified with respect to the dials — being slightly askew. Further 
research has determined that there was no company of that name that made or 
marketed instruments like these in the twentieth century in the United States 
or Britain. We are forced, therefore, to surmise that this was a gift of appreciation, 
“personalized” by means of a hand-applied label displaying the name of the 
recipient. The implications are suggestive.
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XXV
Armin Trösser Coffee Grinder

There remains an active market for antique “Armin Trösser” burr coffee 
mills, which retain a reputation as slow, low-temperature grinding tools for 
throwback aficionados of fully manual coffee preparation. Coffee, of course, 
has become a significant touchstone for the Pacific Northwest in general, and 
Seattle in particular. But the present artifact significantly pre-dates the rise of 
the Starbucks Company and its associated cultural effects. Marks on this mill, 
found in the Frye Trunk, lead us to surmise a link to “The Bessie B. Waffle 
Shoppe” located on Firlands Way in Shoreline, WA, from 1928 to 1932. Less 
than ten miles north of downtown Seattle, and a stop on the Everett interurban 
line, Shoreline saw steady development in the interwar period, aided by the 
paving of the North Trunk Road and the period’s rapid increase in automobile 
traffic. The “Bessie B.” specialized in waffles, as its name would suggest. But it is 
a testimony to the culinary and cultural diversity of Seattle in the period that this 
small semi-rural diner not only served trout dinners (and local stewed oysters), 
but also dished up “Chinese noodles,” “Chilli” (sic), and “Tamales.” From 
the perspective of the research of ESTAR(SER), this otherwise unremarkable 
establishment comes into focus as the likely (informal) clubhouse of a volée of 
Birdish attentionauts who may have called themselves “The Firlands Aviary,” and 
who are thought to have been the instigators of a series of legendary attentional 
“Actions” on the grounds of the Firlands Tuberculosis Sanitarium — the gardens 
of which featured a number of sculptures and fountain-grottoes. Apparently, 
the practices of the Avis Tertia spread like wildfire through the patient population 
of this bucolic hospital for physical (and spiritual) recuperation. Perhaps 
most interesting, however, is the relationship between these activities and the 
Fish Brothers “Queen City” Poultry Farm — one of the largest commercial 
establishments in the county. The Frye Trunk offers evidence that it was, in fact, 
a set of “hands” working the Queen City coops who first came into contact with 
the Order of the Third Bird, having stumbled upon a miscataloged “Manual” 
for the Order while searching for remedies for hen distemper in a run of the 
journal Poultry World found in the Henry L. Yesler Memorial Library. Yesler and 
his wife Sarah were known spiritualists and advocates of “free love”; it has been 
suggested that they were likely familiars of the Avis Tertia.
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XXVI 
Weather Radio

The core activity of associates of the Order is the attentional “Action” — a 
gathering, at an appointed time and place, for the purpose of giving collective 
attention to some object or situation. In general, these occasions are silent, 
and unfold at the threshold of what might be called “performance”: yes, they 
often involve a certain discernible group choreography, and they are therefore, 
if conducted in public spaces, noticeable; but under-the-radar practices are 
easily achieved (by tailoring the choreography to an absolute minimum, or by 
conducting the Action in private or remote areas). The vast majority of these 
attentional meet-ups make use of a kind of score or “order of ceremony” well 
known to participants. This “standard” protocol, or “Protocol of the First 
Day,” is understood to be appropriate for essentially any “Work.” As discussed 
elsewhere, this protocol consists of four phases, generally of less than ten 
minutes each, and denominated as “Encounter,” “Attending,” “Negation,” 
and “Realizing” (sometimes given as “Realing,” sometimes simply “And so”). 
Less frequently discussed, however, is the way that many committed Birds, 
working in their collaborative cohorts, are given to innovation and experimentation in 
the development of new attentional protocols. These generally involve a set of phases (not 
unlike the “standard” protocol), but may include attentional prompts suitable 
to particular objects or opportunities. One such “special-purpose protocol” 
mentioned in the W-Cache is the so-called “Protocol of the Weather,” which 
may well trace its roots back to the rainworlds of the Pacific Northwest, where a 
singular cloud-ecology gives shape to a distinctive ambient sensory experience. 
Although the exact prompts of the Protocol of the Weather are not known, it is 
thought to have centered on a suite of three questions: “What surrounds us?” 
“What connects us?” and “What comes between us?” This “Realistic” (Radio 
Shack) “Weather Cube” dates to 1982, and came to light in one of the hidden 
drawers of the Frye Trunk. Pre-tuned to the US weather band (162.4 MHz), the 
“simulated rosewood” cube features a single paddle button: depress it, and the 
radio turns on (to the FM weather channel); depress it again, and it shuts off. 
Almost certainly used in connection with Birdish weather-practices, the cube 
features a slip of poetry glued to its base, lines from Wallace Stevens’s “Extracts 
from Addresses to the Academy of Fine Ideas” (1940):

What
         One believes is what matters. Ecstatic identities

         Between one’s self and the weather…
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XXVII
A Bird Bank

This small bird-shaped “piggy bank” appears to have been used by an anonymous 
community of Birds working in the Seattle area in the mid-1980s, and to have 
been the centerpiece of a very distinctive attentional protocol that centered 
(wryly) on the financial shenanigans of the period. More specifically, this group 
seems to have created a ritual of collective attention that circled the drama of 
the crisis-collapse of “Seafirst Bank,” a Seattle institution acquired by Bank 
of America in 1983, after emergency Federal interventions. Some context: 
the FDIC evolved, across the 1970s, a set of principles that guided its bailout 
procedures. Consolidated as the “Essentiality Doctrine,” this policy hinged 
on the notion that some banks could not be permitted to collapse because they 
were “essential” to their “communities.” The origin of this commitment lay in 
concern for small banks that played distinctive roles in the economic life of rural 
areas. However, increasingly generous interpretations into the 1980s bent the 
Essentiality Doctrine to encompass relatively large and urban banks — which were 
also arguably “essential” to a “community” (though too often a community of 
wealthy stakeholders and well-connected cronies). In practice, the FDIC thus 
assisted in a massive consolidation of the banking industry, soon dominated by 
powerful financial players deemed “too-big-to-fail.” It appears that, in snarky 
response to this insider game of bailing out bad actors (and “trickle-down” 
financial disaster) this particular cohort of Seattle Birds began to practice what 
they called the “Protocol of Essentiality” — a collective ritual of attention that 
followed four durational “phases” keyed to the cycles of finance capital. We don’t 
know exactly how the practice worked, but the four phases were: “Market Watch,” 
“Discretionary Lending,” “Reckless Speculation,” and “Return on Investment.” 
Most touchingly, the ritual evidently ended in the circulation of this “Bird Bank” 
among the practitioners, who would insert “Promissory Notes” into its body. But 
rather than cash-value IOUs, these slips consisted of reflections on friendship, 
and expressions of hope and love. The tightness of the community engendered by 
these practices, and the constant (spiritual) indebtedness of these friends, found 
sweet expression in one slip recovered from the Bird Bank, which can be thought 
of as a motto for the group as a whole: “We are…too small to fail.”
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XXVIII
Radioptican Model 411 Magic Lantern

The company that made and distributed this electric image projector in 1910 
— the H.C. White Co., based in North Bennington, Vermont — specialized in 
stereoscopic images, and later created a popular line of wooden tricycles. “Postcard 
projectors” like the Radioptican could enlarge and display opaque images from any 
source, including magazine pictures, stamps, and photographs, freeing users from 
the limited range of specially created glass slides on which most lantern-projectors 
depended. The Radioptican could even work with small three-dimensional 
objects placed in the chamber, refracting bright light through a tubular lens, and 
venting surplus heat through its two chimneys. Like the “Mirrorscope” (created 
by the Buckeye Stereopticon Co.) and the “Reflectoscope” (A. T. Thompson & 
Sons), the Radioptican was advertised as a storytelling enhancer for children, as 
a performance prop for stagecraft, as an amateur scientific instrument, and as 
a means of shared viewing in large groups. The use of magic lantern devices by 
Bird-associated communities is not unknown, and the technology must have felt 
irresistible to nineteenth- and early twentieth-century practitioners inclined to 
contemplate visual images at length and in company. The surgeon and optician 
Eleazer Rice (1816-1894), who later became associated with the Saint Louis-
based Birds around H. C. Brockmeyer and Susan Blow, once traveled the 
American Northeast with his “Splendid Exhibition of Transparent Paintings,” 
which apparently created the illusion of walking into and through works of art, 
among other effects. Rice possessed a collection of magic lantern devices, and 
correspondence within the otherwise sedate Saint Louis group also mentions 
occasional “phantasmagoria evenings.” In a fascinating article entitled “The Use 
of the Stereopticon in the Seattle Public Schools,” published in a journal called 
The Educational Screen in May of 1925, a local elementary school science teacher 
named “Julia A. Shourek” wrote of the expanding use of such lantern devices 
as part of a “Committee on Visual Education” in the Seattle area. It will come 
as no surprise to ESTAR(SER) researchers to learn that Julia Shourek was the 
president of the Seattle Audubon Society from 1923-1927, and an active researcher into 
avian matters who published regularly in Bird-Lore and related publications. She 
is known to have “conducted a course in bird-study” (wink wink) for dozens of 
interested adults in Seattle in the late 1920s. We have little doubt but that she was 
an associate of one or another of the Frye Trunk communities.
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XXIX
Macintosh SE

The black-and-white Macintosh SE appeared on the market in 1987, at the 
same time as the color Macintosh II. The interest of this particular machine, 
with its built-in monitor and FD/HD system (one floppy and one hard drive), 
lies in a unique piece of software found, uncorrupted, on its hard disk. Our 
research group was forced to bring in an outside expert in media archaeology 
and digital forensics to access and run this remarkable little program, to which, 
unfortunately, we were given only fleeting access (the whole system died shortly 
after our consultant gave us a brief demonstration). What we glimpsed appeared 
to be loosely based on the hugely popular 1981 computer role-playing game 
Wizardry: Proving Grounds of the Mad Overlord. Like many other games of that genre, 
Wizardry staged a journey into a labyrinthine space in search of monsters to battle 
and treasures to win, and used sequences of wire-frame perspectival graphics 
to represent movement through rooms and corridors, navigated by keyboard 
commands. Nothing is currently known of the programmer who created 
Volare, the superficially similar work found on this computer. It is likely that 
this pioneering project was poorly received by the audience for which it was 
intended, perhaps as a result of generational divisions and/or the marginal, 
déclassé image of gaming communities at the time. No other copies of the game 
or references to its existence have yet come to light. Volare uses the same wire-
frame spatial graphics as Wizardry, and at the upper right displays the commands 
[F]orward, [B]ack, [L]eft, and [R]ight, along with the all-important [I]nspect, 
which reveals hidden objects that can be used and added to an inventory. The 
bottom of the window displays “party” members, which in standard games of 
this type are warriors, mages, and the like — with numerical values indicating 
attack or defense capabilities. Similarities, however, stop there. To begin with, 
all party members in Volare display the names of common North American bird species, 
and the objects encountered within the game (appearing as simple pixel images) 
may not be attacked, or defended against, only [E]ncountered or [N]egated — 
albeit to wildly unpredictable effect. What is more, the walls of the corridors are 
scattered with picture-frame-like shapes that, if “Encountered,” will teleport 
the player to unpredictable new locations. To date, this software is the only 
known computer game clearly linkable to a Birdish community.
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XXX 
Box of Antioch Three-Bird Bookplates 

Most of what remains of the personal library of Lennard (also Learned) 
“Hogfoot” Milcom — the founding chronicler and guardian spirit of 
ESTAR(SER) — may now be found at the “Milcom Memorial Reading Room 
and Attention Library,” an ongoing exhibition at Mana Contemporary, an 
arts institution located in Jersey City, NJ (itself the location of an important 
nineteenth-century volée of the Order, documented, somewhat obliquely, in: 
Echoes of the Aesthetic Society of Jersey City [New York: Thompson and Moreau, 1882]). 
The rest of Mr. Milcom’s books can be found — or could potentially be found, 
by a sufficiently visionary researcher — in what is known as the W-Cache, an 
enormous, arguably uncatalogable archive of documents and objects linked 
to the Avis Tertia. Easter McCraney, a “grand dame” of ESTAR(SER) who knew 
Milcom well, recounts that as a young man he spent time in one of the ancient 
ducal libraries of Central-Eastern Europe, and took with him a fascination with 
libraries and all that can be hidden or forgotten in them. He may also have 
taken with him a number of the actual books he consulted in that collection, 
though this has never been established (he claimed they were gifts). Owls, of 
course, frequently feature in bookplate designs, along with readers reclining 
under gentle trees and creatures out of folktales and fantasy. These particular 
“Antioch Bookplate Company” ex libris plates, which were found in the Frye 
Trunk, show three owls, which perch on the “descender” portion of the cursive 
stroke of the letter L in the word “library.” We deem these plates, while fetching 
and avian, not likely to have belonged to Milcom himself (the great bibliophile 
of the Order), since they do not match any others in his known library. Was 
Milcom at some point in contact with Birds associated with the Frye Trunk? 
It is a tempting conjecture. Milcom did spend time on the West Coast in the 
1950s and ’60s, and is thought to have made contact with a number of Birdish 
communities while doing his important work codifying the scholarly basis for 
ESTAR(SER)’s modern research. He is known to have gifted bookplates very 
liberally. Eventually he even designed his own bookplate series, featuring several 
line-drawings of polymath philosopher Miguel de Unamuno’s origami bird 
designs. A number of these plates are now part of the collection of the American 
Society of Bookplate Collectors.
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XXXI
Telescopic View-Tube

Among the stranger Frye stories to emerge from our trunk research is the saga of 
the unrealized “Frye Observatory,” a projected Seattle astronomical institution 
dreamed up by a Canadian meteorologist named Thomas S. H. Shearman (not to 
be confused with his brother, E. B. Shearman, also a Canadian meteorologist). 
Based in Vancouver in the first decades of the twentieth century, and involved 
in naval reports and timekeeping, Shearman dreamed of building a telescope 
to rival the largest then in existence (by 1918, the 100-inch Mount Wilson 
reflector). Shearman had difficulty securing funding for his venture in Canada, 
but by 1920 had somehow succeeded in winning the enthusiasm of Charles Frye 
in neighboring Seattle — then in a deep-pocketed flush. Promising a stupefying 
120-inch mirror, to be made from tons of glass annealed from a special mixture of 
sands from around the world, Shearman wrote a proud letter to The Glass Industry 
journal in September of 1922 which detailed the vision:

Immediately after completing the final arrangements for the erection of the telescope, Mr. 
and Mrs. Frye left on a trip to Europe. Mr. Frye is deeply interested in art matters, and is a 
frequent visitor to the art centers of London, Paris, Berlin, and other cities. He has a well-
selected collection of paintings made by the best artists in Europe and America. Following 
his artistic bent, it is his intention to make the Frye Observatory exceedingly ornate and 
beautiful in design. Art treasures will adorn its walls, and an unrivalled collection of the 
masterpieces of astronomical photography will reveal to the visiting public the glories of 
the starry heavens.

All of which sounds amazing. And a number of newspapers picked up the story 
of Seattle’s soon-to-be-realized sky palace. It was not to be, however. By 1925 
all talk of the “Frye Observatory” dries up, and Shearman never produced his 
heralded magnum opus. Was he a con-man? Did he make off with some measure 
of the $300,000 estimated for the making of the enormous telescope? We do 
not know. Nor can we say whether Shearman was, in fact, an associate of the 
Order of the Third Bird. But it is not impossible. This chunky sighting-scope 
from the 1940s was found in the Frye Trunk with a tag on it: “For T.S.H.S., 
with thanks” and signed “Tes amis les Oiseaux” (“your Bird friends”). 
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XXXII
TMK Model 706 Portable TV/Radio

Incorporated in 1920 as Toyo Menka Kaisha Ltd., the company known to US 
consumers as “TMK” in the 1970s and ’80s traded as the “Tomen Corporation” 
into the 1990s (when a radical restructuring erased hundreds of millions of 
dollars in book value and undid the original trading-company architecture of 
the conglomerate). This small black-and-white “tailgater” TV from 1984 could 
be run on nine D-Cell batteries. Why does it appear in the Frye Trunk? The most 
enticing answer involves links to the pioneering video artist and theoretician 
Paul Ryan (1943-2013), whose various efforts to deploy rituals of looped video 
recording/playback gave rise to a thoroughly un-placeable practice of schematized 
intersubjectivity known as “Threeing.” In a series of “Triadic Tapes” composed 
in the period 1973-1976, and then subsequently in public performances at the 
Kitchen performance space (NYC), the Museum of Modern Art (MoMA), and 
elsewhere, Ryan — who had spent five years as a novice in the Passionist order 
of the Roman Catholic Church, before decamping to an emerging collective of 
radical televisual counter-culturalists forming in Lower Manhattan circa 1970 
— invented a discursive and somatic form of inquiry/therapy/analysis based on 
an idiosyncratic reading of the semiotics of Charles Peirce. Ryan spent much 
of the rest of his life diagramming, promoting, and teaching what he called “A 
Ritual of Triadic Relationships” (the title of the exemplary video he premiered 
at MoMA’s “‘Primitivism’ in 20th Century Art” exhibition in 1984). The 
clearest exposition of these practices, which could involve the use of a three-
colored “talking stick” (to be manipulated by participants) or the walking of 
maze-like patterns traced on the floor (“base-paths” between three conceptual 
“stations” to be occupied in turn by participants), can be found in Ryan’s late 
and undimmed The Three Person Solution (West Lafayette, IN: Purdue University 
Press, 2009). The copy of this book in the possession of ESTAR(SER) was, 
interestingly, a discard from the Seattle Public Library. Not that this necessarily 
proves anything. And the book itself is hard to understand. Nevertheless, given 
the importance of triadic framings to the “Music of Attention Church,” and 
the larger significance of the mantra “Always in Threes” to the Frye Trunk 
community, the temptation to tie Ryan’s project to that of the Seattle Birds is 
overwhelming — however thin the evidentiary basis for such a connection. Did 
those Birds use this small TV to loop early VHS video camera footage of their 
experiments with “Threeing”? We say yes.
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