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Sea of Dreams: André Breton and the Great Barrier Reef

Ann Elias

PKH 7UHDVXUH %ULGJH RI WKH $X¢ad urdierdde@ pRdtobkaphinin el ULale H U~
$QGUp %UHWRQTY FDSWLRQ WHOOV XV WKH VRXUFH ZDV WKH

photographer was. The research informing this article reveals the coral reef is not Great Barrier in the

Pacific but the Bahamas in the Caribbean. The photographer is J.E. Williamson. | establish the

provenance of this photograph and argue for its centrality to surrealist aesthetics. | discuss the

LPDJHYV PDQ\ SRVVLEOH V drgEdtiaat VoROVH WRW IVOMRVLUH ZDV WR FRQVWUX

Reef as the uncanny Pacific of his imagination.

In this article | trace the provenance and context of a black and white photograph of a coral reef taken
underwater and published by André Breton in /T$ P R X U(Md&IXove, ,WV FDSWLRQ UHDGV
WUHDVXUH EULGJH RI WKH $XYWE8PORDRKL*QHDW HRDKRWRUIUDSK DV DQ [
particular interest in exchanges between the disciplines of biology and art and specifically in relation to
WKH *UHDW %DUULHU 5HHI , ZDQWHG WR XQFRYHU WKH FLUFXPVWDQ
such an early, and therefore rare, underwater photograph of the Reef. What was the source of the
image and how did Breton obtain it? In 1937 very few Australians had seen under the surface of the
sea at Great Barrier and the fluid ocean was of much less significance to Australian identity and history
than the territory above sea level.!

Inquiry led me to discover a discrepancy between the photograph and its caption: the geography
of the photograph is not Great Barrier. Instead the location is the Bahamas *according to the New
York Times, where it was first published L Q LQ DQ DUWLFOH RQ WKH LPDJHYV PDNH
John Ernest Williamson (1881-1966). This finding in turn led me to consider the significance of the
image to André Breton and to surrealism more broadly, particularly to the cornerstones of surrealist
aesthetics including dreams and the unconscious, the uncanny and convulsive beauty.

+HUH , GLVFXVV WKH LPSOLFDWLRQV Rl %UHWRQYY DSSURSULDWL
IURP $PHULFDQ MRXUQDOLVP WR VXUUHDOLYVPphy, W theDsérvieeQof H[DPSOH
surrealism,f DV GLVWLQFW IURP pVUDHPROULEMW $ RRRVIRKIHDSKVWLQFWLRQ Gl
to account for the vast number of readymade photographs appropriated from popular culture by
surrealists for surrealist ends.? In the 1920s and 1930s a new culture of photographically illustrated
newspapers and magazines allowed for unprecedented, international circulation of documentary
images. Through the new telegraph system a modern class of itinerant image, akin to floating
signifiers, could be plucked from one context and placed in another. When collaged together and
juxtaposed they increased dramatically the possibilities of creating new realities for the world. And
Breton himself knew he was benefiting from this vibrant, virtual image culture when he wrote how the
QHZ pZLUHOHVY WHOHJUDSK\ ZLUHOHVYV WHOHSKRQ\ ZLUHOHVV LPDJL
JROG « LQI¥WKH DLU
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,Q DGGUHVVLQJ WKH UHOHYDQFH RI p7KH WUHDVXUH ®R®UH&RQRYV WK
private life | want to discuss certain connections between water and the figure central to Mad Love,
%UHWRQTV ZLIH -DFTXHOLQH /DPED , ZDQW WR DUJXH WKDW WKH YLV
Lamba through evocation of sensual pleasure but also to the unconscious and, by association,
PHPRULHV DQG GUHDPV +RZHYHU WKH SKRWRJUDSKTfV UHOHYDQFH V
UDGLDWHYV IURP WKH YLVLRQ LW RIIHUV RI QDWXUHIV VXUUHDOLW\ DQ
an index of reality +that also resembles a dream.” This object, then, demonstrates a point made by lan
Walker in relation to photography in the service of surrealism; that it can simultaneously render the
ZRUOG pDV DQ KDOOXFLQDW LR Qso\aK BeWicinatio. @GiRn Ehid Muptive betveew LV D
reality and fiction, and in light of the fact that this photograph, taken by Williamson from inside an early
VXEPDULQH KDV DQ KLVWRULFDO F R@EeHHmdustaRDLeaguaskUndeéQhd\be@ HUQH TV

, ZDQW WR UDLVH WKH SRVVLELOLW\ WficiibWadsiieti¢ thst attr&ckéedS KRW R J U
Breton.

J)LQDOO\ DV VLIQSRVWHG DW WKH EHJLQQLQJ RI WKLV ,QWUR
misappropriation of a photograph of the Bahamas to stand in for the Great Barrier Reef leads me to
discuss his fantasy of Australia. As | will show, by changing the geographical location of the coral reef
DQG E\ QRW GLVFORVLQJ WKH SKRWRJUDSKfV DXWKRUVKLS %YUHWRQ
idealized vision of the Pacific as a place filled with imaginary nature and a place different from Europe
both physically and psychologically.6 In the context of Mad Love this underwater photograph no longer
denotes the reality of place; instead the image and caption are two signs that collude in a form of
PXWXDO PLPLFU\ 7KH VLJQLILHU p*UHDW WaOHJ JHBUH RHW KHHBDRHOGVR F

Fig. 1: Front of Wide World Photos photographic print acquired by André Breton 1929-1936 (Photo: Association
Atelier André Breton).

.Papers of Surrealism, Issue 10, Summer 2013 2



© Ann Elias, 2013

Sometime between 1929 and 1937 André Breton obtained an underwater photograph belonging
to Wide World Photos in Paris, the photo-agency then owned by the New York Times (Figs. 1 and 2).8
In 1937 he published it in the pages of Mad Love QDPLQJ LW p7KH WUHDVXUH EULGJH R
S*UHDW %BHUWLHW SRVVLEOH WKH LPDJH ZDV RULJLQDOO\ VHQW WR %UF
using the new telegraph technology available in 1935.° A fellow surrealist might have passed it on as
happened throughout the history of the movement when artists chanced upon surprising, often
uncanny press photographs. Meret Oppenheim, for example, sent Breton a newspaper picture of a
bicycle seat seething with bees, a defamiliarising union of two objects that creates a disquieting
strangeness:.10 But while it is possible that the underwater photograph in question originally reached
%UHWRQ WKURXJK D IULHQ® DQG/YRVPHO SZILQW EKROMR'R REWDLQHG D SK

the Paris office of the New York Times.

Fig. 2: Back of Wide World Photos photographic print acquired by André Breton 1929- LWK WLW@eH p30
pont de trésors de la « grande barriére » australienne. I 3 K R¥gdriation Atelier André Breton).

Together with MDQ 5D\fV SKRWRJUDSK RI D VXQIORZHU FDSWWeRQHG pn7K
underwater scene of coral caverns in Mad Love UHPDLQHG LQ %UHWRQYVY FROOHFW
manuscripts, photographs and art at 42 Rue Fontaine in Paris until his death in 1966, after which it
was preserved and then digitized by the Association Atelier André Breton before the collection was

dispersed through auction in 2003.™ Such longevity of possession was not unusual for a man who
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amassed thousands of objects including shells, crystals and corals in a private museum that served
as raw material IRU VXUUHDOLVW SUDFWLFH DQG WKHRU\ DQG HPERGLHG
psyche. ¥

8WWHUO\ VXUSULVLQJ LV WKH QHZV DJHQF\ SKRWRJUDSK{fV VSHF\
murky, reproduction it became in Mad Love. Every dark grotto, every mysterious variation in tone and
pattern of light, and every eerie shape of coral reef flora and fauna, is visible. The photograph evokes a
VHQVH Rl SHHULQJ LQWR WKH GHSWKWRH REH@RLRI | HHDHWQLIM QR L QWX
unbounded and unconstrained, and of being witness to the mind as it dreams.

pH7KH WUHDVXUH EULGJH RI WKH $XasWode of Ltbepty 3pHotddvaphs % D U UL H L
reproduced in Mad Love. Their inclusion raised the price of the book so considerably that of the 1800
copies printed by Gallimard Editions only 544 sold over a period of three years.'® But they were integral
WR WKH ERRNfV FRQFHSW :KLOH PDQ\ FRPPHQWDWRUYV KD¥WHdIDGGUHVV
Love, the\ GLIIHU DV WR WKH LPDJHVY IXQFWLRQ )RU 'DQD ODF)DUODQH
element by creating captions for the photographs that call into question any assumption of
photographic objectivity. f 7KH p*UHDW %DUULHUY SLFWeétihtnha/ %D © DWH DLGDN \8 RILGI\E
WKH SKRWRJUDSKYVY ZHUH D FRQFHVVLRQ WR FXULRXV UHDGHUV pzZKR
REMHFWY UHIHU U FP&inWRari QasVEikithriy\ckipved that when Mad Love was published,
%UHWRQ pXVHG SKR iMé&\EOtDrs Kinvh®Qreabubasg documents and a sort of sentimental
evidence. {f But Mary Ann Caws has better captured the poetic value of the images ,Q &DZV(Y{V
Introduction to her translation of Mad Love, she explains how the book was first put together as an
DVVHPEODJH RI ZULWLQJ SKRWRJUDSKV DQG OHWWHUY DOO LQWHUOH
just a book, not just the record of an extraordinary love *that between André Breton and the artist with
whom he shared his life +but an object LQVHUWHG PDGO\ DQG UH D'ONaY LREaLQ RXU Z|
passionate assemblage of text and image and D ILWWLQJ WULEXWH WR %UHWRQYV OR
Jacqueline Lamba, the mother of Aube for whom the concluding letter of Mad Love was written.

Relevant to this discussion, and to the symbolism of the underwater photograph under scrutiny,
is the fact that Breton met Lamba in 1934 when she was a nude dancer in an underwater tank in a
Montmartre music hall.'® In those early years he had taken his friends to watch her dance, according to
Lewis Kachur (who wonders whether Salvador Dali was amongst the visitors since two years after
publication of Mad Love Dali built the Dream of Venus DQ LQVWDOODWLRQ DW WKH 1HZ
Fair in which topless women swam in a deep water tank inviting the audience to dream of love and
erotic desire). ™ In mythology the sea was the birthplace of Venus, the goddess of love, and because
of this the sea and erotic love have long been associated. For M.E. Warlick this is most obvious in
'DOtYV LQVWDOODWLRQ ZKHUH pVSLN\ SURWXEHUDQFHV RI FRUDOY U
envionment. Y ,Q %UHWRQTV S KRMWLBv& &S KIsh fses as phallic shapes towards the
surface of the sea from vulval grottos in the body of the ocean. Kirsten Powell, however, finds
VRPHWKLQJ pSXULWDQLFDOY LQ KLV FKRLFH RI FRUDO IRU VH[XDO VX,
MYHLOHGY VLQFH WKH GHOLULRXVY ORYH DQG pRUJDVPLF DHYWKHWLF |
convulsive beauty, a concept integral to Mad Love LV GLIILFXOW WR UHFRQFLOH ZLWK pFF

Barrier Reef. §f Nevertheless, coral as well as crystal inspired in Breton the psychical state he termed
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MFRQY X OV LMH the HlbtXXNdpter of Mad Love he addressed a comparison of coral and crystal
EHIRUH GHYHORSLQJ WKH SRHWLFV RI FRQYXOVLYH EHDXW\ u/LIH T
destruction, seems to me never better framed for the human eye than between the hedges of blue
titmouses of aragonite and n7KH WUHDVXUH EULGJH RI WKH?$XVWUDOLDQ 3*UHDW
&RPSDULQJ WKH XQGHUZDWHU SKRWRJUDSK RI WKH p*UHDW %DUUL
The house where | live, my life, what | write, Breton compared the rigidity of crystal to the image of
calcified coral whose destiny is to dissolve into the liquid sea. Later in the book he used the phrase a
HSHWULI\LQJ IRXQWDLQYT DQG ZKLOH QRW VSHFLILFDOO\ UHODWHG WR \
look of coral formations in the photograph. Both image and phrase evoke the contradictory effect of a
gush of water turning to stone, a vision that is uncanny in that it produces intellectual uncertainty.23 In
turn the image of a petrifying fountain creates a visual equiYDOHQW RI %9UHWRQTVY DHVWKHW
plLiex@osive,T RQH RI WKUHH DHVWKHW IMad 1Love hat\Mllusteatd Ghe/ tonicépGofL Q
convulsive beauty.” $ORQJ ZLWKHWURWIL®Gf GD FE UFXPIYVWDQWLDOYT WKH FDWHJF
H[SORVL Yad % dadhRoNopposites and a disturbance of the senses that *for Breton at least *
aroused erotic bodily sensations, the sign of convulsive beauty.
With only very few images in public circulation in the 1930s of coral reefs photographed
underwater Breton was fortunate indeed to find one that conveyed such a powerful image of motion
arrested and one that embodied a visual clash between something fixed and something explosive.
Buthe KHLIKWHQHG W K HngHgRaeRd tLibhei{qnd accentuated theimaJHTVY VWUDQJHQHVYV
by giving it a title that located this vision in the Pacific Ocean at the outer limits of the world that few
Europeans had seen through photographs taken beneath the sea.”
In the first decades of the twentieth century the Pacific, and the sea in general, was still
surrounded by mystery. Ocean-space was not a space of society as it later became; instead it stood
for the unknown.? Scholarship on André Breton recognises the sea as one enigma that remained
LPSRUWDQW WKURXJK W KL WDHVHQEHAKDX WKH ZD\ $QQD %DODNLDC
SODFH LQ VKDS te@persomeht AhR @ findtivating his future as an artist.”” References to the
VHD DUH DEXQGDQW LQ %UHWRQTV ZRUN DV WKH\ DUH WKWBRXJKRXW V X
VXUUHDOLVP DV pWKH ODVW DHVWKHWLF PRYHPH®Muvérnpet P WKH VH
WKH VHDYV UHSUHVHQWDWLRQ LQ VXUUHDOLVP GUDZQ IURELD KXJH VV
1927), Rene Magritte (Collective Invention, 1934), Pablo Picasso (Figures on the Seashore, 1931),
and Bufiuel and Dali (Un Chien Andalou, 1928). At the start of uU6 X UUHDOLVP DIQSXEMULYWHGJIL Q
ZKHUH %UHWRQ EURXJKW WR PLQG pWKH 0DU Y H®V ZRIRW KHWKLDN DR K
WKHL@PG H\HY IUHHG IURP KDELW FDQ EH IXOO\ UHFHSWLYH WR WKH PDJ
world.?® As well as reflecting key elements of surrealism including the creative power of spontaneous
YLVLRQ %UHWRQTV UHIHUHQFH pWaptuwédK tHe BXiUof th® ¥mdsl INMB28 tieH H
invisible realm beneath the surface of the sea was a frontier that few had witnessed, studied or
photographed yet one many yearned to experience and possess.30 Consequently to contemplate the
ocean floor and its primordial mysteries +*the site of evolution for life on earth +was to identify with a

wilderness alien to civilization and order. Those early photographers of the deep, including French
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ILOPPDNHU -HDQ 3DLQOHYp H[DJIJHUDWH @ aNK thknowrD §edrets XahdlSULVLQJ ¢
revealed the imaginative possibilities of a new type of fiction based in science.

A contemporary of Painlevé, the American photographer John Ernest Williamson was a
celebrated inventor, explorer and underwater cinematographer. Williamson published widely about his
underwater achievements including in Scientific American in 1914 where he wrote about the triumph
of photographing the bottom of the ocean.® In 1932 Williamson filmed one of the earliest known
underwater documentaries, entitled With Williamson Beneath the Sea 7KH ILOPYV SXEOLFL
promised audiences an awesome spectacle of uD ORVW ZRUOG IDWKRPV EHORZ UHFRY
splendour. # At a time before the populace at large developed a visual vocabulary for looking at the
ZRUOG EHQHDWK WKH VHD :LOOLDPVRQYV ILOPVY DQG SKRWRJUDSKV X\
Submarine film offered audiences the thrill of observing something for the first time with a wild,
untrained eye. André Breton, too, was excited about the new frontier.

The underwater photograph Breton chose for Mad Love was published in his book as an
anonymous press image; but it was Williamson who took the photograph, on location in the Bahamas.
In 1916, with his brother George, Williamson became a sensation for filming a silent, underwater
DGDSWDWLRQ RI TweyHMoOddnd Qdddués Under the Sea (1870). Released by Universal
Pictures, it was the first Hollywood movie shot underwater. Williamson was not a surrealist but he was
a science fiction filmmaker with an eye for images that could take the viewer beyond the boundaries
of normative experience. His films, photographs and dioramas produced a combination of
estrangement and logic, and as such enacted the genre conventions of science fiction.>* The subjects
he sought in the natural world xsharks, fish and coral formations *were not in themselves unusual
EXW :LOOLDPVRQ FRGHG WKHP DV GDQJHURXMWDRGJ MRBUWLFYV IS DIYGH ®
HMXQUOKW SUR G Xwanty ThQusBrd Leagues ZDV PDGH SRVVLEOH E\ :LOOLDPVRQT
Rl WKH pSKRW R @Q-8IBdéhtlosure placed on the ocean floor and big enough to house
Williamson. It had a spherical window to photograph through and a strong headlight to enhance
:LOOLDPVRQJYV YLVLRQ

7KH SKRWRJUDSK WKDW %UHWRQ FDSWLRQHG pp7KH WUHDVXUH EL
ZDV WDNHQ LQ ZKHQ :LOOLDPVRQ OHG DQ H[SHGLWLRQ ZLWK &K
Bahamian coral for dioramas and fish for taxidermy.35 It was taken beneath the water at Nassau just
before the same ancient coral formation in the photograph was extracted from the ocean floor and
shipped to Chicago. Even today visitors to the Field Museum can view the impressive coral structure
LQ WKH p%DKDPD ,VDDUIOL GRRRHQ AXKRWRJIJUDSKHG DQG ZURWH DERXW
huge coral trees. ¥ The natural history museums in Chicago and New York, inspired by the growing
LPSDFW RI &KDUOHV 'DUZLQTV WUHDWLVH p7KH 6WWkeFdeWW X UH DQG '
SURSRVHG WKH WKHRU\ WKDW FRUDO UHHIV DatglireR laigeidqoartiliesV KH HDU W
of coral specimens from the Bahamas for their displays of marine life.>’

,Q 7KH 1HZ <RUN 7LPHV SXEOLVKHG :LOOL bDePwatRe@ipedddRWRJIUD Sk
to the Bahamas, including the eerie image that eight years later appeared in Mad Love. Reflecting the
frontier status of the ocean in 1929, a realm almost as foreign as outer space and therefore
considered ripe for conquest, the capton UHDG n7KH FRUDO ZRUOG EHQHDWK WKH
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Williamsons invaded. $ The fact is that between 1929 and 1937 the same underwater photograph by
J. E. Williamson appeared in The New York Times :LOOLDPVRQTV Dwevitg FdaRJU D S K\
Under the Sea (1936), DQ G % U MsdR&Y4 {4937). Over that time it had three different captions,
two of which placed it in two different geographical locations *the Bahamas and Australia. We know
IURP WKH VWDPS RQ WKH YHUVR VLGH W KrbonginstkdHfratnitheQNaiv Y@k % UHW R Q1
Times photo-agency, but not whether Breton was familiar with the New York Times article +let alone
ZKHWKHU KH KDG VHHQ :LOOLDPVRQMV ILOPV RU UHDG KLV DXWRELI
translated into several languages including French).39

But what about J.E. Williamson: was he aware that his pioneering photograph taken under the
sea at Nassau had found its way to France and into a key work of the European avant-garde? A
FRS\ULJKW QRWLFH LQ WKH IURQW SWRHEL RIUDSKO\L U AW\DRVHNW WKDW pQR
may be reproduced in any form without permission in writing from the publisher.J :LWKRXW GRXEW
copyright did not count for much in the early twentieth century since illustrated journals and books
frequently used photographs without naming the photographers.40 However, what makes the case of
Mad Love GLITHUHQW LV WKH VXUSULVLQJ SUHVHQFH RI - ( :LOOLDPVRQ
photo-agency print that Breton acquired (Fig. 2). Was it André Breto QY LQWHQWLRQ RU PLVW
PLVQDPH WKH SKRWRJUDSKTV JHRJUDSKLFDO ORFDWLRQ DQG RPLW WK
the print provide more insight.

Both front and back of the photo-DJHQF\ SULQW DUH PDUNHG ZLWK %UHWRQTV
front, below a line drawn horizontally across the image, there is a note, at times illegible, providing
instructions on how to crop the photograph (Fig. 1). In the final reproduction the lower section is
missing. Cropped out for publication in the book was the bottom of the image showing a strangely
curving white ocean floor, a give-DZD\ VLJQ RI WKH URXQG YLHZLQJ FKDPEHU
photosphere through which he photographed the underwater scene. In other words the distracting
sign of the process of making the photograph, a barrier to unmediated visual experience, was
cropped for reproduction in Mad Love in order to focus completely on the coral formations and illusion
of direct access to the unchartered ocean.

On the back of the print, beside an official agency stamp is an agency title naming the
photographer, J.E. Williamson (Fig. 2). Itreads: ([ SHGLWLRQ RFHDQRJUDSKLTXH - ( :LOOL
profondeurs de la mer flore et faune aquatiques. coraux géants, poissons, plantes marines
VFDSKDQ G UL HlEWIllidiéerdteanography expedition in deep sea aquatic flora and fauna.
giant corals, fish, marine plants divers HWF«f@ 7KHVH ZRUGV KRZHYHU KDYH EHHQ G
out as if irrelevant, superfluous, and not required. Written directly above the crossed-out agency title,
LQ %YUHWRQTYVY KDQGZULWLQJ DUH WKH ZRUGV p/YDPRXU )RXT DQG RQ
PRUH RI % UHWRQ@JE LZ pdnide @rdsors de la « grande barriere » australienne. 7KLV
sentence was the basis for the final title in the first French edition of /T$PRXU IRX/H 3RQW GH
Trésors de la «Grande Barriére» Australienne (p. 15) (Photo N.-Y.-T.). 1

The pages of Mad Love ZHUH QRW WKH ILUVW SODFH WKH ZRUGV pWKH $
DSSHDUHG LQ ptithsl WWHeQ dc¢onfpBnied a series of photographs of coral in the essay
entitted % HDXW\ :LOO %H p&B QEYHKIDWL Y FMHU D FR QY X@Mishéd ifi 19K FK ZDV
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Minotaure and later incorporated into Mad Love. In Minotaure the words appeared below a page of
%UDVVDwIV SKRWRJUDSKV RI FRUDOD QDMQUEH F/BHI\W WDOHVSEBRLEOMDQIHV %
/T$UDJRQLWH HW OD ©*UDQGH. I0UHDGH S BXWWRID® UHR@R TV UHSHUW
the phrase came readymade to the pages of Mad Love where it appears in-text as well as below the
photograph.

7TKH XQGHUZDWHU ORFDWLRQ LQ %UHWRQYY ERRN LV QRW WKH *UH
QDPHG LW VR DQG VHFRQGO\ ZKHWKHU LW PDWWHUYV WKDW WKH FDSW
Mad Love is part theory, part autobiography, and part fiction,*> and as such we might expect it to open
onto what Robert McNab has described as the geography of imagination.”* 6LQFH WKH WLWOH
WUHDVXUH EULGJH RI WKH $XVWUDOL D@ the tek DiWatolwe Utlféeld rifht.V DOV R D
to think of it as a poetic supplement to the image. The words exacerbate what Paul Hammond refers
to +ZKHQ H[SODLQLQJ %YUHWRQYV DSISWEiRdtatlativiR Fab €nfgrh® dmbigLiRyX W
frisson.** OLUWIRZQ DSSURDFK WR WLWOLQJ KLV ZRUN LV KHOSIXO pu, LQYH
WKLQJ 1 KH UHPDUNHG upu$QG ZKHQ , JLYH LW D WLWOH LW EHFRPHV
process of working, as one thing leads to another on my canvas. When | have found the title | live in
the atmosphere.®

2QH WKLQJ LV SODLQ %UHWRQYfY FDSWLRQ DGGYVY WR WKH DWPRVSH
GLVMXQFWLRQ EHWZHHQ ZRUG DQG LPDJH RU FULWLTXLQI9MKH KDELW
painting, The Treachery of Images. These are not incongruous elements and disparate realities
brought together to create a more poetic reality, but rather elements of imagined resemblance. Yet
pH7KH WUHDVXUH EULGJH RI WKH dbs\vivew duOattengors tolte Difeligbid spddeH U “ §
between image and text, between seeing and reality, and between thought and representation; to
VOLSSDJHV LQ FRPPXQLFDWLRQ WKDW %YUHWRQ KLPVHOI DUWLFXODWH
KH ZURWH W K D Vs utduRrH a@&\all ckuelDl &dm not writing what | thought | was thinking. i

One way to consider the title is to think of it as an example of a caption becoming a directive for
reading, as discussed by Walter Benjamin. ,Q pu$ 6PDOO +LVWRU\ RI31} BRI UDSK\T
asked, rhetorically, about photography in modernity: | Z bd@ the caption become the most important
FRPSRQHQW RI 47\/VrII’(eI-lr:alsftilar‘r'g We" predicted, would supersede the image and become a
directive for politicized thought and propaganda. BUHWRQTV FDSWLRQ GtolWbsEaNayaR XU WKLQ
the far reaches of the planet, a place Breton never visited. In the context of the autobiographical
nature of Mad Love the title even insinuates that Breton was a great traveller, which he was not +
unlike Paul Eluard, who in 1924 journeyed to Australia and New Zealand, travelling past the Great
Barrier Reef en route to New Guinea.® Breton, in the view of Robert McNab, was an armchair
traveller +t\HW RQH pORQJLQJ | 4 Bndperbapshéetb]de Qevas an armchair traveller, he
was less concerned with geographical reality and more with the excitement of a photograph that
suited his fantasy of the remote Great Barrier Reef. % UHWRQTV WLWOH H[RWLFLVHV WKH QD
he is a man in touch with the antipodes of the world. The titte DOVR SROLWLFL]HVY WKH LPDJH L
sense, decentring Europe, privileging the Pacific, the southern hemisphere and the Tropic of

Capricorn.
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What a different life experience was promised by the wilderness of Great Barrier Reef
FRPSDUHG ZLWK 3DULV D FLW\ WKDW 'HQLVY GH 5RXJHPRQW UHIHUUH
modern adventure. f ,1| WKH H[SHULHQFH RI 3DULV ZDV pJHRPHWULFY WKH HQFF
seemed likely to offer an extravaganza of the organic and an encounter with a natural wilderness of
WKH W\SH LGHQWLILHG E\ *DYLQ 3DUNLQVRQ DV pDQWLWKHWLFDO WR
that characterized modern Western society. §* Coincidentally, ZKHQ :LOOLDPVRQYV SKRWRJUD
PUEOLVKHG LQ WKH 1HZ <RUN 7LPHV LQ WKH VXUUHDOLVWY SXEOLYV
ZKHUMDQQFH KDG DOO EXW GLVDSSHDUHG DQG WKH 3DFLILF 2FHDQ ZD
Barbara Creed notes, the surrealists were fascinated by the idea of the Pacific which represented a
faraway exotic location, a refuge, a place to seek the marvellous, to make new beginnings, to
encounter other cultures.>

As the passage quoted above from Mad Love indicates, coral reefs, for Breton, were places to
witness the formation and destruction of life. Scientists as well as artists found metaphysical
resonance in the physical nature of corals, especially the way young coral organisms build their lives
on the bodies of the dead. For example, while working in 1905 at the Cocos-Keeling Atoll where
Charles Darwin studied corals in the nineteenth century, the British scientist Frederic Wood Jones
ZDV VWUXFN E\ WKH ZD\ FRUDO DQLPDOV LQKDELW ERWﬁl?( MWKHLU GZHO

Again, artists and scientists have both been intrigued by the ambiguity of coral formations. As

one scientist remarked of the Great Barrier Reef, the paradox of corals is that they are mistakenly
classified as stone, but branch and bud like plants, and while properly classified animal are immobile,
ZKHUHDV DQLPDOV pUXQ Z D.(ﬁ“l@or&l()akcitethePingihaﬂfoU Due @o its uncanny
blurring of the vegetable and mineral and this is expressed in Mad Love where Breton marvelled how
HWKH LQDQLPDWH LV VR R@&RtWeHimagRathKi$ fréeQd. pldy Witihitely with these
apparently mineral forms. ¥

5RVDOLQG .UDXVV KDV DUJXHG WKDW %UHWRQYY DWWUDFWLRQ WR
OLNHQHVYVY WR IORZHUYV SODQWY DQG URFNV tiéewWwith Prébldy BB RP VXU U
representation and the natural production of signs, of one thing in nature contorting itself into a
UHSUHVHQWDWLRQ RI DQRWKHUY DOVR VHHQ LQ %UDVVDWIhenSKRWRJUL
in Mad Love Breton wrote about the uncanny likeness of animate coral to inanimate mineral he
UHIHUUHG WR WKLV LOOXVLRQ DV pQDWXUHTV IDQWDVLHVY DQG FRPS
provoked by the poems of Lautréamont. Both left Breton transfixed by W KH R Eddrid#siebéauty
like the feeling of a feathery wind brushing across my temples to produce a real shiver. § And not
only in surrealism, but in science fiction, were writers drawn to the coral uncanny.

There is little doubt that when J.E. Williamson photographed the underwater scene destined to
become part of Mad Love he framed it through the eyes of Jules Verne whose images of life
XQGHUZDWHU KH NQHZ LQWLPDWHO\ %UHWRONDpVethel DMILIRE WR 9HUQ
recalls Twenty Thousand Leagues Under the Sea. When Breton refers to two kinds of coral by their
scientific names, as PYWKRVH DEVROXWH ERXTXHWY IRUPHG LQ WKH GHSWE¥
madrepores, f KH HFKRHV -XOHV 9H DR Rifie Ardnhbakd, DWWOR id describing Captain
1HPRYV F Rddtidf) user ®Esame unusual technical terms.®® When, one year before Mad Love
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went on sale, J.E. Williamson published the coral photograph in his autobiography Twenty Years

Under the Sea, he titled it as if a film still for a Jules Verne production: u 3 : Kéltbe huge, loathsome

RFWRSXV PLJKW OLH LQ ZDLW’  $ /RY HJATheHM Wafed sefling remintled. EOH 7UD.
:LOOLDPVRQ RI WKH ODLU RI WKH JDUJDQWXDQ VTXLG LQ 9HUQHTV V\
imagined this coral reef as the home of a monstrous freak of nature, as a site of the Darwinian

grotesque.®

Pamela Kort has argued that it was Twenty Thousand Leagues Under the Sea that inspired
OD[ (UQVWITV IRUHbME&Y DQZDVKDWHVSRQVH WR 9HUQHYV SRiw¥ DJH DERX
RI FRUDO WR SHWULILHG IRUHVWY LW H[SODLQV ZULWHV .RUW ZK\ Y
HVWDQGLQJ RQ WKH® REHIEgist faiRaldn with underwater imagery was also
influenced by the German naturalist Ernst Haeckel, DQG KLV FROOHDJXH :LOKHOP %|OVFK
Love-Life in Nature (Das Liebesleben in der Natur, 1898) stimulated in German and Viennese
PRGHUQLVP DQ LQWHUHVW LQ WKH RFHDQ .{lB\pasag rom BtilsHeDO HURJH
resonates with the eroic cRQWH[W RI %UHWRQYV DSSURSULDWLRQ RI WKLV SKR)
RFHDQ ZKHUH WKHUH LV pLQILQLWH OLIH WUHHYV ULVLQJ IURP WKH I
orange-\HOORZ PRXWKV RI SRO\SV GDUWLQJ VLOYHU\ Idhahted &FQIG « WKH P
FKLOGUHQ RI WKH VHD « O\WLDGV RI TXLYHULQJ VRXOV « $00 LV RQt
love. ?f’

How disappointed Breton must have felt when he opened the first copy of the first edition of
Mad Love and found that magnificent, detailed, vibrant underwater photograph become a dim and
imprecise copy. Yet possession of the photograph gave him an image of life underwater every bit as
strange and theatricalas -HDQ 3DLQOHYpYV SKRWRJUDSKVY RI VHD FUHDWXUHV SX
in Documents in 1929.°°In the late 1920s VXUUHDOLVWY FHOHEUDW H GloB3@dbR®O HY p TV SK
WKH PRSWLFDO XQFRQVFLRXVY RI XQGHUZDWHU VSDFH aWJdB/ LQWHUH\
Williamson, working in two different countries but both practicing at the intersection of science and art,

NQHZ HDFK RWKHUYV ZRUN , ZRXOG PDNH WKH REVHUYDWNM®RQ WKDW Z
/ RY Huiderwater image stands in contrast to the defamiliarising close-ups of 3aIDLQOHYpIV FUXVWDFF
M PRV W H Dotdimergs, the similarity lies in the suggestion of alien life materialising from the deep.
Both photographers amplify the mystery of nature underwater while also expressing, in the manner of
science fiction, anxiety about the sea, that new geographical frontier opened up by modern science.”’

André Breton admired the mimicry of coral, and consciously or unconsciously, by titling the
SKRWRJUDSK p*UHDW %DUULHUY KH FUHDWHG DQRWKHU W\SH RI PLPLF
another. Because the general resemblance of image and caption are so close and because it is
difficult to tell one reef from another, the error has long gone undetected. Most of us would struggle to
place the geography of the Bahamas simply by looking at the image in BPHWRQTV ERRN +RZHYH!
WRGD\YV PDULQH VFLHQWLVWY KDYH QR GLIILFXOW\ LGHQWLI\LQJ WKH
distinctive Nassau grouper (Epinephelus striatus) in the lower right of the photograph.®®

Whether Breton came to be in possession Rl - ( :LOOLDPVRQYV H[WUDRUGLQDU\
photograph by chance or design, it is a vision maximally opposed to urban, machine culture. It is

certainly true that in 1937 the underwater photograph reproduced in Mad Love indexed technological
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innovations. But WKH JD]JH RI QDWXUH UHWXUQHG E\ p7KH WUHDVXUH EULGJH

effects a return of the repressed. To the thousands of readers of Mad Love who, across time and
space, have put image and caption together to form a mental picture of the ocean floor at the Great
Barrier Reef +one that, while mistaken, rates amongst the earliest global impressions of the Reef
obtained through mass reproduced photography =it has presented a vision of nature unruly and
other; yet an otherness also enthralling, belonging to a jewel in the sea at the edge of the world that
magically bridged, as coral reefs do, past and present, life and death, animate and inanimate, and the

thresholds of sea, land and sky.

! The dominance of the land and repression of the sea in Australian history and mythology is
discussed by Ross Gibson, 26 Views of a Starburst World: William Dawes at Sydney Cove 1788-
1791, University of Western Australia Publishing, Perth, 2012, 228.

2'DZQ $GHV W3KRWRJUDSK\ DQG WKH VXUUHDOLVW WH WK RXUS5RXDOLQ

photography and surrealism, The Corcoran Gallery of Art, Washington D.C, and Abbeville Press, New
York, 1985, 187.

% André Breton, Richard Sieburth and Jennifer Gordon (translators), from Point du Jour, Editions
Gallimard, 1970, in October, Vol. 69, 1994, 133.

* Jan Walker, City gorged with dreams: surrealism and documentary photography in interwar Paris,
Manchester University Press, Manchester, 2002, 21-23.

® Ibid., 23.
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Cartographic Eye: How Explorers Saw Australia, Cambridge University Press, Cambridge, 1996, 54-
87.

"0 ( :DUOLFN pODJLF DOFKHP\ D®G Q/X0B B D O RNEWIH FDVO\G
Magical Objects: Things and Beyond, (Leipzig explorations in literature and Culture 12), Galda +
Wilch Verlag, Glienicke, Berlin; Madison, Wisconsin, 2007, 18.
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ArtaudOs Heliogabalus
C.F.B. Miller

What is interesting in the events of our time is not the events themselves, but this state of moral ferment
into which they make our spirits fall; this extreme tension. It is the state of conscious chaos into which
they ceaselessly plunge us.

Antonin Artaud*

We could write a history of limits B

Michel Foucault®

My topic is Antonin ArtaudOs strange book, HZliogabale ou IOanarchiste couronnZ
(Heliogabalus, or the Anarchist Crowned). Unclassifiable, eccentric, written at the limit, this
Omysticehistorical® narrative (oschizohistory, or anarchaeology) of the infamous third-century
Roman emperor appeared in Paris on 28 April 1934, amid the political tumult of that year.3 On
6 February, the extreme right had rioted in the Place de la Concorde, causing the collapse of
the government and prompting the formation of the antifascist Popular Front.* To the East
and South, Fascist sovereigns were in power. The subtitle of Heliogabalus announces the
paradox of sovereignty, of the sovereign who is both Ooutside and inside the juridical order®.
Germany and Italy were states of exception and, adjacent to them, the French polis
experienced a crisis of representation.6 Normative distinctions broke down. The far left
seemed to mimic the far right. Committed antifascists valorised authoritarianism.”
Antidemocratic extremists sought to go Obeyond right and leftd. Intellectuals entertained
paranoid identifications with foreign powers.8

It was an historical conjuncture germane to apocalyptic speech. In May 1933 Artaud
felt that he was writing on the verge of Ocataclysms to come qui sOannoncedﬁ. Anaes Nin

recorded his behaviour during the period he was researching Heliogabalus:

Artaud sat in the Coupole pouring out poetry, talking of magic, Ol am Heliogabalus, the
mad Roman emperor,O because he becomes everything he writes about. In the taxi he
pushed his hair back from a ravaged face. The beauty of the summer day did not touch
him. He stood up in the taxi and, stretching out his arms, he pointed to the crowded
streets: OThe revolution will come soon. All this will be destroyed. The world must be
destroyed. It is corrupt, and full of ugliness. It is full of mummies, | tell you. Roman
decadence. Death. | wanted a theatre that would be like a shock treatment, galvanise,

shock people into feeling.3’

In a few years Artaud himself would undergo electroshock, writing spells and dedicating

books to Hitler from his asylum, even as, to the East, the FYhrer acted out the death drive!*
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But | will not pander to biographism. It is a text | wish to situate, not an authorial subject. And
how, in any case, could you restrict Artaud to the latter designation? Artaud, who performed
the rupture between madness and the work itself.”” Artaud, who set out to destroy
conventional authorship and exceed representation.13 Artaud, who rendered the subject en
procss : in process B unfixed ®and on trial.™*

Again and again Artaud flashes through the text of poststructuralism as a vector of
radical transgression. In what follows | will offer a partial genealogy of this antiauthoritarian
mobilisation. And yet a metonymy dogs the reception. Shadowing the figure of liberation is an
anxiety: that ArtaudOs production may be contaminated by fascism. If | confront this ambiguity,
it is not to purge it from my argument. To the contrary, in outlining the patterns of affirmation
and denunciation which since the 1960s have characterised writing about Artaud, | mean to

map a threshold for my reading of Heliogabalus B which is a reading of a threshold.

The 1961 publication of Michel FoucaultOsFolie et DZraison. Histoire de la folie ~ 10age
classique (OMadness and Unreason: History of Madness in the Classical Age®) was a turning
point in ArtaudOs reception. The meaning of the book hasaltered with its chequered
publication history, which saw the main text and preface substantially abridged in the 1964
paperback, and the original preface completely suppressed in the 1972 second edition.
Hence lan HackingOs remark that the 1961 and 1972 ditions (the latter simply entitled History
of Madness in the Classical Age) are Otwo distinct booksO: OOne of these books is governed by
an idea of dZraison, in which there lurks a dream of madness in the wild, as something
prediscursive, inaccessible, pure. The other book is what the first became, stripped of
romantic illusion.& Hacking is not the only commentator to criticise the early Foucault for
being ORomantic® though Dionysian might be more accurate.'® Nonetheless, it is this
Foucault, intimately invested in avant-garde writing, that | want to adduce here: the Foucault
of Folie et DZraison and the 1963 homage to Georges Bataille, OA Preface to TransgressionO.

In a 1961 interview with Le Monde, Foucault cited ArtaudOs writing as an example of the
sort of Olyrical protestO that might Orestore to the experience of madness the profundity and
power of revelation that was extinguished by confinement® during the classical age (circa
1650 to 1800).17 Foucault begins and ends the book by invoking Artaud alongside other Omad®
exemplars, but while there is a ritual aspect to this tactic, it is no mere name—dropping.18 A
concrete intertexture is at play between ArtaudOs writings and FoucaultOs philosophy of history.
In the astonishing opening chapter entitled OSiltifera NavisO (OThe Ship of FoolsO), Artaud
stands for the Otragic, cosmic experienced of madness, as against the Ocritical consciousnessO
which in modernity has determined, mastered and internalised madness as unreason.™
Despite the historical triumph of reason, the tragic experience of madness haunts Western

culture like a repressed memory:
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It is that tragic consciousness that is visible in the last words of Nietzsche and the last
visions of Van Gogh. It is that same element that Freud began to perceive at the
furthest point of his journey, the great wound that he tried to symbolise in the
mythological struggle between the libido and the death instinct. And it is that same

consciousness that finds expression in the work of Antonin Artaud.”

Under the sign of tragedy, Foucault conjoins Artaud with the Nietzsche of the Wahnbriefe (the
OMadness Letters® in which he identified himself as Dionysus and the Crucifieaﬁ,and the
Freud of the second topography, the Ocosmological®, originary limit of Freudian tb@/.22

There is an echo in the reference to Van Gogh, of ArtaudOs 1947 antpsychiatric
broadside, OVan Gogh, the Man Suicided by SocietyO, which construétheatfield with Crows
(1890) as opening Othe secret door to a possible beyond, to a possible permanat realityO:

The sky in the painting is very low, bruised.

violet, like the lower edges of lightning.

The strange shadowy fringe of the void rising after the flash.

Van Gogh loosed his crows like the black microbes of his suicideOs spleen a few
centimetres from the top and as if from the bottom of the canvas, [E]

Worthy accompaniment to the death of the man who during his life set so many
drunken suns whirling over so many unruly haystacks and who, desperate, with a bullet
in his belly, had no choice but to flood a landscape with blood and wine, to drench the
earth with a final emulsion, both dark and joyous, with a taste of bitter wine and spoiled

vinegar.?®

Across the border between life and death, a lightning-flash. In Bataillean vein Band Van
Gogh was important for Georges Bataille too P this solar cataclysm of a suicide, this
manifestation of something like the death drive, has the tenor of a sacrificial affirmation, Odark
and joyousO, with the taste of Crucifixion in the sour winé? As we shall see, a significant
factor in ArtaudOs reception has been his encounter with Bataille in the text of theor;?.5 But my
point in citing ArtaudOs description of Van Gogh is that it inscribes aimit-experience. The
latter term, derived from Maurice BlanchotOs readig of Bataille, was crucial for Foucault.
Limit-experience calls the subject radically into question.26 In it, Foucault later explained,
@®xperience has the function of wrenching the subject from itself, of seeing to it that the
subject is no longer itself, or that it is brought to its annihilation or its dissolution. This is a
project of desubjectivation. The idea of a limit-experience that wrenches the subject from itself
is what was important to me in my reading of Nietzsche, Bataille, and Blanchot.® | would add
Artaud to the list.”®
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In Folie et DZraison, Artaudian tragic experience, which is limit-experience, is

noncontemporaneous with and contestatory of modernity:

This madness, which knots and divides time, which curves the world in the loop of
night, this madness so foreign to the experience contemporaneous with it, does it not
utter to those who can hear them, like Nietzsche and Artaud, the scarcely audible
words of classical unreason, where all was nothingness and night, but now amplified
into screams and fury? Giving them for the first time expression, a droit de citZ [Oright of
abode0], and a grasp on Western culture, a point from which all contestation becomes
possible, as well as the contestation of all things? By restoring them to their primitive

savagery?”

The evolutionist language here would seem to locate tragic madness in the premodern, and
indeed Foucault says that Artaud Onever ceased to claim that Western culture lost its tragic
focus at the moment it finally forgot what he termed the great solar madness of the world, the
violent ceremonies which enacted the life and death of Othe great Fire Satan3D.The
rationalisation of madness is a disenchantment, a desacralisation © major themes in ArtaudOs
writing, as elsewhere in dissident surrealism. We will see that a sacral, pagan, tragic
heliopoetics is at stake in Heliogabalus, as it was at certain moments for Bataille. Foucault
enunciates his own historiography Obeneath the sun of the great Nietzschean questﬁ.

Among the founding divisions Foucault associates with the renunciation of tragedy is

the heliotropic opposition between East and West:

In the universality of the Western ratio, there is this division which is the Orient: the
Orient, thought of as the origin, dreamt of as the vertiginous point from which nostalgia
and promises of return are born, the Orient offered to the colonising reason of the
Occident, but indefinitely inaccessible, for it always remains the limit: the night of the
beginning, in which the Occident was formed, but in which it traced a dividing line, the
Orient is for the Occident everything that it is not, while remaining the place in which its
primitive truth must be sought. What is required is a history of this great divide, all
along this Occidental becoming, following it in its continuity and its exchanges, while

also allowing it to appear in its tragic hieratism.*?

Edward Said (who certainly read this passage) pointed out that the Odemarcation between
Orient and WestO was Oalready secure by the time of th#iadO;and that in The Bacchae
Dionysus is Oexplicitly connected with his Asian origins and with the strangely threatening
excesses of Oriental mysteries.é3 A more recent historian of Orientalism has argued that the
modern champion of Dionysus, Nietzsche, chose Zarathustra as his hero Ochiefly to slap the

face of his Greek counterpart, Socrates.®' And any reader of ArtaudOs interwar writings will
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attest to the crucial importance in them of the opposition between the Orient and the
Occident. As we shall see, this traditional paradigm acquired a particular political valence in
France between the wars. In ArtaudOdHeliogabalus, an anti-Western Orientalism D appearing
in all its Otragic hieratism® coincides with solar mythology. The name Heliogabalus itself was
a Hellenistic (aptly heliocentric) corruption of Elagabalus, the Syrian sun-god of whom the
adolescent emperor was high priest and eponym.

Foucault speaks to the origin of the division between reason and its other. Yet on
examination the historicity of this division is radically ambiguous. It is unclear when the
division emerges b whether it is the seventeenth century, the sixteenth century, the middle
ages, or antiquity. FoucaultOs language of tragedy suggests nostalgia for the preSocratic. But

the 1961 preface complicates the question of diachrony with a synchronic problem of the limit:

To interrogate a culture about its limit-experiences is to question it at the confines of
history about a tear that is something like the very birth of its history. There, in a
tension that is constantly on the verge of resolution, we find the temporal continuity of a
dialectical analysis confronted with the revelation, at the doors of time, of a tragic

structure.®

To write the history of madness is to question the limit of history as a rational construct. The
tragic oscillates on a threshold. The limit is a Olightninglash®, Oheterogeneous with the time of
history, but ungraspable outside it.3° It touches on dialectic, yet, unsublatable, exceeds it.

In Folie et DZraison, limit-experience is a Left-Nietzschean Oway out between
Hegelianism and the philosophical identity of the subject.é7 It exceeds dialectical thought. In
OA Preface to Transgression®, where the lightnirftash returns, alongside the trope of
oscillation,*® Foucault calls in vatic wise for a Onondialectical language of the limit®, a
philosophy of Ononpositive affirmation® in the manner of what Blanchot callecbntestation,*
with which to speak the experience of sexuality, the emergence of which he ties to the death
of God. He proclaims Othe impossibility of attributing the millenary language of dialectics to the
major experience that sexuality forms for us.0 We will see that ArtaudQ4deliogabalus stages
this Oimpossibilityd, adopts a stance along the rift whehe interrogation of the limit replaces
the search for totality and the act of transgression replaces the movement of contradictions&'*
Though it wishes for metaphysical resolution, Heliogabalus affirms a sovereignty that
problematises the surrealist attempt to cross the discourse of sexuality with dialectical

philosophy.

In the 1930s Artaud yea-said transgression in the same breath as freedom,

insurrection, OanarchyO. It was a shibboleth of what he called the Theatre of Cruelty. [fhe
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Theatre and its Double (1938), Artaud vaunts John FordOs Annabella, who commits incest in
OTis Pity SheOs a Whareas Oan example of absolute freedom in revolt®. Like FoucaultOs,
ArtaudOs transgression was against foundations: OAnd when we tell ourselves that we have
reached the paroxysm of horror, blood, and flouted laws, of poetry which consecrates revolt,
we are obliged to advance still further into an endless vertigo.C’)2 About the incestuous gender-
bending family-background ascribed by history to Heliogabalus, Artaud assured the reader: Ol
am not judging what resulted as History may judge it; this anarchy, this debauchery, please
me. They please me from the point of view of History and from the point of view of
Heliogabalus(j‘.3 Heliogabalus functioned as a negative exemplum in the historiography of
Rome.” He brought the idol of the sun-god Elagabal from Emesa (Homs) to Rome and
installed it in place of Jupiter. He personally enacted every vice and profanation, from
deflowering a Vestal Virgin, to transvestism and passive pederasty. Oriental, effeminate,
criminal, prodigal, the adolescent emperor (he was fourteen when he came to the throne in
218CE) was everything romanitas was not. What marked Artaud out from the donnZes of
historiography was that he said a big Yes to these crimes. His Heliogabalus was a sacred lord
of misrule.

Among the essays assembled in Jacques DerridaOs.OZcriture eta diffZrence (1967)
were two important discussions of Artaud that affiliated the Theatre of Cruelty to
deconstruction. For Derrida, Artaudian transgression opened the space of the Ofestival of
crueltyQby rupturing such given Oethicametaphysical prohibitionsO as the opposition between
stage and audience (the Theatre of Cruelty is a node in the genealogy of avant-garde

participation).45 He was, however, scathing about countercultural grabs at this abysm-fest:

As regards the festival, as invoked by Artaud, and the menace of that which is Owithout
foundationO, the OhappeningO can only make us smile: it is to the theatre of cruelty what
the carnival of Nice might be to the mysteries of Eleusis. This is particularly so due to
the fact that the happening substitutes political agitation for the total revolution
prescribed by Artaud. The festival must be a political act. And the act of political

revolution is theatrical.*®

This theatre is Othe art of difference and of expenditure without economy, without reserve,
without return, without history. Pure presence as pure difference.®/ The performative
contradiction signals diffZrance or pharmakon, here expressed in the Bataillean vocabulary of
general economy or the sovereign operation.48 That is to say, the Theatre of Cruelty is an
impossible theatre.* Earlier, Derrida had described Artaudian Cruelty as the
Ononrepresentable origin of representation®he Oarchmanifestation of force3?° This is what
Artaud called @nother archetypal and dangerous reality, a reality of which the Principles, like
dolphins, once they have shown their heads, hurry to dive back into the obscurity of the
deep.&
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Derrida insists that ArtaudOs is arévolutionary affirmation&? Why? First, it is anti-
Western: Artaud Ointends the effective, active, and nontheoretical destruction of Western
civilisation and its religions(f’.3 This is fair. For Artaud, Western theatre has fallen away from
the ODangerO of Cruelty, subordinated itself to the text; a OLatinO, Occidental statenefation,
against which he calls for ¢he discovery of an active language, active and anarchic, a
language in which the customary limits of feelings and words are transcended.&' He poses
the Balinese dancing he witnessed at the 1931 Colonial Exhibition as gestural force, contrary
and prior to the Western logos. As such this force Ocondemns us, and along with us the state
of things in which we live and which is to be destroyed, destroyed with diligence and malice
on every level and at every point where it prevents the free exercise of thought.é‘5 Artaud
avers: Qour present social state is iniquitous and should be destroyed. If this is a fact for the
theatre to be preoccupied with, it is even more a matter for machine guns.O Alarrbells ring
here for those who would impose literalism (and liberalism) on Artaudian Cruelty. But he goes
on to specify his purpose as the Ohigher and more secret one® that is Othe spaitdeep
anarchy which is the root of all poetry.é6 ArtaudOs aim is avangarde insofar as he wishes to
rupture aesthetic autonomy. But aestheticism is a symptom of the Occidental malaise
because of its autonomy from Omystic attitudes®. It is a case not of broaching the seal
between art and politics, but of opening art to limit-experience. The limit-experience of Cruelty
(or the Dionysian, or diffZrance, or the Real Bnon-synonymous substitutes all), is cognate
with the transgression of West by East.

At the same time as generating a transgressive Oidea of extreme action, pushed beyond
all limits®, the Theatre of Cruelty aspired to the Ototal® experience of the Omass specti%l&().
was contemporaneous with projects such as Walter GropiusOs Total Theatre, andussoliniOs
attempts to develop a Otheatre of massesO (which in October 1934 was the subject of the star
studded Volta congress, attended by Gropius, Pirandello, Yeats, Copeau, Maeterlinck, to
name but a few). There was a fine line between total and totalitarian theatre between the
wars, and a general permeability between OOfascist,0 Osocialist,0 and even sometimes OliberalO
modes of envisaging a theatrical revolution&? Again, ArtaudOs calls for anarchy coincide with
authoritarian language. Derrida is justified in describing the Theatre of Cruelty as a Oprotest
against the letter®, which sought Oemancipation from the textOts hieratic yet Onontheological
spaceO releasing themise-en-scene from the word and the (”)authorgodf?.1 But Artaud
simultaneously invokes the Oabsolute preponderance of the director whose creative power
eliminates words(?

Derrida acknowledges the contradictions in ArtaudOs extremismOHow,D he asks of the
Theatre of Cruelty, Oare this liberation and this raising of the repressed posile? And not
despite, but with the aid of a totalitarian codification and rhetoric of forces?® ArtaudOs politics
are in fact radically in doubt. OAll ofhe Theatre and its DoubleO, writes Derrida, Ocould be read
Dthis cannot be done here P as a political manifesto, and moreover a highly ambiguous one.0

This ambiguity proceeds from ArtaudOs calling for an impossible theatre of transgression
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Owithout the destruction of the political structures of our society‘?@ Derrida cites the
counterblast Artaud aimed at the surrealists (Othese bogpaper revolutionariesO) in 1927 after
he left the group. There, Artaud rejected the surrealist coding of theatre as Ocounter

revolutionaryQ, as if Orevolution were taboo and we were forbidden to tamper with it foreverO:

Well, | do not accept taboos.

| personally feel there are several ways of looking at the Revolution and among them
Communism seems to me much the worst, the most restricting. A lazy manOs
revolution. | say it out loud, | donOt care whether power passes out othe hands of the
middle-classes into those of the workers. This is not the Revolution for me, just
transferring power. A revolution which has put the need for greater production as a
matter of prime concern, because it insists on stressing mechanisation as the means of
easing working conditions, seems to me a eunuchOs revolution. [E] We are driven to
despair by mechanisation at all levels of contemplation. [E] For the moment, let us
simply say the most urgently needed revolution is a sort of retro-action in time. We
ought to return to the state of mind, or simply even the practices, of the Middle Ages,

but genuinely, by a form of essential metamorphosis.65

OWell, | do not accept taboos.O A declaration of transgression. And yet this is also an
anticommunist manifesto, calling for medieval reversion.

Antimodern medievalism; resistance to a dialectical conception of history: pre-echoes
of Folie et DZraison. The conventional assumption is that noncontemporaneity is reactionary,
and, to be sure, the conservative and fascist right dragooned the premodern in interwar
Europe. But as Ernst Bloch recognised, nhoncontemporaneity was irreducible to fascism. One
might even envisage an antifascist noncontemporaneity.66 This is what dissident surrealism
aspired to in the 1930s, culminating in the (notoriously ambiguous) activities of AcZphale and
the College de Sociologie. The rejection of industrial production that we see here in Artaud,
was common to the College and the antiparliamentary Ononconformist® movement whose
contributions to fascist ideology Zeev Sternhell itemised in Neither Right nor Left.®” Like the
extremists in the Oneither right nor left® movement (and like Artaud), the sociologists of the
College rejected the Marxist privileging of economics, instead Oassertig the primacy of the
symbolic (or of myth, in Georges SorelOs sense)%Both groups had a vision of reanimating a
disenchanted world. But the Omost disturbing similarities® lay in the strategy these groups
adopted towards German and Italian fascism, which was one of Oa mimetic subversion that
appropriates the enemyOs slogans and twists them to its own ends®a structure of paranoid
identification that resulted in AcZphaleQs secalled surfascisme.® (If Artaud is not interested in
changing society, we must ask in what sense might his aesthetic be political? Recall
Benjamin: OThe masses have a right to change property relations; Fascism seeks to give them

an expression while preserving property. The logical result of Fascism is the introduction of
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aesthetics into political life. The violation of the masses, whom Fascism, with its FYhrer cult,
forces to their knees, has its counterpart in the violation of an apparatus which is pressed into
the production of ritual values.® And yet, when the sovereign appears in Heliogabalus, he is
self-transgressing.)

After 1968, identity politics and Orevolution in poetic language® became urgent questions
for the group based around the radical journal Tel Quel. Artaud was a key term in this
discussion. Tel Quel had published DerridaOs essays about Artaud, and in 1972 the editor,
Philippe Sollers, organised the colloquium at CZrisy-la-Salle entitled OTowards a Cultural
Revolution: Artaud, Bataille®. The remit was the historical Operiod of crisisO that had seen
Ofascism, Stalinismtwo World Wars, the displacement of history from Europe towards Asia,
two or even three revolutions, or more precisely the practical experience that the revolution
cannot be stopped.CT)1L Thus Sollers elided 1917 and 1949 with 1968, his geopolitics inflected
by a OMaoistO Asiaticism. The student revolt had been marked by a sense of the 1930s
happening again, with anti-colonial struggles and De Gaulle as a fascist.”? In this
revolutionary moment, Sollers declared, Othe whole of our epoch is animated by tfavaillZe
par] Artaud, by Bataille.O After the May events, Otheory itself can no longer be done® without
Artaud and Bataille.” Those names Oor rather gesturesO have begun to Ocut the subjugated
knot of the subjectd4 This focus on the subject was crucial. Julia KristevaOs contribution to the
conference was entitled OLe Sujet en proces® OThe Subject in Process/ on Trial®. Like
Foucault, Kristeva apprehended ArtaudOs writing as desubjectivation, as a prelinguistic
Onegativity which dissolves subjective unity@.

Among the contributors to the Artaud section of the CZrisy-la-Salle conference was
Xaviere Gauthier, author of the groundbreaking psychoanalytic -feminist critique of surrealism,
SurrZalisme et sexualitZ (1971).”® Her lecture, ®iZliogabale travestissementO ttavestissement
expresses both Otravesty®D as parody, and the etymological sense of crosiessing),
recounted Freudian thematics of castration and maternity, and proffered some entertaining
analogies.77 Heliogabalus made a dancer leader of the praetorian guard B OTransposition:
Nureyev commanding the C.R.S. [French riot police] squads.C_')‘3 HeliogabalusOs modern
equivalent is the Oblouson noirthe HellOs Angel, the rock OnO roller: ODirect descendants of
Heliogabalus, a whole current of pop music: Mick Jagger and his whorish ways of wiggling,
Alice Cooper, his black stockings and his boa between the thighs, Jimmy [sic] Hendrix and
the obscene relentlessness with which he wanks or mounts his guitar.69 The parallel with
countercultural individualism is suggestive as well as amusing. But simultaneously, Gauthier
is disturbed by the perverse authoritarianism of the anarchiste couronnZ: OAll these decrees
[such as appointing senators according to the size of their cocks] made by a man who
governs a nation, are those of a tyrant and a thug. OHe pursues systematically the perversion
and destruction of all value and all order.O Sometimes close to tipping over into fascism, these

are fringe, marginal acts, the acts of piratesﬁJ Heliogabalus as fascist pervert b a trope with a
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lineage in left-wing thought. Irruption of the signifier fascism into a political discourse scripted

as antifascist struggle.

Post-68, Artaud and Bataille offered the theoretical neo-avant-garde a Nietzschean
Oantifascism® distinct from the Mmanism of the PCF. And yet Nietzsche, Bataille: the
ideological sirens wail. Nietzsche because of his posthumous imbrication with fascism;
Bataille because of his Ofascinated® deconstruction ofg?t.Targets of committed critics from
Luk¥cs to Habermas; more recently of liberal Nazi-hunters such as Richard Wolin.#* And now
Artaud is on the hit-list. His first advocates in the theatre were already nervous. In 1968, Peter
Brook felt bound to ask: Ois Artaud in his passion dragging us back to a nether world, awg
from striving, away from the light [E]; is there even a fascist smell in the cult of unreason? Is
it a cult of the invisible, anti-intelligent? Is it a denial of the mind?®& In the same year, Peter
Schechner wrote of his Ohidden fear® that Artaudian thea might be Operilously close to
ecstatic fascism.® And indeed one might well detect a fascist whiff in ArtaudOs extremist,
antimodern advocacy of Danger, Cruelty, ecstatic experience and solar myth.85

Later, in the polemics around postmodernism, we find Artaud accused of a Ototalitarian
bent® that Oresults from his negation of the subject and his antihumanism that have made
Artaud a saint in the postmodernist calendar.®& A sentiment Dthat poststructuralism prepares
the way for fascism D recently rehearsed as the conclusion of Kimberley JannaroneOs
provocative attempted exposZ of ArtaudOs Ofascist underpinninggftaud and his Doubles.?’
Habermas was surely correct to say that between the wars Othere was no theory of
contemporaneity not affected to its core by the penetrating force of fascism.® Artaud himself
wrote in May 1933 that in Othe harrowing and catastrophic period in which we live, we feel the
urgent need for a theatre which events do not surpass [ne dZpassent], whose resonance is
deep within us, dominating the instability of the times.® Artaud®s writings of the 1930s are not
separable from the fascist moment. And yet their specific historical conditions must be worthy
of consideration, lest fascist be a ritual banishing-word, a mere token of miasma or
unrepresentability.

Rather than investigating ArtaudOs local contexts, Jannarone takes a long view,
grounding her argument in Isaiah BerlinOs liberatationalist account of fascismOs roots in the
counter-Enlightenment. (There is ad-hominem irony in this enlistment. BerlinOs collusion with
military-industrial anticommunism during the Vietnam war was on a different ethical plane
from ArtaudOs tarrying with phantasms.gf A concatenation of binaries ensues from the
opposition between OmanOs [sic] powerd ceasond and Oirrationalisfi@annaroneds argument
rests on the assertion that ArtaudOs irrationalism was more Oconsonant with the discourse of

the reactionary Right between the wars than with the liberal Leftd? What this schema
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suppresses (along with the radical right) is the positionality ® one well-represented in 1930s
Paris Bwhich is both anti-fascist and anti-liberal.

For Jannarone, Artaud and fascism fall into the same counter-Enlightenment bracket:

A furious rather than contemplative attitude, a rancour towards Western civilisation
rather than a liberal curiosity towards OotherQ cultures, and a fundamental basis in
violence rather than a search for beauty or peace underlay this interwar irrationalist

resurgence.”®

Given these bourgeois terms of disapproval, it is unsurprising that surrealism Dwhich

exhibited all these negative characteristics, these characteristics of negativity B barely

features in Artaud and his Doubles. When surrealism does appear, Jannarone misrepresents

it as seeking to remove Ohindrances to selexpression and cultural exploration so that a

greater number of people would be happy and so that the individual might come into his or

her unigue voice. This liberal attitude, as we will see, is the opposite of Artaud®”* Only a

passing acquaintance with historical surrealism is necessary to recognise this liberal-

humanist image as a gross distortion. It is true that Artaud renounced surrealismOs Marxian
politics when he left the group. And yet there was continuity between surrealism® anticolonial

revolutionary-defeatism and ArtaudOs antWestern Orientalism.

JannaroneOs argument proceeds by way of resemblance, seeking out transnational
Ocorrespondences®, OaffinitiesO, Oconsonances® and OcommonalitiesO BeéwEeeatre and
its Double and Othe maelstrom of ideas that fuelled the early stages of fascismO.The latter
metaphor indicates the unstable idealism of this style of Qintellectual history®, on which
Jannarone attempts to impose order by recourse to theorists of OgenericO odéil-typed (sic)
fascism. The usefulness of this essentialist school is questionable (as is its rhetoric on
occasion).96 It is striking that while Jannarone cites LuktcsOs notorious postvar Stalinist tract,
The Destruction of Reason (which denounced not only Nietzsche but Freud as fasc:ist),97 she
eschews contemporaneous theories of fascism, such as those of Wilhelm Reich or, most
pertinently, Georges Bataille. BatailleOsessay, OThe Psychological Structure of FascismO,
published in the non-aligned leftist journal La Critique sociale in 1933-1934, sought to
interpret fascist sovereignty in relation to the anthropology of the sacred and a politics of
affect.® Scholars such as Michele Richman and Gavin Grindon hav e convincingly located
Bataille in his intellectual milieu, allowing us to discount unbalanced accusations of essential
fascism.*® While important reservations have been raised about its historicity (notably by

19 Bataille®s attempt to think fascist sovereignty in relation to the

Giorgio Agamben),
heterogeneous D that which is Oincommensurate® with everyday liis relevant to the present
discussion. According to Bataille, as opposed to the ignoble heterogeneous of the slave
(which Bataille privileges), the fascist heterogeneous, while drawing on irrational affect, is that

of the master. Its authoritarianism is constituted Oby an act excluding all filth@nd by a sadism
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purified of eroticism or perversion.*

One might apply this understanding of fascism, as
grounded in a primary repression or abjection, to the French far right between the wars.
Equally, in thinking about Heliogabalus, it will become clear that there Artaud affirmed what
fascism excluded, in particular at the level of sexuality and gender.

There is in fact surprisingly little agreement among historians about what constitutes
fascism, or to what extent authoritarian nationalism in interwar France might be classed as

such.*®

In any case, the labour of nomination might be misplaced. Refining the category of
fascism may be less productive than tracking the local operations of extreme nationalist
discourse. As Sandrine Sanos has recently emphasised, far-right intellectuals in 1930s
France perceived the contemporary crisis above all as one of the subject: as a crisis in
Omant®® Far from an antihumanism, this was a militant, hygienic humanism, where the
(Western, masculine, heterosexual) subject was at stake. Abjection was the privileged mode
by which this discourse prosecuted its anti-Semitic, xenophobic, homophobic politics of
exclusion. It is in this French context that we must read Artaud. Just prior to the Heliogabalus
project, Artaud found himself under attack from the far right. His 1932 manifesto, OThe Theatre
of Cruelty®, had met with derision in the pages ol.Oaction franeaise whose critics espoused
the classical aesthetics associated with the authoritarian nationalism of Charles Maurras. It is
noteworthy that the peculiar affirmation of the plague in The Theatre and its Double
transvalues the language of the bacillus with which Maurrassians condemned their ethnic,

194 \We should also note that Artaud®s plague is from Beirut,

political and aesthetic adversaries.
a Ovirus from the Orient® This is a strategy of affirmation, affirmation of the excluded.

Ohe future of Western civilisation, indeed the future of mankind, is today in
jeopardy.é06 So began Henri MassisOs 1927 bestseller about the Ocrisis of Western civilisation
and the threat of AsiaticismO,DZfense de IOOccident(Defence of the West), a text which

defined the political discourse of East and West in interwar France.'®’

Massis was a rightwing
journalist, editor of the chauvinist Revue universelle, where he worked with Charles Maurras.
Defence of the West D so titled to contradistinguish it from Oswald SpenglerODecline of the
West b postulated a Manichaean division in the geopolitics of culture or ideas, between an
East beginning at the Rhine, and a West identified with a classical humanism of which the

Roman Church was the culmination:

The radical and essential opposition between the East and West lies in the different
idea that each has of man and his relation to the universe. In the West, man has
desired to be; he has not consented to lose himself in things, or to regard the human
person as a simple dependency of nature, which, for the Asiatic, plays itself out in the

illusion of living forms, and entangles all life in an immense ambiguity.'*®

For Massis, everything in Western identity proceeded from the Ogrand unitary principled of

OJudaeeChristian monotheism, Ogarbed in the heritage of Gaeco-Latin cultureO,0 which
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asserted Othe unity, the personality and the finality obeing:O this resistance®, he wrote, Oof form
to the formless, of unity to chaos, is what might be called the Ocreative limitsO of the West® A
classical aesthetic, and the model subject homologous with it B rational, bounded, sealed off
against otherness, indeterminacy and the flows of desire B underpinned this logic.

For Massis and others like him the threat of the East was revolutionary and irrationalist.
Massis rehearsed a move well-practiced on the French authoritarian right, of mapping this

threat onto the ancient dualism between civilisation and barbarism. He wrote that

A return of the barbarians, that is to say, a further triumph of the least conscious and
least civilised parts of humanity over the most conscious and most civilised, no longer
seems impossible to us. The Bolshevist revolution has familiarised us with this thought,

which yesterday was still monstrous, and which, today, forces itself on our minds.**
The Orient precisely threatened the integrity of the humanist masculine subject:

Personality, unity, stability, authority, continuity Bthese are the root ideas of the West.
We are asked to break these to pieces for the sake of a doubtful Asiaticism in which all
the forces of the human personality dissolve and return to nothingness. We are asked
to destroy the lineaments of man, which he has spent long years and methodical and

persevering efforts in acquiring.™*

Massis saw the Asiatic forces of dissolution, revolution, mysticism and unreason as invading
the cultural and intellectual domain, which was where they had to be repelled. OLet the forces
of the mind,® Massis wrote, Oorganise the defence® of the ORoman itféa.0

Massis railed against the turncoats who, Oa the pretence of opening us up to the ideas
of the East, are betraying civilisation. [E] These are the real fosterers of the crisis in Western
thought, or, to put it bluntly, in thought itself.& In the mid-1920s there was no more extreme
example of such cultural defeatism than what has been called the OreverseOrientalist [E]
revolutionary masochism® of the surrealist grouﬁ.14 The revolt of Abd-el Karim in Morocco
had crystallised the crisis for Massis, demonstrating the threat of the Oawakening of the
nations of Asia and Africa, united by Bolshevism against Western civilisation.®™ For the
surrealists this had been the occasion to announce that Oit is now the turn of the Moguls to
camp on our squares.O As Denis Hollier has argued, the surrealists simply inerted the
East/West hierarchical opposition, conflating the North African rebellion with Asia in that
broad, imaginary category of alterity, Othe Orient. The operation of this dualism is evident in
the layout that Antonin Artaud used in the one issue he edited of La RZvolution surrZaliste, in
1925, where the negative OAddress to the PopeO sat opposite the positive OAddress to the

Dalai LamaO. (This antinomy owes something to ArtaudOs reading of RenZ GuZnoihe
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Orientalist mystic whose 1924 book Orient et Occident had posited an essential, hierarchical
opposition between the spiritually rich East and its bankrupt Western other.)**®

After his expulsion from the surrealist group and the failure of his ThZ%otre Alfred Jarry,
ArtaudOs cathexis of the East/West oppsition resurfaced in the early 1930s. His identification
with an Oriental position can be glimpsed in his 1931 plan for a Opoetic account® of the Battle
of Salamis (480 BCE), at which the Greek navy had famously vanquished the Persians. By
focusing on the psychology of the Persian king Xerxes, nourished as it was by the OSpirit of
the Orient®, Artaud intended to show how the defeat demonstrated the Osuperiority® of that
spirit Oon the plane of the absolute®’ It is in this context, of an identity politics of East and
West, that | want to look at Heliogabalus, or the Anarchist Crowned.

Heliogabalus starts out as Elagabalus, boy-priest-king and personification of the Sun,
in the Syrian city of Emesa at the beginning of the third century AD. This Syria conforms
hyperbolically to the Orient abjected by Massis, in that it is barbarian, mystical and indeed

abject. At the outset, Artaud acknowledges the ideological or civilisational stakes:

From the geographical point of view there had always been this barbarian fringe
around what is usually called the Roman Empire, and within this Roman Empire must
be placed Greece, which invented, historically, the notion of barbarism. And from this
point of view we are, we people of the Occident, the worthy sons of this stupid mother,
since for us the civilised are ourselves and all else Bthis shows up our universal

ignorance Dis identified with barbarism.**®

In fact, claims Artaud, the Orient was the origin of anything in the Greco-Roman world that
participated in the great mystical Tradition (with a capital T). Although HeliogabalusOs temple
of the Sun no longer stands, according to Artaud its present-day site, Homs, Ostinks like
Emesa stank, since love, meat and shit are all to be found in the open. And pastry shops are
near latrines, ceremonial slaughterers beside ordinary butchers. The whole of it shouts out,
spills forth, makes love, squirts poison and sperm, just as we ourselves might hawk and
spit.é19 ArtaudOs Orient is a scene of the sexual and sacrificial miscegenation oubstances, a
commingling of Ourine, sweat, sperm, spittle, excrement, human blood® and the Oplasma of
certain animalsO. In ancient Emesa, the worshippers of ElagabalusOs stoult become a
cloacal horde, rankly autochthonous and indistinct from nature, as Oall around the temple, in
multitudes issuing from huge black sewer-mouths, stream forth the servants of the rites, as if
born of the earth®s own sweat'8}

The religion of ancient Syria is fundamentally sexual and anti-Christian: OAt the moment
of its death Bjust when the religion of Ichtheus, the perfidious Fish, made signs of the cross
over the guilty parts of the body b the religion of Elagabalus exalted the dangerous activity of
the dark member, the organ of reproduction.0 When Heliogabalus raises an emy and

journeys to Rome Bin a Ostrange sexual procession, a dazzling explosion of festivitiesO, with a
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Oten ton Phallus® drawn Oat the speed of a galloping zebra® by Othree hundred bulls, enraged
and harassed by packs of howling but chained hyenasCb he becomes a OSt Louis of the Sex
Crusade, whoOd carry a male member to serve as cross, spear or swordQ. This is an asti
crusade, a trajectory both topographically and morally opposed to the medieval Catholic
march on the Holy Land. The East comes to B comes on to, comes all over Bthe West.

Heliogabalus enters Rome Oon the dawn of the Ides of March®and he Oenters it
backwardsO, preceded by the giant Phallus. This, Ofrom the viewpoint of Roman custom means
that Heliogabalus is entering Rome as a ruler, but backwards, and that at the outset heOs had
himself buggered by the whole Roman empire.(’é21 It is, says, Artaud, a Oprofession of
pederastic faithO consistent with Oa systematic and joyous demoralisation of the Latin mind and
consciousnessO. Heliogabalus jetsons the Roman toga, assumes the Phoenician purple, and
gives Othat example of anarchy which, for a Roman emperor consists of adopting the costume
of another country and for a man in wearing womenOs clothing, adorning oneself with jewels,
pearls, feathers, coral and talismansO. OSporting on his pubis a sort of iron spider whose legs
tear at his skin and draw blood with each extravagant movement of his thighs dusted with
saffron B his member dipped in gold®, the bodymodified Heliogabalus, like a Ohooligarand an
irreverent libertarian®, taunts the Senate, asking if the senators too Ogot themselves buggered
in their youth®; Artaud imagines the Ovenerable greybeardsO, Opale with shame, bowing their
outraged heads, swallowing their humiliation.O He deflowers He Vestal Virgin with
Oblasphemous and sacrilegious intent®, Opollut[ing]® the Oclimate of the Pallatfium.®

The arrival of the Eastern sex-cult leader in the capital of the Western Empire is an
egregious category mistake: Ohe puts an elephant in the placeof a donkey, replaces a dog
with a horse, puts a lion where a tabby cat would have doneO. Heliogabalus is a lord of
misrule, calling Oweakness strength and theatre, reality®, Ooverturning the received orderO,
choosing ministers by the enormity of their pricks and appointing prefects with the job of
Osystematically perverting® the younlé3. Artaud cautions us not to ascribe to madness or the
youth of this teenaged emperor that which is Othe systematic disparagement of an order®, the
expression of Oa desire fororchestrated demoralisation.O The ritual buggery, the heterotopic
transvestism, the shaming of the elders, the pollution of the Palladium, constitute, he
reiterates, a systematic Operversion and destruction of all value and all order®, a programme of
Omostrous moral disorganisation&?*

ArtaudOs vocabulary of Omoral disorganisation® and the Odemoralisation of the Latin mind®
could have been lifted from the Revue universelle. Just as Artaud affirms the abjected
geopolitical other of the OOrientO, he affirmtdeliogabalusOs transgression of normative gender
and sexuality. In the interwar period, the French far right increasingly defined national identity

12 This heteronormative

in relation to heterosexist masculinity and reproductive virility.
discourse was continuous with longstanding anxieties in the Third Republic around
masculinity and birth-rate © anxieties heightened by the 1914-1918 war.'*® When AndrZ Gide

defended pederasty in Corydon (1925), in an attempt to render French the so-called OGerman
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viceO he stree to code it as virile, classical, and compatible with familial reproduction.127 To
the contrary, Artaud ridicules the Ohearth and home mobQO, emphasising HeliogabalusOs
effeminate and Eastern characteristics, and the gender trouble of his parentage (his virile

mother, his effeminate father).'?®

Again, Heliogabalus participates in the extraordinary
pullulation of castration imagery that characterised the interwar avant-garde. There is a
nonreproductive negativity at stake here.

To be sure, a concern with virility and natalitZ was common across the political
spectrum in the Third Republic. Again, there is no doubt that the conservative and extreme
right used the discourse of sexual deviance to repudiate perceived political, aesthetic or

ethnocultural deviance.*

In the words of one right-wing newspaper, responding to a
homosexual scandal in 1933, Othe inversion of the genital sense very often calls forth the
inversion of the national sensed*° But recent research has made clear that homophobic
language was not limited to the political right in interwar France. It was also a fixture of the

131

antifascist left.”" Indeed it was an aspect of antifascism which developed after the war into a

2 In this context, Artaud®s 1934 celebration of

full-blown trope of critical theory.'®
HeliogabalusOs Oreligious pederastyO truly transgresses the limits of political discourse, since
the repudiation of homosexuality was common across the political spectrum. For confirmation

of this fact we need look no further than the homophobia of AndrZ Breton.

Now, the discourse of sexuality in interwar France assumed an essential relation
between sexual dimorphism and homosexuality, deploying the language of the Othird sex0 and
the hermaphrodite to describe homosexuals, and Heliogabalus participates in this language.

If the Orient/Occident dualism determines the ethnocultural valence of Heliogabalus, then its
mystical dimension is governed by a cosmic antagonism of masculine and feminine
OprinciplesO. HeliogabalusOs own sexuality emerges as an attempt dombine phallic sun-

worship with femininity:

Heliogabalus the pederast king who wanted to be a woman, was a priest of the
Masculine. He achieved in himself the identity of opposites, but did not achieve it
without harm, and his devout pederasty had no origin other than an obstinate and

abstract conflict between Masculine and Feminine.**?

Heliogabalus becomes performative contradiction, a Olifesize statue, taken to the utmost
extreme of religious mania, aberration and lucid lunacy, the image of all the human
contradictions and of the contradiction within principled. This vision of a dualistically gendered
and sexualised universe bears the inscription, the horizon of expectations, of the occult
revival of its day (and indeed HeliogabalusOs transgressive sewality finds parallels in the

magick of Aleister Crowley)."**

Heliogabalus incarnates the supposed contradiction between
god and man, man and woman, and yet Ofar more® than the divine OHermaphrodite® appears in

this Odevious®, dual image of Othe end of canictionsO: and that is, writes Artaud, Othe idea of
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ANARCHYO. Anarchy, Oat the point to which Heliogabalus pushes it, is poetry realisetf OThis
magus is the embodiment of a certain point where opposites conjoin, reminiscent of AndrZ
BretonOs telos. Thiembodiment of poetry, of a surrealist operation Dis queer.

The coding of HeliogabalusOs homosexualityas sublation harks back to late-nineteenth-
century Decadence, in the shape of Jean LombardOs extraordinary novelLOAgonie which
depicted Heliogabalus®sexual revolution® as a mystical apocalypse’ Louis Esteve Os 1933
pamphlet, OElagabalus,a Lenin of Androgyny®, shows that at least one interwar pundit of
sexuality was reading LOAgonidn the 1930s, and connecting HeliogabalusOs pederasty with
revolutionary politics.137 For Artaud, the metaphysics of androgyny B which is to say, of binary
sex D works to contain the negativity or limit-experience at stake in HeliogabalusOs
transgressions. Derrida describes this kind of move as the Oduplicityof ArtaudOs text,
simultaneously more and less than a stratagem(”)‘.38 Heliogabalus is on the threshold of the
transition from dialectic to transgression. The metaphysics of sexuality Bwhich in the
nineteenth century became precisely a mysticism of sexuality b persists, even as its limits are
transgressed.

ArtaudOs narrative arcPwhich ends with the murder of Heliogabalus in the palace
latrines and the expulsion from Rome of his corpse through a sewer b transgresses the
oppositions West/East, civilisation/barbarism, straight/queer. The Action Franeaise critics
repudiated ArtaudOs dramaturgy on the grounds of its anticlassical, Romantic excessesb
which, interestingly, they related to the Oviolence and excessO visible in Nazi Germar}fl?
There was an Orientalist strand in German nationalism, which expressed itself in Aryanism,

the swastika and so on.**

But the Nazi aesthetic was neoclassical. There is surely a certain
mimicry of fascism in ArtaudOs Heliogabalus. Heliogabalus is a sovereign in the era of the
FYhrer, Il Duce and Rexism (Belgian fascism). But in his Operversion®, Heliogabalus
transgresses the virility and compulsory heterosexuality of fascism. Again, though it may be
possible to identifiy a ONazi sublimeO in, say, HimmlerOs wartime rhetoric, which Qinvolved a
fascination with excess or unheard-of transgression(”)‘,41 crucially, that Osublimity® was invested
in the phobic expulsion of contaminating presences b the opposite movement from that which
we see in ArtaudOs affirmation of abjection. Although Heliogabalus was ultimately expelled
from the Roman order as human waste, Artaud honours his memory. Heliogabalus himself,
with his total insubordination to the Roman regime, would seem to personify a Bataillean
sovereignty, sovereignty as excessive expenditure or dZpense: with him there is Oeverywhere
prodigality, excess, abundance, immoderationd; his is a Ospirit undisciplined and fanatical, a
real king, a rebel, a crazed individualist.&* Sovereignty is of course a contested term, bound

143

up with the history of fascism.™* ArtaudOsHeliogabalus is inseparable from that history. And

yet it remains unassimilable to fascist ideology.
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Who has been tampering with these pianos?: The surrealist writings of
ORQWDJX 2Y5HLOO\ :D\QH $QGUHZV

Andrew Hugill

This article makes a case for Wayne Andrews as a neglected and original voice in American
surrealism. The article begins by examining his periodical La revue de I'élite (1930-33) (later La revue
intime and Demain) as evidence of his early interest in European avant-gardism. Next, it offers close
readings of the short stories he wrote under the nom de plume 20RQWDJX 2 Within@w@itly
surrealist narratives, these stories conceal a series of encounters between a sickly European high
culture, characterised by consumptive girls, imperilled aristocrats, failing pianos and a vigorous
American materialism, represented by thrusting bankers, ostentatious socialites, gleaming
technologies. They provide a novel twist on some of the familiar tropes of surrealism, but also reveal
something of how its revolutionary vision was subtly undermined during its transatlantic passage. In
particular, the aUWLFOH GLVFXVVHV $QGUHZV 215HLOO\YV IDVFLQDWLRQ ZLW
and how they are modified through their staged encounters with American wealth. It concludes with a
discussion of Andrews' later works, including his unfinished history of surrealism, The Surrealist
Parade (1988).

Wayne Andrews seems an unlikely conduit for surrealism to America *a conservative, academic,
religious, careerist figure +yet his periodical /D UHY XH G BhdJiftp@writted under the nom de
plume MontagX 2f5HLOO\ SOD\HG DQ LPSRUWDQW WKRXJK PDUJLQDOLVHG
America. Andrews presented to Americans a version of surrealism that differed from others circulating
at the time, such as the interpretations of the movement put forward E\ (XJHQH +RSibov |
magazine (1927- RU &KDUOHV +HQUL )RUGTV V Giéw KIMDA8)OA3\dH) hSXEOLFD W |
responses to the movement invite us to rethink conventional understandings of how surrealism was
received by Americans in the first half of the twentieth century. As is well known, the most the
celebrated inheritors of the surrealist legacy were not writers such as O'Reilly but rather Abstract
Expressionist painters, whose success during the 1940s and 50s eclipsed the waning surrealist
avant-JDUGH $QGUHZYV 295HLOO\ ZDV QRW SDUWLFXODUO\ RSWLPLVWL
America, its marginalisation was partly foreseen in the stories themselves, in which the hard realities
of commerce and enterprise repeatedly trounce surrealist imaginings. Andrews switched fairly quickly
from being a champion of surrealism to become a cultural commentator and globetrotting
photographer, though his interest in the movement did not disappear completely.

Andrews, who was born in Kenilworth, lllinois in 1913 and died while travelling in 1987, is
probably best known today as the author of a series of exemplary books on American architecture.
These were published during the 1950s, 60s and 70s, and are still used as standard texts in some
universities." The books comprise hundreds of photographs, mostly taken by Andrews himself during
his travels around Europe and the United States, accompanied by his idiosyncratic accounts of the
evolution of various architectural styles. Andrews was no Wallace Stevens, who never visited Europe,
SUHIHUULQJ WR OLYH LQ puD 3DULV WKDW KDV QHYHU H[LVWHG DQG V
SHRSOH SULPDULO\ 3DULVLDQV WK H PAFEr@dreWs, RUDopdHwasxlcGc2E R XW 3D UL
reality whose architecture was testament to its cultural richness. His pleasure was to document

photographically this evidence and to involve himself with its most enlightened inheritors (as he saw
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them): the French surrealists. He first went to Paris in 1934, initially meeting André Breton, who then
introduced him to Alberto Giacometti, Paul Eluard, Salvador Dali and other surrealists. Andrews
UHFRUGHG WKDW 'DOt LQ SDUWLFXODU u>SbLG@ WKH PRVW IODWWHU
that figured in the fiction , ZDV ZULWLQJ XQGHU WKH SVHXGR@\tRe PostWeR QWD JX 2
years, he visited Paris many more times in his role as a globetrotting cultural historian and
photographer and it was during one of these trips that he died.
Andrews emphasised continuity between surrealism and European cultural precursors, rather
WKDQ VHHLQJ VXUUHDOLVP DV SUHGLFDWHG XSRQ WKH ODWWHUYV UHQ
gardism that views it exclusively in terms of novelty or rupture. His history of surrealism, entitled The
Surrealist Parade, ZKLFK ZDVWHQWKY FRPSOHWHGY DW KLV GHDWK WHOOLQJO
movement in America, preferring to concentrate on its European existence.”
Andrews first became involved with surrealism in 1930, at the age of 17, when he founded La
UHY XH G Ha joimathe WoHedited with his fellow student James Douglas Peck at Lawrenceville, a
New Jersey prep school. It contained a mixture of literary and critical writings by Andrews and Peck,
along with contributions from their better-known collaborators, including: Marcel Arland, Georges
Braque, Jean Cassou, Paul Claudel, Jean Cocteau, Henri du Régnier, Roger Martin du Gard, André
Gide, Arthur Honegger, Valery Larbaud, Jean Lurgat, André Maurois, Jean Paulhan, Ezra Pound,
Romain Rolland, Georges Rouault, Bertrand Russell, Paul Valéry, and William Carlos Williams.
$QGUHZV DQG 3HFNTV JHQHUDOO\ HQWKXVLDVWLF DQG XQIDLOLC
many of the leading French avant-garde writers was crucialto WKH MRXUQDOYV VXFFHVV 5RPDI
wisely persuaded them to rename it Demain, although only after it had first passed through another
name, La revue intime. Raymond Roussel even sent them money, which arrived just as the final
edition was going to press L Q WKH \HDU RI 5RXVVHOYV GHDWK
There were some similarities between Andrews and Charles Henri Ford who, at the age of
20, had begun his periodical Blues (1929-30) in the previous year. Blues shared some of the
contributors to La revue de I'élite and also originated in a provincial American town (Columbus,
Mississippi, in this case). The pair became acquainted and years later, when Ford was editor of View
he introduced Andrews to Joseph Cornell, who had become an admirer of the Montagu O'Reilly
stories. Like Ford, Andrews travelled to Paris during the 1930s to explore the avant-garde and
fashionable society.
However, there were also some important differences between the two men. Andrews lacked
Ford's social, financial and artistic ambitions, and was never to express the level of admiration for
&RFWHDX WKDW FRPSOLFDWHG KLV )RUGTV UHODWLRQVKLS ZLWK %UL
and devote his life to the avant-garde: his future academic career was too important to him. Whilst
Ford would later be seen as a populariser of avant-gardism, making it available, palatable even, to
Americans, this was in marked contrast to the overt elitism of Andrews and Peck's title.
La revue de I'élite seems to have aligned itself more with Eugene Jolas's transition: indeed
WKH ILUVW FRPSOHWH 0R Quk¢ Evyocat§ T reasorOof MVGoldén Doorknobs, fwas
published in transition 23 in 1935. Andrews would have sympathised with the celebrated twelfth
SURFODPDWLRQ LQ WKH 35HX'R B X @ lpEH@EMRRINVH&sitiarRJune 1929, which
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GHFODUHG pWKH SODLQ5thDf§£thﬁtE&lre&Bl%i@FéﬂeﬂZDV ub PLPHRJUDSKHG
FKURQLFOH RI J)UHQFK FLYLOL]DWLRQ ZULWWHQ LQ WKH J)UHQFK ODQ
exclude HVSHFLDOO\ $PHULFDbThi$u$v®JBJILtI@ dpiHIN& ¢ &bmetpf the editors' better-
NQRZQ FRUUHVSRQGHQWY (JUD 3RXQG ZDV VXSSRUWLYH p, GDUH VD\
confine circulation to those who can understand the conten W*%/THiis was no doubt exactly what
Andrews and Peck wished to hear (although they might have been somewhat less sympathetic to
3RXQGYY ODWHU RSLQLRQ H[SUHVVHG LQ D OHWWHU RI -XO\ [
save that a lot of em arH JUHQFK DQG WKHUHIRUH ERQH LJGBheB&W OLNH

Maugham, on the other hand, was damning:

| wish | knew why you wrote to me in French, which you write very well, rather than in English

which you probably write better. Are you by any chance under the impression that the French

language is richer than the English, or that the literature of France of today has a merit

greater than that of England and the United States? If so, | venture to point out that you are

quite wrong.®

This FrancoSKLOH WHQGHQF\ ZDV WR EHFRPH D GHILQLQJ FKDUDFWHUI
appears to be the only extant piece of critical writing about his stories, Céline Mansanti positions
Andrews (she omits to mention his pseudonym), along with Paul Bowles and certain other American
writers interested in surrealism, DV D IDQWDVLVW ZKR ZURWH ZKDW 1DWKDQDHO :l
6\P EROLVJ\RIG\K\NXHRH?SDU HV WKLV ZLWK : L @0QadavbBlétegmublishBoMn tlasi@dnD P V
19-20 (June 1930), an examplH Rl p6 XSHUUHDOLVPYT ZKLFK VKH FDOOV pD FRQFUHYV
of Surrealism, relying on the physiological body to express its specificity, unlike the more abstract and
SV\FKRORJLFDO FRQFHSWLRQV DW 'ZTisNval@tionucerQiRli héldslybod BbO LV P |
WKH VPDOO DPRXQW Rl $QGUHZVY transitiod, LiptIdoaskKriotwo [uStseHtd thel G L Q
FRPSOHWH 295HLOO\ VWRULHV ZKLFK DV ZH VKDOO VHH SOD\HG RXW
VDPH $PHULFDQ pFRQFUHWHH GYQBRIFKRILBQGGEWEROLVP 1§ DGPLWWHGO\
fantastical narrative.

$QGUHZVY YLHZV RQ WKH SROLWLFDO DV S HIFMUWY taRdiscéedUAJHDOLVP |
natural conservative, he nevertheless seems to have found communism fascinating from a safe
distance, if we are to judge from the account given in The Surrealist Parade. La revue de I'élite
implicitly echoed transition's guarded yet thorough rejection of communism by studiously avoiding the
subject.”” When the 'Revolution of the Wordf ZDV UHMHFWHG E\ %UHWRQ LQ KLV SUHIDF!
Dali's 1929 exhibition at Galerie Goemans, Paris, Andrews seems to have avoided taking sides. He
thus maintained a somewhat ambiguous relationship with Breton, whose blessing he enjoyed but
whose political direction he could not follow. Writing retrospectively in The Surrealist Parade, Andrews
placed Breton centre-stage, but also described KLP DV D pSHUSHWXDO DGROHVFHQWY Z
drifted from Freud to Trotsky to Fourier."?

Andrews' itHUD U\ pUHYROXWLRQYTY LQYROYHG D EUXVK ZLWK FHQVRUVK

the foreword to The Surrealist Parade:

on January 27, 1932, Demain UHSULQWHG *XLOODXP H6EKVURGIOIOQ N MU,B RW S 3RRQ
LQ ZKLFK &KULVW ZLQV fav &thlde Rrbivia g Mo thhdk RolJaGsad example of a
Roman Catholic on the faculty, who complained to our headmaster (incidentally a direct
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descendant of Cotton Mather). Demain was suppressed for a few weeks - which vastly
increased our readership once it reappeared. News of the censorship enchanted Georges
Braque, who wrote us that this proved that Apollinaire was still very much alive.™

His youthful radicalism thus assuaged, he was never again to risk controversy. Indeed, he eventually
became a pillar of the Episcopal Church, a family man of impeccable character, and a distinguished
academic. He graduated from Harvard in 1936 and then worked as a banker and subsequently as
curator of manuscripts for the New York Historical Society. He gained his PhD in Art History from
Columbia University in 1956 and became the Archives of American Art Professor at Wayne State
University in Detroit in 1964, a position that had been created especially for him.
$QGUHZVYT RZQ FRQWULEXWLRQV WR KL&f subjedtd BisZdive@& @&XGHG GLV
*HRUJLD 21.HHIIH ODQXHO GH )DOOD WKH SKRWRJUDSKLF FROOHFWLR
architecture at the Museum of Modern Art, as well as some short pieces of creative writing. In the
latter, the first signs of the s X UUHDOLVW VW\OH RI ORQWDJX 215HLOO\ EHJLQ WR D
& Sile balcon tombaitf D TXRWDWLRQ IURP 5 DM\PHOGhEres[R3YA])fadtOr§is/a narrator
ZLWK D PDG ORYH IRU (OLDQH ZKRVH pEOXH H\How whith@rE@MHG WKH R
SDLQWLQJ E\Y° 3k Rddr¥asRef| by reading from Lautréamont, then pursues her through a
window, while making sinister references to Louis Aragon and Gérard de Nerval. She ends up
mysteriously frozen in the glass, stone dead, in his arms.
7KH ILUVW FRPSOHWH 0R QRWeCEVCcafvESTHEa$®OAf A0Goldén Doorknobs,
Dedicated to the perilous memory of Don Luis de Gongora fiwas published in 1935 in transition. In the
foreword to The Surrealist Parade, Andrews recounts how this fiction was endorsed by Breton.'® The
tale includes descriptions of billowing hair without heads and walls that palpitate like melting soap,
LPDJHVY WKDW ZHUH WR UHFXU LQ ODWHU VWRULHYVY -DPHV /DXJKOLQ
mocked Jolas 1V U D W kéhthudiastid lumpeting of it in issue 23 of transition as an example of
1S D U D ¥ \twis never included in any subsequent Montagu O'Reilly collection, which was perhaps
D UHIOHFWLRQ RI WKH IDFW WKDW /D XJK@pu® fol ks owd hhi@ssPe@ 2T5HLOO
Directions.
7KH QH[W 295H [@®omamickMuseum, fwas published in the first New Directions
Anthology in 1936, alongside works by Gertrude Stein, Ezra Pound, Jean Cocteau, e. e. cummings,
Henry Miller and others. The story is set in the estate of the reclusive Paul Duval near Maisons-
Laffitte, fourteen years after his graduation from the Lycée Condorcet. Rianos of Sympathy fvas also
published in 1936, the first single-authored book from New Directions. This story takes place initially
LQ WKH 3DOD]]R 'XFDOH OXVHXP RQFH WKH VL[IWHHQWK FHQWXU\ UHVL
of Mantua, on August 21, 1935. The narrator, an American traveller, is subsequently driven to
Florence by Count Giacomo delle Fontane, a wealthy banker. After that publication, a steady stream
of O'Reilly stories appeared, which were eventually issued in 1948 as a collection by New Directions,
under the title Who Has Been Tampering with these Pianos? This was reprinted in London in 1988 by
Atlas Press.
The name Montagu O'Reilly was taken from a box of old visiting cards in a London bookshop,
ZKRVH SURSULHWRU ULGHQWLILHG 2 5HLOO Degpie Ghe viGid todta® LQ WKH
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between the rather daring O'Reilly and the ultra-respectable Andrews, Laughlin argued for their

indissolubility:

, UHVLVW WKH WHPSWDWLRQ WR FODLP WKDW 3URIHVVRU $QGU
different persons, they were not. | knew them both very well. They were one of the same."®

Montagu O'Reilly was not Andrews' only alter ego. The stories repeatedly feature an aptronymic
character named James (or Paulus) Wander who travels widely across Europe and America.
Wandering, whether in dreams, prose, or reality, was extremely important to Andrews. It is also
WHPSWLQJ WR VHH WKH VXEVWLWXWLRQ p3DXOXVY DV D UHIHUHQFH W
+HVVH GHVFULEHG LQ ORYL6QH O HWHG METZRXEaNG & idrzawly from school
and the attentions of his teacher, one Professor Paulus.> +RZHYHU WKH 2Y5HLOr@GbabyWRULHV Z
written too early in his career for Andrews to have been aware of this coincidence at the time.

-DPHV :DQGHU LV GHVFULEHG DMWHKH RRQIEXP RIZBERIKRD@ puDPDVVHC(
IRUWXQH DW I Preexhe\Soft Silken Damage Done, fwhich takes place during a masked ball
in the home of wealthy society hosts Mr. and Mrs. Honorius Anger in New York, we learn that he also
owns a transata QWLF VWHDP \DFKW QDPHG p7KH :DQGHUHUYT DQG D SULYDW
The latter could be a meaningful play on the names of Molina Aterno, a comune and town in the
province of L'Aquila in the Abruzzo region of central Italy, and Moline, one of tKH p4XDGY FLWLHV RQ '
banks of the Mississippi, 165 miles west of Chicago, and then (as now) part of the engine of the
American industrial machine. Moline was well known to Andrews: after attending Harvard he had
worked at the Northern Trust Company in Chicago for a year. Laughlin consequently surmised that
:DQGHU ZDV puVXUHO\ D KROGRYHU IURP >$QGUHZV @ GD\V LQ EDQN]

SBRXUWDOHYV &LH" ZD@I—I@WE!DIQ)thIItectaWﬂHat:ﬂ

| never met Wander, but now and again cryptic postcards from him would reach me from

abroad as Wayne travelled or there would be news of his operations in letters. The most

puzzling of these reports came in a letter of March 1968:

M<RX ZLOO EH VDGGHQHG « WR OHDUQ RI WHKIH IOHDOWK RI -DP}

his suite at the Hotel Plaza, Buenos Aires. At the time of his death he had decided to eschew

all American steels (for which we must forgive him) and to rearrange his portfolio to

emphasize his faith in André Citroén S.A. and the Michelin works. He had already booked

passage for Bordeaux on the new Duc de Choiseul 4

André Citroén (1878-1935) was a French industrialist who founded the S. A. André Citroén
automobile company in 1919, which by 1921 was the fourth largest car manufacturer in the world.
Wander's rejection of American steels in favour of European car manufacture suggests a certain
Europhile longing which ultimately goes unfulfilled.
The originality of the O'Reilly stories turns on the surreal encounters between brokers,
bankers and wealthy American industrialists and a Proustian (or rather, given Andrews' interests,
Whartonian) world of the fading French-VSHDNLQJ pOLWH 7KH\ UHVSRQG WR VXUUHDO
ruling classes yet do not endorse their embrace of communism. Communism is a constant but subtle
presence, most dramatically articulated by the sudden appearance of Lenin, working in disguise as a

butler, in Whe Depraved Piano of the Nevski Prospect. {He stands up for an oppressed and
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consumptive young female pianist by magnetizing the steel keys of the piano with his teeth. However,
WKLY OLEHUDWLQJ \HW WKUHDWHQLQJ JHVWXUH PD\ PA#lGDO RZH P
Hallucination: six apparitions of Lenin on a Grand Piano than to any incipient communist sympathies.
W LV FHUWDLQO\ HURWLFLVHG DV OOOH 6&-lik& keys that WlipOrbnstheFRQI XV HG
HGHSUDYHGYT SLDQR u+DG 1HYD PRLVWTRSsHppeaRiRcd of ReQIG efletisG  «
$QGUHZVY HYROYLQJ DWWLW X Gflsuvéddisw/ ByHthiS Bnae| M¢ ly&uEthéil faséisatishw V
with the movement had matured into the distanced curiosity of a cultural historian. Andrews was
certainly no communist, but neither was he unsympathetic to their anger and frustration at the
bourgeoisie. Rather than make political identifications in an explicit or transparent way, the politics of
WKH 2915HLOO\ VWRULHY LQKHUH LQ WKHLU H[SORLWDWLRQ RI WKH RXW
In his celebrated 1929 essay 'Surrealism: The Last Snapshot of the European Intelligentsia,
Walter Benjamin included grand pianos in his list of those outmoded items whose revolutionary
energies were, he argued, first perceived by Breton.?® Twentieth century means of reproducing music,
such as the phonograph, had quickly consigned pianos to that category. They consequently exerted a
certain fascination on the surrealist mind, both as evidence of a superseded culture and as fetish
objects. The imposing casing, the shiny surfaces, the black and white teeth of the keys, the
mechanical interior and the tremendous heaviness could combine to create a vaguely sinister
eroticism. Several surrealist works play with the eroticism of the piano and its, usually, female
SHUIRUPHU )RU LQVWDQFH 6 DSnrvedlist Pldno 01034) Mn Which @ Si&ketiUdmale
dancer in bronze stretches atop a piano whose three legs are in fact those of a girl wearing high heels
and bloomers, seems to embody this spirit of imaginative, libidinal revolt against the prudery of the
Victorian drawing room.
Following Benjamin, Hal Foster argues that one way of viewing the revolutionary potential of
outmoded forms is WKHLU DELOLW \« WER YIWHRLW P FibEHtallente fo capitalism
represented by O'Reilly's grand pianos can be located within this reading of the surrealist outmoded
which sees it, following Benjamin, DV LGHQWLI\LQJ p3WKH VLWXDWLRQ RI WKH PLGG
VKRZV WKH ILUVW VLJQV Rl GHFOLQH ~ ZKHQ LWV FKHULVKH@ IRUPV EH
IURP DSSHDULQJ DWW, T2 KK SUIDEROOQQYWVNSWRULHY DUWD R S HE MIHFIWHG WAR
DOWHUDWLRQV ZKLFK JR IDU EH\RQG WK HDPR@aNeHd SHngdiy W h&e SLDQR W
water-filled Pleyels. In fihe Prairie Avenue Piano Recital, fwhich is set in the gothic pile of the wealthy
businessman Ogden Dearborn, on Prairie Avenue, near Lake Michigan, we find English Broadwoods
filled with snow. #® Blippers, the Imperial Police and Paris fis a kind of detective story in which a
German piano manufacturer and a French minister pursue a mysterious quest around the private
dwellings of various Princesses and Countesses in Paris, with a dénouement WKDW KLQJHV RQ D pJRC
PDQHY FXVKLRQLQJ WKH NH\ERDUG R OihtD¥pidvedi PiamoHof e Mé@K DORQH R
Prospect, fiwhich takes place in 1921 during a hotel luncheon hosted by Count Raimund von
Waldtraum, onetime secretary to the German ambassador in St. Petersburg, with guests including an
hotelier (Floor dei Vasani), the narrator, and various Russian diplomats is enough to convey the point,
EXW WKH VWRU\ IHDWXUHV DQ (UDUG SLDQR ILOOHG ZLWK GRXJK ZKLC

detailed in his descriptions of all these tamperings, specifying the manufacturer of each grand piano.
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Indeed, there are several diverting discussions of the relative merits of different makes of grand piano
that focus on their construction and commercial advantages rather than their tonal characteristics. So
215HLOO\YVY JUDQG SLDQRV DUH ULGLFXOHGd. ARk Rapp@dl lasH& DQG LQ\
aspirational feature of bourgeois life is ironised and undermined.

Liszt and Chopin both appear, either through their music or in person. The fountains of the
3DOD]]R RI ,VDEHOOD GT(VWH ZKR ZDV NQRZQidfance) ihislugrdvide ' RQQD T R
the setting for Rianos of Sympathy, f[HYRNH /HV -HX[ G (DX[ j OD 9LOOD G (VWHY 7KI
Villa d'Este), |UR P /L Xin&e% e Pélerinage (although the work itself is never directly mentioned).
Liszt makes an appearance in person in Slippers, the Imperial Police and Paris, fnitially disguised as
D UWWLOHQW DQG KRRGHG |1’J %K R SURapid B pertoRi@d\bY tvip Italian dwarfs,
ZKR OLFN WKH VWULQJV RI WKH %URDGZRR G VE[HDRUGH pHs[H FEXKQWH. QD WINV B B Y
[the Prairie Avenue Piano Recital. # In the Depraved Piano of the Nevski Prospect fa tubercular
\RXQJ JLUO LV XQDEOH WR VXPPRQ XS WKH SK\VLFEQd&/NBWHQJIWK QHFH
the Erard filled with dough. Liszt and Chopin were the archetypal Romantic pianist-composers, and
the piano manufacturing industry depended to a great extent on the popularity of their music. Just like
the pianos themselves, these composers are invoked as evidence of outmoded bourgeois high
culture whose superiority and longevity can no longer be taken for granted.

The recurring appearance of frail and consumptive girls throughout the stories reinforces the
impression of a fatally sick high culture. As they reappear within the twentieth century context of the
stories they become manifestly uncanny, often transformed into mannequins or, in the case of the late
Miss Elenor Hammersley, recreated entirely from human hair. Paulus Wander falls temporarily and
sickeningly in love with her in @nce The Soft Silken Damage Done Yhe moment he realises that she
LV D YHQWULORTXLVWIV GXPP\ DQG DXWRPDWRQ SURYRNHV WKDW uVv
Breton described in L'Amour fou.*! The ill-prepared Wander turns away from the horror in a state of
GHOLULXP DQG VWXPEOHV PpWKURXJK VKDEE\ DYHQXHV XQWLO GDzZQT
WKH pu$TXLO & The soluGod lis gvidently to get away in his modern machine, back to the
rational world of business.

Ideas of liberty and love predominate in the O'Reilly stories. He seems to have responded to
what Foster identified as a connection between the surrealist uncanny and the Freudian death-drive.*
The stories figure this connection in the form of sadomasochistic deconstructions of the female form,
which are accomplished through recurring fetishistic motifs of hair and keyholes. In common with
PDQ\ RI WKH (XURSHDQ VXUUHDOLVWYVY 25HLOO\ GLVSOD\V D FHUWL
objectified and dehumanised, reduced to a collection of body parts. The extent to which this reveals a
more deep-rooted misogyny in Andrews himself is debatable. These dislocated body parts are rather
WA\SLFDO HYHQ FOLFKpG VXUUHDOLVW WURSHV EXW WKtdbhe IUHTXHQ\V
way in which the problematic gender politics of European surrealism gained currency in America.

Hair, in particular, features in every one of the stories as the supreme example of a fetish
object. This is rooted in Freud's understanding of the fetish as a substitute for the maternal phallus,
often 'some part of the body (such as the foot or hair) which is in general very inappropriate for sexual

purposes. {f In Rianos of Sympathy fhanges in piano temperature alternately deaden and revivify the
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hair of Giulia Davanzati, in an echo of the musical phenomenon of sympathetic vibration. In jihe
Prairie Avenue Piano Recital, fa keyhole is hidden in the side of an F sharp key, which when opened
reveals another key, which in turn opens a drawer containing D \RXQJ JLUOTV ckekelik6s UDWHG
which soaks up the snow filling the piano. In Jthe Romantic Museum, fEliane de Hautecoeur (possibly
WKH VDPH 3(OLDQH" WXEOLWOBISEDB O PR @MARS EeDHalVvia a control cord to a
mechanical brooch she wears. Travelling as a passenger in a motor car at a speed of 89 kilometres
per hour, she is able to adjust the cascade of her hair at a precise rate of 88.3 kilometres per hour.

Eliane's mechanical hair provides a particularly arresting moment of convulsive beauty that
seems to encapsulate O'Reilly's surrealism in a single image. It takes place at a dinner at the
Maisons-/DIILWWH KRPH RI 3DXO 'XYDO ZKLFK KH VLJQLILFDQWO\ GHVF
PXVHXP 1 D SKUDVH WKDW F D XiVtHe/mMd® RithigudRiesis 1 AfteiQalpvofinising start
DV D VWXGHQW 'XYDO KDV ZLWKGUDZQ FRPSOHWHO\ IURP VRFLHW\ pW
VFLHQWLILF SUREOHPV ¥ 2Q WKHLU ZD\ WR WKH GLQQHU ZLAWK KLV IU]
KLVWRU\ 1 (OLDQH V KXVEDQG SOHDGV ZLWK KLV ZLIH WR EHKDYH ZHOC(
FDQ FRQIXVH KLVWRU\ § bQG SURFHHGV WR GHPRQVWUDWH WKLV DV

racing, in Duval's garage:

Sublime in the spurious sun of the garage lanterns, the tresses of Eliane de Hautecoeur had
descended, liquid in speed. And as the onlookers gazed with pleasure at the conquering
imitation of light, it was acknowledged by all that hair had indeed vanquished history. %

Theword VXEOLPH LV QRW XVHG OLJKWO\ LQ WKLV SDVVDJH 7KH KL
is at once personal and political. The onlookers are provided with an alternative to reality, achieved at
a certain speed, which is nevertheless arrested. At the same tiPH 3DXO 'XYDOfV DEDQGRQPHQ
political reality, in favour of the sequestered pursuit of (surrealist) science, finds fulfilment in the
scene. This ecstatic and mechanomorphic moment of surrealist precision seems also to validate the
MIDQWDVWLRITWIRS QURW/EQJ RI 2T15HLOO\ KLPVH Odforntng Hn@menl intoW LV R QO
machines that such transcendence may be achieved.

Mannequins they may have become, but these uncanny females nevertheless resist Bataille's
LGHDV Rdrgarr pex appeal.’’ 25HLOO\ DSSDUHQWO\ VKDUHG %UHWRQfV GLVD!
Second Manifesto RI %DWDLOOHYV IDVFLQDWLRQ ZLWK pWKDW ZKLFK LV YL
FRUUXSWHGY BQhesKate BRU® & sublimated fetishism. Thus, Wander is entranced by
(OHQRU +DPPHUVOH\TVY KDLU ZKLFK LV VR VHQVLWLYH WKDW LW VHHP
FRPIRUWHG E\ DQ LFH EDWK ZKLFK FDXVHV KHU paWZR DOBEDVWHU
Despite the warnings of the dandy Ward McAllister and his companion, the Duc de Morny, who reveal
that Elenor is in fact operated by her demented widower husband Count Capolavoro (the name
PHDQV pPDVWHUSLHFHY :DQGHU FDQQRW UHVLVW KHU DOOXUH

Similarly, in fthe Influence of Harps and Laundry on Railway Commitments, fwhich is set in
the orphelinage Eugéne-Napoleon in the Rue de Martignac (next door to the Bavarian Embassy) in
the early years of the Second Empire, a dozen young girls perform an aria of Offenbach on partially
de-stringed harps that are laid flat (effectively, eviscerated pianos) and have soiled napkins covering
WKHLU UHPDLQLQJ VWULQJV 7KH IRXQGOLQJV ZKRVH puIRDPLQJ KDLU
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shyly to the Empress Eugénie, the banker Giovanni delle Fontane and the mine owner 'Marchese
Ragnatelo, born Treptu in Bucharest, [who] had once clerked for Carlos Anger in New York.' The
ODWWHU puDGPLUHV IRU D PRPHQW WKH FRQIKKNLRRORI M KB \J IZHDWY \DXES
warm white slippers, donated by the Empress. All the Freudian symbols come together in this story,
which seems to parody psychoanalysis and even gently mocks surrealism itself.

2 5HLOO\ QHYHUWKHOHVYVY JHQHUDOO\ IROORZHG WKH VXUUHDOLVV
irrationality of the dream to its analysis. Freud's disapproval of Breton's fascination with un-interpreted
dreams and their grtistic fconsequences is described by Andrews in The Surrealist Parade. He
recounts the letter from Freud to Breton dated 26 '"HFHPEHU ZKLFK #wdnwiddi@a p, UH
position to understand what surrealism is and what it means. Perhaps | am not intended to
XQGHUVWDQG LW VLQFH , D'P 216WHLIDZDYV URWRDUWV] DOVROMHQFRGH G
therapeutic psychoanalysis. The Romantic Museum, for example, recounts a story of 87 young girls
(the same number, minus one, as there are keys on a grand piano) who, having been hypnotised by a
whirling triangle on a black circle dangling from the wrist of a mysterious gentleman, wander the
streets of AsnierHV ZLWK KDQGV WKDW DUH EHZLWFKHG LQWR puPDNLQJ WKH
PRVW JUDWLI\LQJ FDUHVVHY WKDW WKDW FLAaV'I\hiKeD(Qn[)IEIerVS}HiBhQﬂ WR SDV
parts company with Freudianism, not least in its use of hypnosis to achieve a sexual outcome. Having
explored hypnosis in his early work, particularly with Josef Breuer, Freud rejected it as a technique in
favour of free association, and ultimately his celebrated sessions of analysis on the couch. O'Reilly,
on the other hand, places it at the centre of the most overtly sexual episode in the stories.

Blippers, the Imperial Police, and Parisf FRQWDLQV DQRWKHU H[DPSOH RI

reinterpretation of the Freudian death-drive:

Although the yards of chevelure which layonthe loRULQJ RI WKH \RXQJ ZRPDQYV EHGI
been long shorn, the manes were still murmuring when the two old men entered. Doubtless

the swollen Venetian slipper which pierced the mound of hair had agitated some sensitive

strands.

However, the warm bread whichiQI1ODWHG WKH JLUOYV VKRH KDG QRW EHHQ S
way the admirable shellac of the footwear: meticulous baking had allowed no dough

whatsoever to overflow the tight lacings.*®

7KH IRXQG VOLSSHU UHLWHUDWHYV %UWMR@J\MQ’RWHTVW@EMIIGHW ¥ RUIGH/ V (
,Q WUHWRQITWHKHDF®QBSHU VSRRQ LV pQRW RQO\ D IHWLVK WKDW FRP
SODFN" ZLWK DQ LPDJH RI SKDOOLF 3XQLW\" LW LV DOVR D 3&LQGHUHO
(CIQGHUHOOD ZLWK DQ LPDJH ‘RIGHPASPREDQRY ADNVRKHY WKH VOLSSHU |
dough is a more maternal and life-affirming substance, which is nonetheless constrained and
sadomasochistically eroticised by the tight bondage of the lacings. The male pyHQWU\Y] LQWR WKLV WU
female interior eventually leads the two phallic policemen all the way to the central mystery.

This story is constructed from a chain of reasoning that articulates a bizarre industrial
imperative while offering a surreal solution. Napoléon IIl had told one of the policemen, named Piétri,
WKDW WKH WUDGH SRVLWLRQ RI WKH (PSLUH pGHSHQGHG HQWLUHO\ XS
VWROHQ WKDW QLJKW |UR P*DhiZ bdd Hekarise\Bdrop&an pRno\manufacturers had

been using a cheap but poor quality substitute for ivory (the price of which had risen prohibitively high)
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LQ WKHLU NH\ERDUGYV &RXQW 5DLQHU YRQ :DOGWUDXP WKH VXUQDPH
commercial secret that the only way to cushion these new keys successfully is to use chevelures, a
solution first proposed by Franz Liszt himself. However, the chevelures had been stolen from an
Anonymous Society who had purchased the necessary stock. Waldtraum notices a key that
resembles one sent to the businessman Ogden Dearlove in Chicago for his piano. The key opens the
EHGURRP YHLOHG EHKLQG PYROXSWXRXV UHG FXUWDLQVY RI WKH JX
the chevelures are found, along with the slipper. This narrative structure interweaves the tropes of
O'Reilly's fetishism with commercial and industrial themes. American big business is introduced at a
crucial moment, relocating the solution away from Europe. Yet without the insights provided by the
(XURSHDQ MIRUHWWKH UHDDPO SHQHWUDWLYH DFWLRQ FRXOG QRW EH DFK
Most of the stories are constructed around similar encounters between the surreal dream and
hard commerce. The performance of the foundlings in fthe Influence of Harps and Laundry on
Railway Commitments, fifor example, leads directly to a confession from the banker Fontane to
Waldtraum that he has made an investment in twenty thousand shares in Lombardo-Venetian Rails. It
is the evocation of Italy through soiled laundry and harps, a discovery of both sexuality and the
unconscious that has persuaded him to make that decision.
Likewise, in Whe Prairie Avenue Piano Recital, 0gden Dearborn and Paulus Wander meet to
GLVFXVV EXVLQHVY :DQGHUYVY DVVRFLDWLRQ ZLWK (XURSé&/&8Q FXOWXU
RI WKH phUHDOWRU DQG GU\ JRRGY GHDOHUTSHQ UEBER URQRAHRIEN F DN UY H\
mode PQG UHPHPEHUV UXPRXUV RI DQ DEDQGRQHG ORYH DQG D EDVWDU
WKH DULVWRFUD F\“Rrhenalegods-bi @ «lesfiribe the surreal chain of events that lead to
the dehydrated chevelure of a very young girl being used to soak up the snow that has filled the
Broadwood so that the dwarfs may give their performance. The successful conclusion of this
operation leads to some hard bargaining around some tapestries in which Dearborn, deeply affected

by the recent experience, comes off worse:

H$SQG QRZ 1 >2JGHQ 'HDUERUQ@ EHJDQ MPWKRVH 1HZ -HUVH\ $XEX
Trenton, they will nevertheless have awide VDOHYV DSSHDO ¢
H6R ZLGH 1 DJUHHG 3DXOXV :DQ8BHU pWKDW , WDNH ,00LQRLV 1

Wander goes on to claim several more large tracts of land, while Dearborn is disturbed by a more
intimate memory. Gazing at the chevelure he sobs: gODU\ 0QU\ °
Thus the tablesaUH WXUQHG 'HDUERUQYVY DWWDFKPHQW WR WKH JUHXG

personal associations and memories, has made him susceptible to precisely that weakness that he
first decried in Wander. Meanwhile, the latter has gained in commercial strength. The objects of trade
are the very antithesis of surrealist objects: stylised seventeenth and eighteenth century tapestries
depicting conventional figures against a background of verdure, foliage and vignettes of plants and
animals. These are bourgeois decorations which, to complete the commaodification (and vulgarisation)
in this case are reproductions, manufactured in Trenton, New Jersey. Wander knows that Americans
will consume these objects in large quantities but the price of the trade is that aspect of oneself that is
susceptible of surrealist fantasy. It is as though French surrealism itself is incompatible with the

banalities and realism of American materialism.
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Throughout the stories there is evidence of the influence of visual as well as literary
suUUHDOLVP RQ 25HLOO\ $QGUHZYV 7KH GHVFULSWLRQV RI QLQHWHHC
novels of Max Ernst, with their collisions of catalogue pictures and illustrations from melodramatic
QRYHOV $V )RVWHU FRPPHQWYV u(Wdtnmddetl td &d® psyidhically Keldressed sV RUL F D O
the very level of representation, specifically of representations residual in surrealist childhoods - that
LV WR VD\ LQ WKH HUD RI WKH JUHXGLDQ 3GLVFRYHIDORRIYysVH[XDOLW
version, this encounter is intruded upon by the adult parade of American bankers, traders and
businessmen. Andrews lived in a very different time and place to the European surrealists, one in
which there were no ready equivalents to Ernst's Victorian interiors. Andrews felt this discrepancy
keeny DQG WKH WUDQVORFDWLRQ RI (UQVWYV LPDJMHagindixatibHEsHG VRPHW
(UQVW KLPVHOI LQ $PHULFD ,Q 29Y5HLO Ghfhas \ney BgrovinH afXtheRSHD Q V X
encounter with the adult world of $PHULFDQ PDWHULDOLVP LV FRQVHTXHQWO\ WUL
position as a writer reflects this tension and he consequently seceded into literary silence.

Salvador Dali is also a strong presence in the O'Reilly stories. Dali was of course much more
influential in the United States than other European surrealists DQG %UHWRQTV PRFNLQJ DQDJU!
QDPH pu$YLGD 'ROODUV § QHDWO\ VXPPHG XS WKH UHDVRQ IRU WKLYV
presented opportunities for surrealism in America yet also TURP % UHWR @%Vspslled) ¥%6S HF
corruption. % UHWRQT\Vat GRLUPIDA LQYROYHPHQ\te anQ, mote hioatlly idpedib€is
VXEWO\ HFKRHG LQ WKH 295HLOO\ VWRULHV $QGUHZV KHGJHV KLV EH)
the figure of Dali while at the same time wary of his self-promotion and narcissism.

Thus the GHVFULSWLRQ-/MIVK KIXKDUWGWH. OOH 1 | RdceHhd®d BdbtColitkenL Q
Damage Done, fseems to be modelled on the Bal Onirique, which took place in New York in 1935.

This was instigated by Dali and organised by Caresse Crosby and Julien Levy's wife, Joella. Gala
FRPPHQWHG pLW ZDV DQ H[SHULPHQW WR VHH KRZ IDU 1HZ <RUNHUV ZI
WKHLU RZ QSOGﬂgh-Isibd?éW ifidulged itself with gusto in the process setting down a blueprint for

PDQ\ VXFK HYHQWYVY LQ WKH IXWXUH 1RYHO FRVWXPHV ZHUH WKH RUGH
ELUWK WR D GROO IURP WKH WRS RI KHU KHDGY DQG pZRPHQ LQ VKLP
emerging from their KHD &V

215HLOO\fV VWRU\ ZKLFK WDNHV SODFH GXULQJ D PDVNHG EDOO
IHDWXUHV VLPLODUO\ RXWODQGLVK JDUPHQWYV )RU H[DPSOH ouv +
Burgundian Princess of the XV Century [with] numerous doves nestiQJ DERXW K# ThezByé-VW
Lash Quadrille is accompanied by the band of the conductor and choreographer Wunder (wondering
and wandering meet in this story). Wander, trying unsuccessfully to please Miss Hammersely by

offering to fetch a plate of terrapin, settles for joining her in watching

the ballroom floor where Mrs Carlos Anger and her set were completing the Eye-lash routine.
None other than the outstanding conductor Wunder had invented the fantastic dance steps
which those women, mounted on stilts, danced. In the center, the hat of a very young girl
represented the g)upil of the human eye, while each spouse stepping round her was clad in an
enormous lash.’

Papers of Surrealism, Issue 10, Summer 2013 11



© Andrew Hugill, 2013

The eye itself is, of course, a recurring motif in surrealism, much exploited by Dali and here, once
DJDLQ WUDQVSRUWHG E\ 25HLOO\ LQWR WKH KRPH RI ZHDOWK\ $PHUL
how surrealism was sufficiently compatible with American high society to be suitable for such
occasions. Nevertheless, in his stories, it takes a specifically European presence (Wunder) to
guarantee authenticity, something which Andrews presumably concluded from watching Dali.
The spirit of Dali also seems to be present at the dinner given by the reclusive Paul Duval in

fihe Romantic Museum. fThe guests are shown into the great Dining Hall,

but as the company leaned back in their Louis XV chairs, they noticed that the very touch of

their backs on the chairs produced an intense operatic whistle. When the whistle had run its

course, all recognizeG WKH WXQH DV WKH IDPRXV +DXQWLQXnedWhHPH IURP

Unfinished Symphony. Bewildered, the ladies and gentlemen arose and stared at the chair

backs. To their surprise, they discovered that on the back of each chair was a projected a pair

of full-size lips.>
'XYDO UHPDUNV WKDW WKH OLSV DUH D pVFLHQWLILF UHSOLFDT RI W]
/IRUHQ]R GHY OHGLFL &ODULFH GLHG DJHG RI WXEHUFXORVLV DQG ZI
and others, as well as being the mother of Pope Leo X. Her lips, to judge by the portraits, were rather
WKLQ DQG FRQVXPSWLYH 7KH LQLWLDO HYRFDWLRQ RI YROXSWXRXYV F
way to an apparently more repressed image.

There may be an implicit critique of Dali's showmanship in this turn. Just as the Louis XV
VW\OH EHIJDQ WKH PRYH DzZD\ IURP WKH URFRFR WRZDUGY PRGHUDWL
strict religious beliefs contrasted unhappily with the humanist ideals of Florentine society. Likewise,
Paul Duval himself, who was immensely popular as a student and seemed poised to live a high life in
SROLWH VRFLHW\ GLVDSSHDUHG IURP YLHZ IRU PRUH WKDQ D GHFDGH
scientific problems.J 7KLV PRYH WRZDUGV UHYW UDMWXW $IQOG FIRRODMLVREZIY MR XU
FRQVHUYDWLVP 7KH IODPER\DQFH RI 'DOtTV YHUVLRQ RI VXUUHDOLVP
elitism that Andrews admired. While not siding with Breton in denouncing Dali, Andrews nevertheless
managed to convey his XQHDVH TXLWH HIIHFWLYHO\ LQ WKH 25HLOO\ VWRULHYV

,Q WKH SXEOLF PLQG 215HLOO\ PLIJKW KDYH PRVW FORVHO\ EHHQ
&RUQHOO WKH p(QFKDQWHG :DQGHUHUY RI ODQKDWWDQ DQG DQRWKI
surrealism of sorts was made available to Americans. Cornell himself used that nickname in an article
VXEWLWOHG p([FHUSW IURP D -RXUQ HJie® BEgaEnd, RnUL94H SBlyersnBtEsU U 1 L Q
WKDW p>D@ IRRWQRWH H[SODLQV WKDW W K HCaWMavi®Oudn Meb& RvbbURZHG [UF
ZURWH LQ WKH KRUQ TXDUWHW RI WKH RYHUWXUH WR 3'HU JUHLVFKX
:DQGH UHabrmidl acknowledged that his 7 D J O L Re@eél dsket MDOWKRXJK QRW LQVS
by, would remind anyone familiar with it of Pianos of Sympathy % This erotically charged box has a
velvet lining and contains three rows of four glass cubes resting on blue glass and various fragments
of jewellery including a necklace. It is an homage to the ballerina Marie Taglioni, who reputedly
danced on an animal skin in the snow to entertain a Russian highwayman.

The subject-matter of the O'Reilly stories and Cornell's boxes is ostensibly the same: faded
fragments from another time, evocations of the Russian ballet or high society balls, mysterious

references to journeys undertaken and holidays at continental hotels and collaged objects such as
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slippers, ribbons, or birds. They share a love of detailed intricacy and a sense of intense focus that
give their work a certain timeless quality. They have a similar sense of history being vanquished by
the frozen moment at which these elements come together. However, the hallucinatory conjurings of
O'Reilly lead to the rather concrete world of big business, whereas the entranced Cornell remains
JD]LQJ XSRQ WKH PDUYHOORXV &RUQHOOfV ZRUOG ZDV HVVHQWLDOC
GHWDLOHG REVHUYDWLRQ ZKHUHDV 2Y5HLOO\fV ZDQGHULQJV FRYHU W
events described, have a sense of a grander scale. Come OOV ZRUN LV RIWHQ WKRXJK QRW
DV pybD FRGHG SHUYRWQOOHVMARUGDQRWKHU &LMHYWHmMAFMLEH WAHEH QT5HL
writing.”” 295HLOO\TV VWRULHV DUH rel@igetyVitieRad heOsubfeetivity) & theQaiithor.
Given the common currency of the assumption that surrealism was primarily concerned with the
psychic life of the author, the use of the pseudonym DQG WKH LPSHUVRQDOLVP RI WKH 27
indicate a possible reason why they passed under the radar in America and have been forgotten as
bearers of surrealist influence.
295HLOO\ VHHPV WR KDYH IRXQG KLPVHOI UHQGHUHG LQFUHDVLQ
$QGUHZVY QDWXUDO FRQVHUYDWLVP E\ WKH LQWDicaly Histent W\ R1 D
European culture and by the strength of an American culture that demanded a stronger sense of its
own identity. The fact that literary surrealism was itself already marginal in comparison to its visual
FRXQWHUSDUW RQO\ FRPSRXQGHG $QG6tdatlodyV GLVVDWLVIDFWLRQ ZLWEK
The Montagu O'Reilly stories dried up in the late 1930s, roughly coinciding with Jolas' turn
away from surrealism and the publication of the first issue of View in 1940. It is instructive to examine
Andrews' relationship with surrealism once he ceased creative writing. Unlike Jolas, he made no
attempt to carve out a new position for himself in the avant-garde. No longer did he present himself as
ORQWDJX 25HLOO\ LQVWHDG KH zZzDV WR EHFRPH :D\QH $QGUHZV D F
wide-ranging portfolio of interests and the photographic eye of a super-LQIRUPHG WRXULVW $V 27
KDG $QGUHZY WHQGHG WR SRUWUD\ VXUUHDOLVP DORQJ %HQMDPL
movement of his contemporary era to dream the future out of the ruins of outmoded nineteenth-
FHQWXU\ FXOWXUY O W KWUYHWAIBPHLOO\ $QGUHZV GLG WKLV E\ VKRZL
other movements to do the same, an account that culminates in The Surrealist Parade.
7KH OLVW RI1 $QGUH ZVYdphE 200evs Xan ibh@refRirely Rvitle range of topics: The
Vanderbilt Legend, 1941; Battle for Chicago, 1946; Edith Wharton's Best Short Stories, 1958;
Germaine: A Portrait of Madame de Staél, 1963; 6 LHJIULHGYV &XUVH 7KH *HUPDQ -RX
Nietzsche to Hesse, 1972; Voltaire, 1981; The Surrealist Parade, 1988; and numerous shorter
essays. Andrews' trademark writing style consisted of a series of elegant historical or biographical
miniatures that are woven together in a highly readable way. This readability drew censure from
academic reviewers who frequently found the books too anecdotal to make a useful contribution to
scholarship.59 $QGUHZVYT D @& WhBtDd-discover new facts - he was quite content to draw
entirely on existing sources - but to observe relationships and coincidences between people and
HYHQWY WKDW DGG XS WR D QRYHO pWDNHYTY RQ D IDPLOLDU VWRU\ 7
curiosity and eye for detail, so the reader gradually builds an impression not just of the subject but

also of the author who is telling the tale.
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One chapter of Siegfried's Curse is entitled The Expressionist Parade, a title that prefigures
$QGUHZVT ILTE eure&i®R Rarade. In a revealing paragraph, he compares Expressionism

with surrealism:

It is not exactly profitable to read each and every word of all of these [Expressionist] writers.
Unlike the Surrealists in France, they did not intend to leave row after row of volumes to be
devoured by the generations to come. Unlike the Surrealists, who codified and expanded the
marvellous tradition of Rimbaud, Lautréamont, Baudelaire, Hugo, and Chateaubriand =*to
mention only a few of the men summoned from their graves to applaud the performances of
their successors tthe expressionists had nothing but contempt for anything that resembled a
tradition. To say something absolutely new was the excuse for their existence. Once that was
accomplished, or attempted, they were usually exhausted. They could be amazing in the
evening and boring the morning after.

This emphasis on the importance of literary tradition strikes at the heart of Andrews' view of
surrealism. Breton and his group famously set themselves against anything that might have
resembled a literary career, yet from the First Manifesto onwards, surrealism invoked influential
precursors from European literature. Their revival of romanticism and the gothic was clearly of central
importance to Andrews, more so than other more recognisable or characteristic features of the
movement, such as its investments in ps\FKRDQDO\VLV RU WKH PDUYHORXV 7R KL
continuities with radical cultural traditions, rather than a shallow pursuit of novelty, proved the
superiority of their revolution over the Expressionists.
$QGUHZVYT LQWHUHVW LQ WHrilyyétdei@dd \amidstBhe hBnQréds & Heautiful
photographs of buildings in his architectural books. Although the images of buildings bereft of people
and photographed in a documentary style might reference, for instance, the photographs from
% U H WNRd@|T(1928) or the city scenes of Brassai, they invite very different interpretations. Anthony
Vidler has identified architecture as a home for the surrealist uncanny insofar as it pPFRQVWUXHV D
topology of symbolic forms, from the stair to cellar, that, from Freud on, have become topoi of dream
D Q D O \Antrefs' celebratory images do little or nothing to further this interpretation of the built
environment, concentrating instead on conveying an impression of American construction as
transcending its European origins. A typical example is his photograph of the Syracuse Savings Bank,
New York, designed by James Lyman Silsbee in 1876.% $QGUHZV UHPDUNV WKDW 6LOVEHF
6\UDFXVH ZLWK D 9HQHWLDQ *RWKLF VDYLQJV DQN VWLOO VWDQGL
Nevertheless, some of the photographs do seem to betray very subtly the one-time surrealist
gaze of the photographer, something that is occasionally reinforced in the accompanying texts. His
SLFWXUH RI +RUDFH :DOSROHYV uWR\ RddV YFigure2]Dior eGatpld) SEHU U\ + L C

accompanied by the following:

[André] Breton was also happy to find that Otranto could be considered an example of
DXWRPDWLF ZULWLQJ 7KHUH LV D OHWWHU RI :DOSROHYV WKDW
begantowriwH ZLWKRXW NQRZLQJ LQ WKH OHDVW ZKDW , LQWHQGHG
IULHQG 32QH HYHQLQJ , ZURWH IURP WKH WLPH , KDG GUXQN P\
hour after one in the morning, when my hand and fingers were so weary, but | could not hold

the pen to finish a sentence, but left Mathilda and Isabella talking in the middle of a

paragraph.®*
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However, Andrews' historical narrative ultimately concludes not in the triumph of a surrealist
'intra-uterine' architecture that sets itself against modernist functionalism but rather in a parade of both
domestic and public buildings that amount to a catalogue of European influences and original
American architecture that takes in modern and traditional styles with a dispassionate eye for
quality.®® His major response to surrealism, therefore, must remain the O'Reilly stories.

The title of the collection - Who Has Been Tampering with these Pianos? - perfectly sums up
215HLOO\fV VXUUHDOLVP ,W VHHPV WR EH tbingiK HdudgesiiRgxay attdml VW LR Q G
ZKRVH HYLGHQFH LV SODLQ EXW ZKRVH FDXVH LV XQNQRZQ un7DPSHUL
In the stories, history itself seems to have been tampered/tempered; the outmoded (pianos) are
replaced by capital (American ELJ EXVLQHVY WKH VXUUHDOLVWVYT UHYROXWLRQD
yet 2Y5HLOO\ ZLHOG ¥inBteSKND bf Xubind=pely he skews the conventional forms of the
short story into something that serves a particular interpretation of surrealism that privileges its
capacity to unsettle and disturb 7KH VKRUW FUHDWLYH OLIH RI ORQWDJX 215HLO
idiosyncratic legacy for surrealism in America, one that has been overshadowed by others, but

nevertheless increased its visibility and currency outside of France.
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Gardeners and Outlaws, or Playing Hide and Seek with Edward James and
Pavel Tchelitchew.

James Boaden

This essay considers the visibility of queer sexuality within the work of the artist Pavel Tchelitchew

and the writer Edward James from the 1930s and 40s. It examines 7TFKHOLWFKH ZHite S LQWLQJ
Seek (1942) DQG -D P HV Th&®avddner who Saw God (1937) in order to compare the ways in

which they negotiate questions of nature and artificiality in relation to sexuality.

In the ever-expanding literature examining the fraught negotiation of aesthetics and politics within the
surrealist group during the 1930s there is frequent mention of the way in which wealthy patrons
GDPDJHG WKH JWrigXdeutials HTINE attitude is perhaps most neatly encapsulated by the
FRPPRQ SHULRGL]DWLRQ RI WKH PRYHPHQWTV SROLWLFDO DPELWLRQ
1938 international surrealist exhibition." This exhibition is regarded as marking the near-total
conversion of the movement from one concerned with experimentation, research and politics to an
exclusive interest in aesthetics and the commodified artwork, associated with the fashionable tastes
of the elite.” Susan Suleiman memorably characterizes the decade as withessing VXUUHDOLVPYV PRYH
| UR Me |stieet to the salon,f DQG GLVFXVVHV WKH FRQWUDGLFWLRQV LQKHUHQ
exhibiting in a space like the Gallerie de Beaux-arts, known for its connections to high culture.® These
contradictions did not go unnoticed or unchallenged within the group itself - Louis Aragon, as early as
Z D U Q Hh@ spob®Va@ here find he was not wrong.* Many of the signal achievements within
the aesthetic field throughout the decade benefitted from the patronage of an elite class within
European socLHW\ 6XOHLPDQ GLVFXVVHV WKH REYLRXV LURQ\ RI WKH &RP
SDWURQDJH RI 'DOt D Q3 X €9BOP-aVilnh piixPed against the very society that was
funding it.
Most accounts of this period have focused on debates within the movement itself rather than

addressing how surrealism was perceived by the broad audience for the works produced by its

PHPEHUVY 6XUUHDOLVPYV LQIOXHQFH VSUHDG ZLGHO\ LQ WKH vV D
movement opportunistically took up its now fashionable strategies in their own work - -HDQ &RFWHDX({V
film Le sang d'un poéte EHLQJ SHUKDSV WKH PRVW REYLRXV H[DPSOH 0DQ

works are often looked at as derivative and unworthy of critical attention, yet they may allow us to see
issues and ideas being developed that the movement itself could not address but which their work
nonetheless suggested to others. This essay will examine two figures that appeared on the periphery
of the movement during the late 1930s and into the mid-1940s and look at the place of their work
within the division Suleiman draws between the street and the salon - and perhaps suggest a third
position of the garden. Neither Edward James nor Pavel Tchelitchew would ever be a member of the
surrealist group and both expressed a relatively limited knowledge of the movement. By examining
how the work of these men came to be assimilated into the movement (as it was understood in an
Anglo-American context) the polarized discussion of class politics and the surrealist group during

these years are further nuanced. The themes of their works and their public personas ask
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uncomfortable questions for surrealism, not only about class but also about the representation of
HGHIHQH BWMWWLOHIHG V HeXdeingteehth/cdrituR/Psudh as those that dominated the
fertile symbolist imaginary on which surrealism frequently fed in the 1930s.
Edward James was an extremely wealthy upper-class Englishman, who used his money to
become a significant patron of the arts in the 1930s.® James moved in fashionable circles, linked
predominantly to the European ballet. Around 1933, through his friendship with Marie-Laure de
Noailles, James learned of the surrealist movement. One of the first artists he became involved with
ZDV 6DOYDGRU 'DOt IURP WKH PLG V -DPHV DUUDQJHG WR ILQDQFH
that gave him exclusive rights to the works made under its auspice.7 -DPHV UHFHLYHG VHYHUDO RI
most celebrated canvases and allowed the painter to develop his style free of financial constraint.
However James is also responsible for other projects involving the artist that are considered by many
DV WKH EHJLQQLQJ RI 'DOtTV WXUQ WRZDUGV D FORZQLVK VKRZPDQVKI
a serious artist.® The commissioning of the ballet Bachanale (1939) would probably not have
KDSSHQHG ZLWKRXW -DPHVY LQYROYHPHQW ZLWK \Bi€ddVof Y&WsOG ZKLOFG
SDYLOLRQ DW WKH :RUOGTYV )DLU LQ 1HZ <R Uishmab This@hgutUH O\ ILQD
the 1930s James published a number of books of poetry and a novel, several of which play with
themes popular within the surrealist group.®
Pavel Tchelitchew was born into a wealthy and privileged Russian family, who lost all their
property in the 1917 Revolution. As a White Russian, Tchelitchew lived in exile in Turkey, Berlin,
Paris, New York, and throughout Italy, never returning to the land of his birth.'® Trained as a painter,
he achieved his earliest recognition as a stage designer before finding favour for his early canvases
within the Paris salon of Gertrude Stein. It is within this circle that he probably first became aware of
the surrealist movement, through his close friendship with René Crevel - during the hiatus between
& U H ¥ Bbarfilonment of the group in 1923 and his return in 1929. During the 1920s Tchelitchew
H[KLELWHG DORQJVLGH &KULVWLDQ %pUDUG D Q GragMahtit®mi HURPVHY X Q Gt
artists had links to theatre and dance design, and employed a figurative style that could be linked (like
surrealism) to a trajectory emerging from romanticism and symbolism.11 TFKHOLWFKHZYV DVVRFLL
with surrealist painting was assured in the following decade when, during the early 1940s, his work
arrived in the United States, where it was exhibited in galleries known for showing surrealist work
(such as the Julien Levy Gallery) and was frequently reproduced in the pages of Charles Henri Ford
DQG 3DUNH Wiei EddZiné (1940-48), which clearly marked its debt to the group and
frequently published their texts.™?
Unlike the products of the surrealist group, Edward James  Z U LandLRadel Tchelitchew § V
paintings DUH XQTXHVWLRQDEO\ ERXUJHRLY ERWK LQ WKHLU WHFKQLTXH D
early poetry was published in tiny runs, often in luxury editions. The poems frequently borrowed from
earlier forms such as the ballad, the sonnet, and the ode, such as those celebrating his travels in
Orvieto and Toledo.*® Although painting was still central to the careers of several artists associated
with surrealism, most had gone far to change conventional expectations of the medium.** In contrast,
Tchelitchew worked with the most traditional materials, techniques and genres. He particularly

excelled in the mode of the portrait, in which he often drew on the conventions of society portraiture
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from the earliest years of the century. Both openly courted the audiences of whom many within the
surrealist movement were wary, yet both were working in modes that were recognizable to that
audience as heavily influenced by surrealist aesthetics.

, ZLOO H[DPLQH KHUH WKH VKDUHG VFRSH RI 7TFKHOLWFKHZ DQG
FRQFHQWUDWLQJ RQ WZR PDMRU ZRU N Whe-GardenéfiwRo@Gavw GoR ABOHWHG QRY
and TchHOLW FKH Z  Hid& Bnid G&ék (:1‘;4!40-42).15 Both were well received at the time of their
FUHDWLRQ 7FKHOLWFKHZYV SDLQWLQJ ZDV ERXJKW IROORZLQJ LWV LQ
1HZ <RUN ZKLOH -DPHVY QRYHO ZHQW iMskbdeRuedtkrephititiorHitds Heeh WLRQV 7
UDWKHU OHVV VSHFWDFXOBDIUEHBD® HYMSQRYWOB KKIVVLQFH WKH V ZKLO
canvas hung recently in a lift lobby, before being returned to the storage it has occupied for the last
decade. These two works are closely linked through their subject matter - both deal with themes of
untamable nature - but also through the friendship between the two men in the 1930s. This friendship
was tested along the lines of sexual decorum during the time of their earliest collaborations in an
incident that tells much about the place of sexuality within an elite class during the decade and
shapes its representation in later works by both men.

$FWLQJ DV WKH SDLQWHUYYV SDWURQ DQG SURPRWrHrd abhd@ WKH ER
London, Edith Sitwell introduced the pair in the early 1930s. Tchelitchew designed sinuous, glittering
costumes for the ballet Errante, which James had commissioned for the Ballets of 1933, swathing
-DPHVY ZLIH 7LOO\ /RVFK LQ iBg shiekad W RheRBalléts bfP1933 Wvere key public
successes for both Tchelitchew and James, and led to further collaborations. 1933 was also a key
year in the career of the twenty-year-old writer Charles Henri Ford, who had traveled to Paris in order
to publish a scandalous novel he had co-written with Parker Tyler, titted The Young and Evil."" The
book was a difficult, sel-FFRQVFLRXVO\ uyPRGHUQY DFFRXQW RI WKH OLYHV RI D
OLYLQJ LQ 1HZ <RUN &LW\ LQ WKH V RIEKHL ROV KRKDR\DHMW BOV Z2\M R HX
terminology of the time), who rouged their faces and travelled to Harlem for drag balls, flirting with
sailors, sharing clothes and lovers. Each of the three central figures in the novel (two are thinly-veiled
representations of Tyler and Ford themselves) is a vagabond of one sort or another - living hand-to-
mouth in the cold-ZDWHU DSDUWPHQWYV RI *UHHQZLFK 9LOODJH DQG PDNLQJ
sidewalks. Arriving in Paris, Ford had already made contact with a number of American writers living
and working there whom he had published in his little magazine Blues (1929-30) - opening doors into
WKH VDORQV IUHTXHQWHG E\ 7TFKHOLWFKHZ )RUG TXLFNO\ GLVSODFI
Tanner and the two became inseparable.

The attitude of Edward James and his circle towards Ford in 1933 was one of a singular
animosity that centred on the book he had travelled to Europe to publish. During the 1930s
Tchelitchew was a highly visible and high profile homosexual, yet this did not significantly jeopardize
his place within a socially prestigious bohemian enclave. By looking at where Ford crossed the line
we might be able to establish some boundaries of acceptability within the loose codes of decorum at
work in this time. Popular biographies of Ford, Sitwell, James and Tchelitchew tell various versions of
an anecdote surrounding the fate of a copy of The Young and Evil in the hands of James and Sitwell.

James - speaking to George Melly in the late 1970s - is, as ever, the most garrulous in the telling:
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Charles Henry brought out a ridiculous book called The Young and Evil, co-written with a man
whose name | forget, and it irritated me because it was so silly and because | was still so
disapproving of homosexuals, particularly feminine ones.*®

James remembered Sitwell acquiring a number of copies in Paris, before being forced by Osbert
Sitwell to leave them behind for fear of arrest on the boat back to London (an account contradicted by
6LWZHOOTV FRUUHYVSR QGangEE alsZdulydgéststBaSmell came to his country house,
West Dean, near Chichester in West Sussex, to read the copy Ford had given to him. He recounts:

| found the book in the grate; in my irritation | had torn it into many more than five pieces; in
paUWLFXODU WKH ODVW IHZ SDJHV ZHUH LQ VKUHGV pn7KH ODVW
VDLG pn, ZLOO SXW WKHP WRJHWKHU IRU \RX T « (GLWK UHDG WKH
RWKHUYV SHQLV 6KH GLGQIW XQGHUVWDQG D ZRUG RI LW

The passage in question names no bodily part - only that there is a bite followed by a scream.”! In
RWKHU YHUVLRQV RI -DPHVY VWRU\ WKH ERRN LV VHBitwelleBRoH IDQQHG
only read the novel but perfectly understood its references to the homosexual demi-monde of
Greenwich Village and Harlem it describes. In August 1933, more than a year before the incident

James describes, she wrote to Allen Tanner:

I know that creature must be most dangerous. In the first place, judging from that foul and
XQVSHDNDEOH ERRN KH PXVW NQRZ WKH PRVW DSSDOOLQJ XQGH!
ILVK VWLQNLQJ LQ KHOO <RX VHQG KLP WR (QJODQG LI KHYV WLU
,11093 VHH WR LW WKDW KH JHWV IURP Wik, HrokV fRe YhbrheRtRQ WKV ERD |
lands!

While Sitwell turned a blind eye to the homosexual relationship of Tanner and Tchelitchew, and
similar queer couplings within her social circle, which at the time included Lord Berners, Cecil Beaton
and her brother OshHUW VKH FRXOG QRW LJQRUH WKH I0DXQWL@thiRI VH[XDO
epistle she clearly sees Ford as a danger to the reputation she has carefully built for Tchelitchew in
the wilder country houses of England.
In the summer of 1934 James invited Tchelitchew to stay at his country house West Dean.
Tchelitchew brought Ford with him, making the stay a highly uncomfortable one. James asked Ford to

leave the house, writing,

| do not think that you yourself have fully realized the important role the nature of your book,
The Young and Evil played in my intimating that | wished you to leave West Dean.
Fortunately or unfortunately | had not read the book before that week. | had indeed gathered
from Tchelitchew that it was an erotic book in the manner in which D.H. Lawrence might have
written erotically; but | had not realized that it would be unwholesome and depraved. | am
VXUH WKDW LW LV 7FKHOLWFKHZTV LIJIQRUDQFH RI (QJOLVK ZKLF
appreciated the unwholesome nature of \RXU DQG 0U 7\OHUTV WURWLF H [SUHVVLR(

The visit ended when Cecil Beaton took Tchelitchew and Ford with him to Spain. James surely
objected to a man who had flagrantly written about the criminal underworld in which many leshians

and gay men socialized in the 1920s and 30s. As George Chauncey has examined, the city of New
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York (where for the most part The Young and Evil is set) was, during the interwar years, a space
where sexual identity was constantly being renegotiated within a network of clubs, bars, and balls at
which both gay men and lesbians danced and socialized.?® Of course a parallel world existed in cities
across Europe too, in London, Paris, Rome, and beyond. These spaces were not entirely secret either
- yet when represented, in for example the photographs of Brassai, they were associated with a sense
of elegant slumming, offering a temporary immersion into the abject rather than being presented from
within, from a sympathetic autobiographical point of view. Through The Young and Evil, Ford became

quickly identified with what Leo Bersani and Johnathan Dollimore have called the homosexual

outlaw.”” Henri Cartier- % UHVVRQfV SKRWRJUDSK RI WKH SRHW HPHUJLQJ JLSSLQ

the pissoir, a leering tongue from an advertisement stretching out towards his crotch, is a clear

allusion to cruising and the homosexual as street hustler.”® This image was perhaps posed as

SXEOLFLW\ IRU WKH QRYHO LW LQVHUWY )RUGTV SXEOLF SHUVRQD I

developing his career firmly within the salons of Gertrude Stein and her circle.

In 1934 Edward James was emerging from a very public divorce in which his wife, Tilly Losch,

DFFXVHG KLP RI LQILGHOLW\ ZLWK RWKHU PHQ $00O RI -DPHVYT ELRJUD

some degree bisexual, however throughout his life he was to deny this very vocally on a number of

occasions.”®> -DPHVY{ DWWLWXGH LV KDUGO\ VXUSULVLQJ JLYHQ WKDW GXULC

against him would have resulted in imprisonment due to the criminal status of homosexuality in the
period. Nonetheless, in the 1930s he moved publically in a circle that included several prominent

homosexual men. These friendships must surely have been somewhat tested by the newspaper

reports of the divorce (which,it VKRXOG EH VDLG QHYHU PHQWLRQHG /RVFKTV DFFX

a profoundly sexist picture of her as adulterous gold digger), yet his friendships with Lord Berners,
Cecil Beaton and Pavel Tchelitchew seem to have remained constant throughout this period.*® This is
doubtless because the colourful lives of those men were conducted largely outside of the street
culture which Ford explores in his novel and instead in the drawing rooms and salons of the crumbling

stately homes of England. Social historian Matt Cook has observed:

Beyond the universities, wealthier men had access to homes in London and the country

ZKLFK IDFLOLWDWHG D SULYDWH VRFLDO FLUFXLW ODUJHO\ LQVX

artistic occupations in addition allow[ed] for a deqree of openness that was unimaginable in
most middle and upper-middle class professions.3

Perhaps the most intriguing document of such a world can be found in the novel penned and

privately published - in a miniscule run- E\ -DPHVY] HFFHQWUIQHEBVO%RUGHAUWY ERRN VD

figures of his small social coterie of the 1930s - Cecil Beaton, Peter Watson, Oliver Messel, and
Robert Heber Percy - depicted in shallow drag as school girls at a boarding school.** Berners wrote
under the nom de clef Adela QueEHF D SDURG\ RI WKH JLUOVY VFKRRO
summer following the publication and subsequent scandal of The Well of Loneliness (1928) the novel
could only be entitled The Girls of Radcliff Hall.** Sheltered from the real world these girls can goon a
journey to find themselves through their pashes on other girls - building their own moral codes and

attitudes under the bedsheets at the midnight feast.
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W LV GLIILFXOW WR LPDJLQH -DPHV DSSHDULQJ LQ swWwH SDJHV R
home would quickly become notorious for its eccentricity - not least for its association with guests
VXFK DV )RUG DQG 7FKHOLWFKHZ $OWKRXJK )RUG DQG 7FKHOLWFKHZT\
been uncomfortable for the American poet, it was a productive visit for the Russian painter. Both
Parker Tyler and Lincoln Kirstein in their monographs on the artist suggest that the time spent there
ZDV RQH RI D IHHOLQJ RI UHWXUQ IRU ERWK DUWLVW DQG SDWURQ %F
Dean as a return to a precious, privileged childhood that he had lost as an adolescent when his
ancestral home was taken from his family by the revolution in Russia.* Tyler in particular suggests
that the trees of the arboretum and elsewhere on the estate reminded Tchelitchew of the dark woods
Rl .ROSLQ %RU EHKLQG KLV DQFHVWUDO KRPH RI 'XEURYND 7KH PRPH
time of return for James, to his own ancestral seat which he had barely lived in since his full
inheritance of the estate in 1932. The burden of taking on such a vast estate and the maintenance of
EXLOGLQJVY ODQG DQG VWDII ZRXOG HPHUJH DV IUHTXHQW WKHPHV L
few years before, like Tchelitchew, he would leave Europe for good for the Americas in 1939.%
The closest synergy between the work of James and Tchelitchew can be found in the 1937
novel The Gardener Who Saw God and the painting Hide and Seek. Tchelitchew provided a pen and
ink drawing for the cover for the first edition of The Gardener, which shows a youth with rolled up
VOHHYHVY JD]LQJ XSZDUGV LQWR DQ DPRUSKRXV FORXG -DPHV FRPI
Tchelitchew is beautiful, but not at all like the character of the gardener whom it portrays. He was an
educated head gardener. ThiV LV D SHDVDQW D YHU\ 6 8 DhaniguhDtidy Qiated W W KD W
interest in the garden would prove more extensive and complex than this initial collaboration.
7 F KH O LW F K-khavwirnvpdinting V\Cache-Cache or Hide and Seek was painted between 1940 and
1942 in North America. It was based on a series of ink drawings and a preparatory painting that the
artist began at West Dean in 1934 and seems to have continued on a return visit the following year,
when he was commissioned to prepare stained glass designs for the estate church.*” The sketches
were made in the grounds of the house and show a large pollarded tree taking the unmistakable form
of a hand. In some of the sketches children play amongst the hand-WUHHV ERXJKV 6RPH RI W
sketches, including D ODUJH SUHSDUDWRU\ ZRUN LQ RLO ZRXOG ODWHU HQWH.L
The finished work was exhibited eight years later; it had been on the easel for two years. The
canvas involves not only a complex set of double images but occasionally triple and even quadruple
images-within-images, in a seemingly endless mise-en-abyme. The tree is a hand reaching up and a
foot pressing down. Tchelitchew drew attention to the face of a Viking warrior, with the nose formed
by the central figure who hugs the tree-trunk, her arms forming a brow. Between the branches, and at
the edges of the trunk, translucent child heads are constructed, in the style of Archimboldo, from
flowers, flames, and the bodies of other children. Tchelitchew was concerned that as much attention
wasgivHQ WR WKH pHPSW\{ SDUWV RI WKH FRE 5 ¢ffewt is RaeDlive iNdR WKH pVR
of the Rubin Vase diagram, where a white vase can be seen on a black background or two profiles
facing one another; the mind cannot perceive both images at once and flickers between the two. This
shifting of visual attention gives the effect of movement and growth within the composition. Such
SHUFHSWXDO GLVRULHQWDWLRQ LV IXUWKHU FRPSOLFDWHG E\ XVH R
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perspective. Tchelitchew had previously experimented with three-point perspective in sketches and
paintings showing a number of figures (such as Bathers, [1936], or the portraits of Lincoln Kirstein
[1937] and George Platt-Lynes [1937-8]), here there are multiple vantages within a unified
composition. Like the confusion of figure and ground the numerous perspectives have the effect of an
uneasy lurching motion within the pictorial field.

Each of the heads within the branches represent the passing of the seasons - time marked at
the far left in the head of spring where a dandelion clock sits inside the cheek, moving to the barren
branches of winter, the full corn fields of spring, into the burning leaves of autumn. The vast scale of
the painting makes it difficult to take in all at once, while the detail beckons the viewer to see the work
from close to. These factors conspire to make the viewing of the work an act with its own gradual and
motile part-by-part temporality. Within each of the heads there are further figures, again children:
fighting, playing, sleeping.

It is within the tree trunk itself that the representation of reproduction and sexuality becomes
central: at its roots labial folds are emerging from underfoot and a baby is born from amongst its
cavities - yet above ground, probing the skirts of the central female figure is an engorged penis.

Fantasies of parthogenic reproduction and the alchemical image of the androgene are conjured by

WKLV SHFXOLDU RUJDQLF PDVV W LV WHPSWLQih thié RreesPddDWespPH WKDW 7
'HDQ OHG KLP WR LQYHVWLJDWH WKH VH[XDOLW\ RI WKH YDULHW\ RI W

a wildly polymorphous range of self procreating species. Most trees are dual sexed as allegorised in
Hide and Seek, their pollen moving on the wind to develop the seeds that drop from the branches -
just as embryonic children droop from the bowers of the arbour in the painting. Nature in Hide and
Seek is radically queered in this image; as the vision of the viewer is questioned by the constantly

unravelling scenes depicted in the branches, so too is the sense of bounded self set asunder by these

sexual ambiguities. This concentration on botanical metaphor - D QDWXUH ZKLFK LQ LWVHOI LV

and which asks us to question what we take as natural within the human - has firm roots in the yellow
literature of the fin-de-siecle.®® A similar harking back to discourses of decadent botanics is also taken
up in the novel James wrote as Tchelitchew was at work on Hide and Seek.

The Gardener Who Saw God tells the tale of a young man called Joseph Smith, who is

employed by the owner of a large country house to be its head gardener. The book is split in its

QDUUDWLYH EHWZHHQ WHOOLQJ WKH WDOH RI WKH \& %€QGCheldeJ GHQHU TV

Flower Show and the story of his upbringing. Interspersed are a number of vignettes depicting the

leisure time of the high society which frames the everyday working lives of Joseph and his brothers.

The novel culminates with a spectacular vivVLRQ RI p*RGY WKDW -RVHSK VHHV LQ WKH JD

The novel passes through a number of distinct styles. The chapters of the book devoted to describing
-RVHSK{VY ORQJ \HDUV ORRNLQJ DIWHU KLV LQYDOLG PR Wifthid
inheritance; and the tragic love affairs of his youth (culminating in the death of his fiancé) are told in a
broadly realist style. In those sections James emphasizes the everyday settings and vocabulary of the
protagonists, careful to pay attention to the aspects that mark out Joseph as a member of the working

classes. Here James was no doubt influenced by the turn to the left within British literary culture

WKH ZD\

during the 1930s. The majority of the novel is however painted in fantastical strokes: JOVHSK{V WULS WR
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:LJPRUH +DOO WR KHDU %HHWKRYHQTV (URLFD V\PSKRQ\ LV ZULWWHQ
tone also reserved for the apparition of God at the climax of the narrative. Elsewhere James seems to
be referencing the dandyish literature of the 1890s and their revival in the works of Ronald Firbank.

JLUEDQNTV QRYHOV RI WKH V KDG FRQVLGHUDEOH VLJQLILFDQF
broad social circle. Early in the second chapter of The Gardener James introduces a character who is
entirely superfluous to the narrative of the book as a whole; a woman named Lady Marionette, for
ZKRP -RVHSKTV EURWKHU 3KLOLS ZRUNV 6KH LV GHVFULEHG LQ VRPH C

/I DG\ ODULRQHWWHIV KDLU ZDV VWLOO \HOORZ H[FHSW VRPHWLP
waved close to the head like a marquise and her ears were never without two baroque pearls

whose creamy whiteness looked sometimes a trifle sickly against the yellow hair at her

temples, and on the tiny cups and coruscations of whose surfaces both the rouge at her

cheekbones and the gilded light off her curls set their representative reflections sliding in and

out of little irregularities in the nacre.*

While Marionette is given none of the kind of detailed characterization afforded to most of the other
secondary characters, the reader is constantly afforded vivid descriptions of her appearance. The
narrative in those parts of the novel in which Marionette appears is driven - for the most part - by
extensive passages of reported speech. Both exterior description - with an emphasis on the artificial
aspects of costume and hairstyling - and whole paragraphs of prattling dialogue are the hallmarks of
JLUEDQNTY PDWXUH ILFWLRQ $W WKH WLPH- abifmpbitark fgureZivthgV L QJ & \UL
circle of Cecil Beaton - was preparing his own assessment of Firbank, published in the collection
Enemies of Promise in 1938.* & RQQROO\ EHJLQV E\ RXWOLQLQJ WKH VSDFH RI LU
dandy novelist. He makes very clear the political stakesinsucha SRVH u'DQG\LVP LV FDSLWDOLYV
Dandy surrounds himself with beautiful things and decorative people and remains deaf to the call of
social justice. % Such a position is of course very far from that of the surrealist group in Paris - yet
- D P HV ndeNy hifircated novel shows the way in which, for an Anglophone audience, surrealism
could begin to look rather dandy.*®

&RQQROO\IV VKRUW WH[W PDNHV YHU\ FOHDU WKDW LQ KLV YLHZ
OLQNHG WR KLV VH[XDOL®RU HIRRBWHKXDO XMI®Q EHLQJ XVXDOO\ D SDI
person with an inherited income and no occupation, can criticize society only in jest. §* In 1964 Susan
6RQWDJ IROORZLQJ PDQ\ RI WKH SRLQWY PDGH ,IQ&RgQ RDAATYRLSQD W
Ronald Firbank as perhaps the apotheosis of literary camp.* Esther Newton, in an important early
DVVHVVPHQWIRV X FIHPSNY p&DPS XVXDOO\ GHSHQGY RQ WKH SHUFHSWL
MX[WDSRVLWLRQV (LWKHU ZD\ WhHeHakREyRiktihy DD tHeFibcdripiity o
creating it. It is easy to see how this description could be easily migrated to address one of
VXUUHDOLVPYV PRVW SRWHQW WRWHP LPDJHV /DXWUpPDPRQWIV MX[W
machine on a dissecting table from Les Chants de Maldoror. Whilst that image in its original context is
a symbol of queer desire, it is very difficult to read it as in any way campy (the horror of much of the
UHVW RI /IDXWUpDPRQWITV QRYHO SXWV SD\travfRormskiizVimagkiRtd HYHU -DP
camp.47 The opening of chapter four of the Gardener Who Saw God takes place in the gardens of
-RVHSK{fV SUHYLRXV HPSOR\HU D IULHQG RI 6LU 7TDWWRQ,ERRDPHV G
ZDV HODHFHQDV DQG $he RVedlse iR Bnghahd{d ®hom there were only three). ¥ A
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ORQJ GLDORJXH WDNHV SODFH EHWZHHY 'DDIQ5 LHDaBdRBAGUddéalEt \R X QJ WK
poet, Darius de la Tourmoite, in front of Joseph in the early hours of the morning. James writHV ~ p+H
seemed to play a Ronald Firbank character to her Noel Coward. % The two are sat on granite seats
VKDSHG DV DQ pXQUROOHG EXW XQRSHQHG XPEUHOODT DQG D VHZLC
WHUUDFH pPDGH RI FRQFUHWH OLJKsWa \ogerting tAeG° By MIsKshiff ¥dml § WR V X J.
OLWHUDU\ PHWDSKRU WR JDUGHQ IROO\ WK Hosfa powet oft$hQdkR QJU XR XV
becoming politically neutralized and a feature of the ruling establishment.
6 XUUHDOLVPTV LQW ltiRnpMdHdNdsREpoveRtohE smal British literary world) is
generally understood as taking place in 1936 as the newly formed British surrealist group organized
the First International Surrealist Exhibition in London.>* The exhibition garnered a remarkable amount
of press attention and also resulted in a volume of texts that set about explaining the movement to a
FXULRXV SXEOLF $V ZLWK -XOLDQ /HY\TV DOPRVW FRQWHPSRUDQHRX\
+HUEHUW 5HDGTV GiesidiCdidyrRUOhXt® Hansmit surrealist artworks and texts to an
Anglophone audience, however at a significant remove from the way in which the movement was
understood on the continent.> 5HD G V WH[W DQG RWKHUV LQ WKH YROXPH PDGH
P RY HP H@WrMVhome, citing the writings of Lewis Carroll and Edward Lear as vernacular
precursors. Surrealism becomes in this text a version of English eccentricity - itself a newly privileged
FDWHJRU\ LQ WKH ZDNH RI The IEWjksh BcteraridO(0OB3) (&itkh R over design by
7FKHOLWFKHZ ZKLFK QR GRXEW®LQIOXHQFHG -DPHVY SURVH
Although Sitwell does not concentrate exclusively on eccentricity within the English upper-
classes, it is this class strata with which the term is generally associated. NR GRXEW 6LWZHOOTfV UH
saw the book as, to at least some degree, reflecting its author - who at one point had been
photographed by Beaton as a medieval effigy, and whose figure was often encrusted with such wildly
oversized jewels as to bedazzle those who looked upon her. Such a view of the aristocracy, as an
essentially senile institution to be looked to as a figure of fun, was of course at odds with the
traditional view that they were to provide a model in manners and morals for society as a whole. This
traditional attitude - a complete fiction but one still clung to by many at the time (one need only look to
the palpable shock caused by the abdication in 1936) - was taken to extremes by the social
Darwinism which was taking a sinister turn within certain sections of high society (the highest profile
example being the activities of Oswald Mosley). Surrealism, then, linked to eccentricity may have
been seen at the time as a form of degeneracy, a category in the history of English literature that was
frml\ DVVRFLDWHG QRW OHDVW WKURXJK W KbBedemretith Q39X GarS.RES XODULW\
(QJOLVK ZLWK WKH ILJXUH RI 2VFDU :LOGH”DQG LQ WXUQ PSHUYHU
This is an association which is made fairly overtly - although cautiously- LQ -DPHVY QRYHO 6D\
on their granite garden seats Darius de la Tourmoite attempts to explain surrealism to Diana Haddon -

his characterization would no doubt have appalled André Breton:

We Surrealists are the caviare (sic) in this age of decadence - and by decadence | do not

mean degeneration. For a decadence is the rich period which comes after the prime, and
FRUUHVSRQGV ZLWK WKH DUFKDLF DJH EHIRUH WKH QRRQ « $ Gl
digested fruit and fantasy of the earlier ages marriedtotKH NQRZOHGJH Rl WKH SULPH
the Surrealists, en fin de compte, can give this present decadence its new lease of life. Like
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the sturgeons we swim at the mouths of the rivers between the fresh sweet waters of art and
the cold salt tide of science, the vast material ocean. And like those fish we swim against the
FXUUHQW « ZH VZLP XS DJDLQVW WXH JHQHUDO WLGH RI RSLQLRQ

Although guarding against accusations of degeneration in this speech it is difficult not to bring the
word together with the favoured terP WGHFDGHQFHY 7KH SRHW GH OD 7RXUPRLWH LV
-HZ VRPHWKLQJ WKDW -DPHVY GHVFULSWLYH SDVVDJHV SLFN RXW L
Semitism of the day.*® $W WKH WLPH Rl WKH ERRNYV SXEOLFDWLRQ i@ p-HZLVKS
Europe with the degeneracy of artistic practice.
Hanging over the parts of the narrative set at Wooton Vanbrugh is the legacy of the old lord of
the manor Sir Arthur Tatton. Although Sir John, the new head of the house, appears only briefly in the
narrative, Sir Arthur is a constant presence. Sir Arthur is clearly signalled as a degenerate figure of
the late nineteenth century, to be associated with the dandyish world of Oscar Wilde, Aubrey
Beardsley and perhaps, later, Firbank. Although James presents a heterosexual love affair for Sir
Arthur in chapter nine, it is clear that this affair is one that is easily turned aside in favour of the pursuit
of fine art treasures. The flowers grown in the hot houses of Wooton Vanbrugh are rare orchids -
which could only be cross-fertilised artificially. | would like to suggest that the various references to
decadence made throughout the novel in reference to Sir Arthur, such as the growing of prize orchids,
and the mysterious air that surrounds him, are meant to signify an at least questionable sexuality for

the lord, however James is careful to distance him from the effeminacy of his peers:

Sir Tatton was perhaps the only contributor to the Yellow Book who had been a big game
sportsman and habitually rode to hounds. | imagine that old Tatton Grantly would have been
more happy in the company of a Benvenuto Cellini or a Ben Johnson than he found himself in
the scarcely less brilliant company of Mr Beardsley, Mr Wilde, Monsieur de Maupassant and
their votaries.”’

ThiscbQ EH UHDG DV DQ DWWHPSW WR GLVVRFLDWH ZKDW ZHUH FRQVLGF
from effeminacy - a clear aim of many individuals in the United Kingdom in those years, as Matt
Houlbrook has investigated.>®

However Tatton is clearly portrayed as queer in a broad sense. His trip to Toledo in search of
forgotten artistic treasures, in particular the paintings of El Greco, is described in some detail.”® Tatton
goes to the Episcopal stores to search for works to bring back to England; he discovers little of merit,
but returns with a painted wooden statue. Inside the statue, we learn later, are the musings of the
sixteenth-century botanical VFLHQWLVW /RUFD GH OD 9HJD ZKR ZDV VHHNLQJ WR |
half vegetable and the other half animal - positively a sentient animal with roots and leaves. § The
idea of building another human through the avoidance of heterosexual procreation is of course a
gueer fantasy - one that quickly becomes entangled in the mind of the gardener with the musings on
VXUUHDOLVP PDGH E\ WKH SRHW 'DULXV GH OD 7RXUPRLWH ,Q WKH GF
9HJDYV SODQV -DPHV GUDZV DWWHQWLRQ WR LPSRVVLEOH SURFHVVHYV
ZLWK WKH UHDO SUR S DnlrbddalpRdigakRrosBad wikhlitie ¥perm of the mandrake and the
sporn seed of the sea anemones. § This is an attempt to create an altogether natural monster - on a

par with that created by Tchelitchew in Hide and Seek.
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This hybrid man-plant is very close tothe visLRQ RI p*RGY WKDW IRUPV WKH FOLPD
Joseph sees the empyrean above Wooton Vanbrugh; wheels of circling flowers and animals
permeate the whole night sky:

7KH SULPDO EHDVW DORQH ILOOHG WKH HQWLUH HPS\¢etiDQ RQH |
four legged, horned, hoofed, hirsute and huge prototype, scaly, mammoth, Gryphon-like and

reptilious, one-SDWWHUQ EUXWH « W ZDV DQ KHUPDSKURGLWH DQLPD
cosmos - it was both male and female in the superb and terrible moment of procreation.®

Here a perverted nature is fully naturalized into the image of the maker. As in Hide and Seek nature is
bi-gendered and bisexual as a single complete figure copulates with itself. The narrative of The
Gardener is explicitly gothic, set as it is in a large, abandoned house with hidden secrets. Judith
Halberstam has written at length about the place of the monster in late nineteenth-century gothic
fiction.”* 6KH VXJJHVWV WKDW WKH PRQVWHU LV DEOH WR VWd&G IRU D P
together from abject parts. It is clear that while Tchelitchew and James both draw on the idea of the
monster as a gathering point for different subjectivities, neither sees the resultant beast as necessarily
frightening. These grotesque, massive spiritual beings are there to be celebrated, worshipped even,
marking the sublime point at which the most beautiful and the most abominable collide.
Edward James, like Tchelitchew, often played with the idea of the multiplicity of identity within
the works he was involved in. Dawn Ades has suggested that there is a very clear identification in The
Gardener between the writer and both of the main characters - Arthur Tatton the inheritor of Wooton
Vanbrugh and the gardener Joseph Smith.** Such a bifurcation of identity is key to several of the
works James supported in the 1930s - it is central to the storyline he fed to Bertolt Brecht and Kurt
Weil for the ballet Anna Anna or The Seven Deadly Sins (1933) and is of course crucial to the double
images of René Magri W W4 Reéproduction interdite DQG 6DOY D Gvrtidmoipos \of
Narcissus (1937) and Swans Reflecting Elephants LQ -DPHVY FROOHFWLRQ ,Q 7FKHOL
painting of 1939, Phenomena, James appears as a monster, a two-headed figure lounging by a small
lake in which a naked Charles Henri Ford lies bathing. In these double images there is no hidden
image but rather two images, two identities clearly present at the same time.
Although the surrealist transgressions in the street might have been uncomfortable for James,
it is important to recognize that his work does not merely represent a retreat to the salon; indeed the
distinction between the street and the salon may not hold so well outside of France in the 1930s. The
garden for both Tchelitchew and James was a space in which discourses around the natural and the
artificial could come to a head, an encounter in which sexuality is of central importance. Elsewhere in
the surrealist milieu, & ODXGH &DKXQ DQG ODUFHO ORRUHfRNMeStERWIRIUDSKYV
masquerade, RU 0DQ 5D\fV SKRWRJUDSKV RI WK Hx@died theSaHificlaRdspeets) % DUEH W
of gender performance and tested conventional sexuality, yet these two producers were showing

ways in which nature might already confound that which is taken for natural.®®
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'!6HH IRU H[DPSOH 5REHUW 6 6KRUW p7KH 3 RIDuUrNsILOF QorfemoxalyUH D O LV P
History Vol. 1, No. 2 (1966), 3-25, esp. 19, and Susan Rubin SuleiPDQ p%HWZHHQ WKH 6WUHHW
6DORQ 7KH 'LOHPPD RI1 6XUUHD O L Visdal3ArtOropblady \Reli€v VWK FH, No. 1V

(Spring 1991), 39-50.

26HH WKH ELEOLRJUDSK\ FRPSLOHG L SuredishHn 1988t Te Exibitioh. @LSRYLF p
:DU T Su@ealism, Politics and Culture, eds. Raymond Spiteri and Donald Lacoss, Ashgate,
Aldershot, 2003, 179.

®SuleiP D Between the Street and the Salon, 3.

*/RXLV $UDJRQ p, QW U R&GREFNLOR Kurjéaliste fl5 December 1929), quoted in Short,
pP7KH 3ROLWLFV,RI 6 XUUHDOLVP

SSuleiPDQ P % H W Z Hé¢anwitka-5abon, |

® Biographical information is taken from John Lowe, Edward James: A Surrealist Life, Collins, London,
1991, and Philip Purser, Poeted: The Final Quest of Edward James, Quartet, London, 1991.

"6HH 'DZQ $GHV p(GZDUG -DPHV B Su@ed Xifé\Hdwaa LIenkesT190701984, ed.
Nicola Coleby, The Royal Pavillion, Libraries and Museums, Brighton, 1998, 73-90. Also Sharon-Michi
Kusunoki, A Creative Relationship: Presentation of the correspondence between Salvador Dali and
Edward James, 1935-1940, Unpublished PhD Thesis, Courtauld Institute of Art, London, University of
London, 2004.

8 There are many debates surrouQGLQJ WKH VLJQLILFDQFH 'DOtfV ZRUN 5HFHC
emphasized the way in which his popularism might be read subversively, as opposed to André
%UHWRQTY GHQXQFLDWLRQ RI WKH DUWLVW DV u$YLGD 'ROWDWD FO6HH
Dali: Film, Fashion, Photography, Design, Advertising, Painting, Museum Boijmans van Beuningen,
5RWWHUGDP DQG 5REHUW /XEDU u6DOYDGRU 'DOt LQ -$PHULFD
6 X U U H D GBuivedlisfh WSA, ed. Isabelle Dervaux, National Academy Museum, New York, 2005,

20-29.

° See Lowe, Edward James, 111-121.

10 Biographical information is taken from Parker Tyler, The Divine Comedy of Pavel Tchelitchew,
Weidenfeld and Nicholson, New York, 1967 and Lincoln Kirstein, Tchelitchew, Twelvetrees Press,
Santa Fe, 1994,

" /LQFROQ .LUVWHLQ p7KH 3RVLWVeWQVAR R BR® ¢ May 1H4R)HDpagifatet] Z
GLVFXVVHV WKH SODFH RI 7FKHOLWFKH Z 9 V-réhabtitisEHWZHHQ VXUUHDOLV

2 The special issue of View dedicated to Tchelitchew was cannily shared with the surrealist Yves
Tanguy - firmly aligning the Russian painter with the movement. Dickran Tashjian, A Boatload of
Madmen: Surrealism and the American Avant-Garde 1920-1950, Thames and Hudson, London, 1995
discusses the way in which 9L HsZdfitor Charles Henri Ford attempted to position Tchelitchew
amongst the surrealists, 172-3.

' Edward James, La Belle a bois dormant and Other Poems, Duckworth, London, 1933. These sites

were significant destinations for the interested art tourist. The early Renaissance paintings at Orvieto

DQG WKH (O *UHFRYV DW 7ROHGR ZHUH QRW VSHFWDFOHV RI WKH *UDC
DV VXFK PDUN RXW WKH ZULWHUYfYVY HOLWH HGXFDWLRQ

* Many painters associated with surrealism at this time worked within varieties of abstraction - Joan
Miré, Yves Tanguy, and Roberto Matta each provided perspectives far from the tradition of the easel
painting, often making use of novel techniques. Salvador Dali may have employed the techniques of
the old masters (going so far as to write his own technical manual) yet he was able to justify this
through his appeal to the paranoic critical method. Max Ernst - whose work is perhaps closest to
7TFKHOLWFKHZTV GXUL Q Wag/cohrtinbaliM beveloping/new automatist techniques within
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his figurative practice; decalcomania, frottage, dripped paint - each can be seen in the manifesto-like
painting Surrealism and Painting (1942).

! |mage available online at MoMa New York,
http://www.moma.org/collection/object.php?object_id=79501 (accessed 5 September, 2013).

®6HH 6WHOOD %HGGRH p(GZDUG -DP HASDrRsLife| ¥1- %D OO HW V T LQ

" Charles Henri Ford and Parker Tyler, The Young and Evil, The Obelisk Press, Paris, 1933. Juan
Suarez, Pop Modernism: Noise and the Reinvention of the Everyday, University of lllinois Press,
Urbana and Chicago, 2007,179-207, examines the place of the novel within the modernist circles of
both Paris and New York.

' Edward James, Swans Reflecting Elephants: My Early Years, ed. George Melly, Weidenfeld and
Nicolson, London, 1982, 169-70.

% See Sitwell to Tanner, quoted in Victoria Glendinning, Edith Sitwell: A Unicorn Among Lions, Oxford
University Press, Oxford, 1981, 180-181.

% James, Swans Reflecting Elephants, 171.

L Charles Henri Ford and Parker Tyler, The Young and Evil (1933), Gay Presses of New York, New
York, 1988, 215.

%2 Tyler, The Divine Comedy of Pavel Tchelitchew, 363.

% Quoted in Glendinning, Edith Sitwell, 180-181. She had read the novel by this time as she wrote to

Ford from Renishaw that month thanking him for sending it and suggesting less lascivious subject

matter. This letter dated 23 $XJXVW LV DPRQJVW )RUGTV Sms6mOantr W WKH +LC
Austin, Texas. | am grateful to Joanna Pawlik for drawing my attention to it.

% 6HH -RQDWKDQ )U\HTbe Sit(@lis &g the LA@s of the 1920s and 1930s, ed. Sarah
Bradford, National Portrait Gallery, London, 1995, 120-131, esp. 122.

% etter dated 30 July 1934, quoted in Lowe, Edward James, 114-5.

% George Chauncey, Gay New York: Gender, Urban Culture and the Making of the Gay Male World,
1890-1940, Basic Books, New York, 1995.

" see Suarez, Pop Modernism, 96 & 204; Leo Bersani, Homos, Harvard University Press,
Cambridge,1997; Jonathan Dollimore, Sexual Dissidence: Augustine to Wilde, Freud to Foucault,
Oxford University Press, Oxford, 1991.

8 Image available online at MoMa San Francisco
http://www.sfmoma.org/explore/collection/artwork/10958 (Accessed 5 September 2013).

2 see Lowe, Edward James, 178; Purser, Poeted, 137.

% The Daily Mirror followed the trial particularly closely, running the initial story on the front page on
ORQGD\ 2FWREHU /IRVFKTV GHIHQVH ZDV FRYHUHG RQ 7KXUVGD\
DFFXVDWLRQV DUH GHVFULEHG PHUHO\ DV pFUXHOW\T

¥ 0DWW &RRN p4XHHU &RQIOLFWYV - /RYH A@H) HBQ of Brithin: Love and
Sex Between Men Since the Middle Ages, ed. Matt Cook, Greenwood, London, 2007, 159.

3 Reprinted as Lord Berners, The Girls of Radcliff Hall, Montcalm, The Cygnet Press, London, 2000.

The parallels between real life and fiction are examined in Mark Amory, Lord Berners: The Last
Eccentric, Pimlico, London, 1999, 136-154.
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% Radcliffe Hall, The Well of Loneliness, Jonathan Cape, London, 1928.

% Kirstein, Tchelitchew, 62; Tyler, Divine Comedy, 159-161.

% See several poems in Edward James, The Bones of My Hand, Oxford University Press, London,
1938 and Edward James, The Gardener Who Saw God, Dickworth, London, 1937.

% Quoted in Lowe, Edward James, 137-8.

%" The contract for these designs is mentioned in a letter from Tchelitchew to Edith Sitwell contained
in the Edith Sitwell papers at the Beinecke Rare Book and Manuscript Library at Yale University,
dated 6 June 1935.

% See letter from Tchelitchew to Edith Sitwell dated 27 August 1941, the Edith Sitwell papers,
Beinecke Rare Book and Manuscript Library, Yale University.

% See the discussion of surrealism, botany, and sexuality in David Lomas, Narcissus Reflected: The
Myth of Narcissus in Surrealist and Contemporary Art, Fruitmarket Gallery, Edinburgh, 2011, 113-119.

0 James, The Gardener, 62.
4 Cyril Connol O\ p$QDWRP\ REnEmMId3 Qf@horfiise (1938), Penguin, London, 1961, 45-51.
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MO\ ZRUN KDV QRWKLQJ WR GR P Raowley, X \UdwHanD the P
Surreal Short Story

Sam V. H. Reese

The American author and composer Paul Bowles had a close relationship with many of the leading

figures within the surrealist movement, both in Paris and in exile in New York, and was an important
FRQWULEXWRU WR &Krddgazikewiewd (@340-47)R SuBehlst models of composition, and

of cultural appropriation of the non-western, informed the composition of his later fiction, most

prominently the seminal 1950 anthology of short stories The Delicate Prey (1950). % RZOHVY ZRUN
suggests some of the ways in which surrealism was adapted by American writers and reapplied to an

American context. The reaction against The Delicate Prey, moreover, reveals some of the hostilities

towards surrealism on behalf of literary and cultural critics. $OWKRXJK &OHPHQW *UHHQEHUJTV
of surrealism is well known, there has been little consideration of how the broader intellectual climate

of postwar America iNfff XHQFHG WKH PRYHPHQWTV UHFHSWLRQ WKH FULWLTXI
gesture towards some of the underlying cultural biases against surrealism.

Polyglot composer, photographer and author, Paul Bowles made an indelible mark on the artistic
world of mid-twentieth century America. The combination of his peculiar style - strikingly precise,
vividly violent - and the magazines with which he initially found literary success, saw him still classified
pubDV ODWH DV WKH VI DV RQH RI D Suré&lsBW BatvidieSther poquP HULF D Q
DVVRFLDWLRQ Rl %YRZOHVY SURVH ZLWK VXUUHDOLVP PD\ KDYH HQGXU't
DQ\ LQWHOOHFWXDO UHODWLRQVKLS SURFODLPLQJ WKDWhKLV ILFWLF
article will expoUH %RZOHVY HQFRXQWHU ZLWK VXUUHDOLVP SD\LQJ SDUWLF
output, his short fiction. Tracing his early career in American surrealist publications, it will examine
Bowles' interpretation of Bretonian surrealism, exploring both the aesthetic and psychological
influences that the movement had on his prose. By analysing the reception of his definitive collection,
The Delicate Prey (1950), by American critics, it will also suggest some of the difficulties associated
with the position of surrealism in America in the middle of the twentieth century.3 Bowles was
generally seen as presenting a vision that was removed from the contingencies of real life, and violent
in a way that served no social purpose; by considering his prose within the framework of surrealism,
we can recuperate these disjunctive elements as part of an aesthetic that followed Breton in
challenging what they both understood as the deformed rationality of the western mind.

It is not as if surrealism were an alien impositLRQ RQ %RZOHVY DUWLVWLF FDUHHU
age, Bowles had consciously composed works within a specifically surrealist mode of production and
his earliest literary efforts were oriented along specifically surrealist lines. In the spring of 1928, before
BRZOHV ZDV KLV SRHP p6SLUH 6RQJY ZDV SXEOLVKHG®@ahs@QiofXJHQH -RC
+H KDG WDLORUHG WKLV pORQJ 6XUUHDOL V&ftic prioritds of theGridgatiteHUDWH O\ |
and his success inspired two trips to Paris, where he would meet Gertrude Stein and later be
propelled towards Tangiers, his future home in exile. While the next decade was dedicated to
%RZOHVY PXVLFDO FDUHHU DV D FRPSRVHU PHQWRUHG E\ $DURQ &RSO
the 1940s, his workaSSHDUHG LQ WKH HYHQ PRUH H[SOLFLWO\ VXUUHDOLVW S
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New York-based magazine View (1940-47). :LWK DQ DUWLFOH HQWILW®RHG Hi¥ KPHD GIM] K (DU
HQWU\ LQWR pRQH RI WK H JORMIW LFPDSIFOY MWDHOAMRID WiidgHs(ter ratall how

HL G HR O RLLHDHOc® hdhered fairly strictly to the tenets of The Surrealist Manifesto, §a stance

WKDW VXLWHG KLV SHUVSHFWLYH DQG KH TXLFNO\ IRXQG D SODFH DV
become View 1V F K L H atoré.f Bavéalso maintained important personal connections with two of
the foremost surrealist artists - Max Ernst and Salvador Dali. A long-time admirer of Ernst, Bowles
FRPSRVHG WKH VFRUH IRU D HoYdph LREQSEamy té BentE, Rvbich [Edhist reused

IRU KLV VHIPHQW RI +DQV DBredané\that Winey Can BuyQ iR return, Ernst produced

WKH FRYHU DUWZRUN IRU D UHFRUGLQJ RI %RZOHVY PXVLF LVVXHG
&HQWXU\T LPSULQW %RZOHV DiON e bilct ChlegRd)Tektitdaeatale | Mided 'dn

poems of Paul Verlaine, and advised him on his illustrations for a 1934 edition of Lautré D P R QL&sY V

Chants de Maldoror. Bowles had thus planted himself at the heart of wartime surrealism, amongst

both exleG SURJHQLWRUYV DQG ORFDO GLVFLSOHV DQG KLV ILQHO\ KRQHC
fundamental aesthetics allowed him to flourish.

Even after he stopped working on material for an explicitly surrealist forum, moreover,

%RZOHVY PHWKR GonRbnfinldel SRrely. Wpan the method of automatic writing, which had
HOLEHUDWHDG KQ® FRQ@H QXHG WR JRY HBo@eKdharaOanised MaMfe Bs ReW S X W
WKDW ZDV ODUJHIOV XuXIHW WRRIKWKDW KH KDG Q king$ertn, @ \ DuGH YWHUWD W H H |
KLV OLIH ZHQW E\ HZLWKRXW >R Ih@omenQ JFihRhis\iedns) Bf HiBde@ g
%YUHWRQYYVY WKHRULHY RQ DXWRPDWLF ZULWLQJ SURYHG D SLYRWDC
communicate through writing in a way that accounted for his own experience of the world: he could

HZULWH ZLWKRXW EHLQJ FRQVFLRXWMXVMW DIYWK HKOI@ 6 V. G R 4 X QW KR
UHOLVKHG WKH IUHHGRP WR EH DEOH WR puPDNH >KLV SURVH@ JUDPPD
style without the slightest idea of what [he] was writing, ] WR WKH SRLQW ZKHUH KH GLG Q
personal responsibility for what he had written.'* HH SURWHVWHG WKDW u, GRQIW IHHO \
books. | feel as though they had been written by myaUP E\ P\ EUDLQ P\ RUJDQLVP EXW W
not necessarily mine. ¥ Given that a surrealist methodology underpinned his artistic praxis, it is not
VXUSULVLQJ WKDW WKLV LV WKH RQH DUHD LQ ZKLloFdondsde 20HVY FUL!
continued influence. Gena Dagel & DSRQL GLVFXVVHV WKLV PRVW IXO0O\ QRWLQJ
unconscious writing daily. f /LNH GLVFXVVLRQV HOVHZKHUH K mzZiheYdpid is & DSRQLYV
OLPLWHG VXUUHDOLVP LV ZRUWK FRQVLGHdgdutidn B M fukldd FKQLTXH
+RZHYHU %RZOHVYT HYRFDWLRQ RI KLV H[SHULHQFH RI WKH ZRUOG P>
the extent to which the aesthetics of surrealism resonated with him personally. It was not merely a

movement that he became affiliated with, or a source of stylistic techniques, but a perspective on the

world that accounted for his own disjunctive, disassociative experience of life, that followed the same

unconscious, surreal logic propose G E\ % UHWRQfV ZULWLQJ

%RZOHVY GHFandé BatzeMVfRMFddmposer to author, was instigated in part by the
publication in View in 1943 of some of his childhood writings: a diary-narrative written from the age of

nine, beginning at the end of 1919, the entries of which were framed as a surrealist text by the editors
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of View '"HVFULEHG E\ )RUG LQ WKH YROXPHf¥XHIRQWRKGW MiHStiDeIH DV pW k
style, 1 %RZOHVY ZRUN ZD V-histerigalls ldUDpote-G/ X D U H D O L V WA 106 & 6 bloefH Q W
and a half months of daily entries concern the unfolding relationships of the heroine, Bluey, with the
men Dolok Parasol and Henry Altman, and her transition to America (to WKH P\WKLFDO FLW\ RI u
Kroy,f 1HZ <RUNTV LQYHUWHG LPDJH DQG QHIJRWLDWLRQ BLWWRWYVYRFLI
eyes, its suitability for publication in the pages of Viewwas XQTXHVWLRQDEOH )RUG ZURWH WEK
more persuasive than the writing of many adults § From its focus on cataloguing seemingly trivial
details, its emphasis on the monstrous and disturbing, to its use of the staccato form of diary entries
to enhance the discordant MX[WDSRVLWLRQ RI %OXH\TV H[SHULHQFHYVY ZLWK HDFK
produced as evidence of the kind of unconscious connection-making that surrealism strove towards.

In many ways Bluey IRUHVKDGRZV %RZOHVY ODWHU DFKLHYHPHQWV LQ
prototype for the unconscious-driven narratives, which juxtaposed the alien against the civilised, that
became his greatest literary legacy. Its publication in View, however, positioned it as a kind of proto-
surrealist work instead that invited comparisons to the First Manifesto, in which % U H WrRoQkV
HQF\FORSDHGLD HQWU\ GHFODUHG VXUUHDOLVP WR EH HEDVHG RQ WHK
forms of previously neglected associations, in the omnipotence of dream, in the disinterested play of
thought.ﬂ7 ,Q WKLV IRUPXODWLRQ VXUUHDOLYMYW/arangsxJ KRN W RHF X R WQ & DMWUR Xt
the artist that would reveal a higher level of reality.18 This process was, as is well known, anchored in
the generative powers of the unconscious. Bluey references the unconscious, in part through the
FKDUDFWHUVY SHFXOLDU KDELW RI IDLOQWLQJ HYH%OKHZA ZDVVZRQVM L
Doctor says she has 3SQHXPRQLD 6KH IDLQWVY p%OXH\ KDV D EOBUZRXW 'RO
increasingly, for no reason atall - p% OXH\ JHWV D PDLG /LQD.@M@@M theat€xX H\ IDLQW
develops a disturbing theme of madness and violence, also echoing the surre DOLVWVY SXUVXLW RI1 HJ
psychic states. From the incipient conflict between Bluey and Henry - 1% O X H\ figBt WitiDHenry.
%OXH\ \HOO@PWO® XOHQ K LWV +HQU\ +HQU\ KLWV 9% O X H\th® @6 shiftsYitslV KHU D |
focus to the unfortunate DRORN 3DUDVROYV SDUHQWYV ZKR TXLFNO\ VXFFXPE W
$IWHU p'RORN 3DUDVROTV PRWKHU LB GKUVLMIVMYUO RFHTRERIN WRARE NZ H |
GD\V VWUDLJKW EHIRUH FRQWUDFWLQJ LQI®XHtEzy, PUD QDB UDIVERP®R MNH V
dies.?fﬁ BHUKDSV WKH PRVW GLVWXUELQJ DVSHFW Rl %9RZOHVY WH[W LV W
WKHLU PDGQHVYVY /RFDOLVHG DJDLQ LQ WKH 3DUDVRO IDPLO\ 'RURN
LQIOXHQ]D pKDV &KULVLRGORBAUQUDWBH UiZWKKHYV K Hf RE&XIBEGth& DYH FK UL
SRUWPDQWHDX ZRUGV RI WKH VXUUHDOLVWVY VSLULWXDO DQFHVWRU
H([TXLVLWH, & BRRIVHYW EOHQGV pPFULVLY YV XZLIHY WR QXK [u ANEMH®INED LWHEL U W
KHU FKULVLV %HV\laHd Chtigl,\sugdgesting & res§ianic sacrifice. Mr Parasol gets his
ZLVK IRU ,|1I':iF1(tK:tJJJIns‘ﬂ;‘du,l‘entlydies.23 %RZOHVY QDWYH ZRUGSOD\ UHIUDPHG ZLWKIL
issue of View organised around the theme of Narcissus, thus suggests the dual possibility of a
madness that heals and destroys, just as surrealism promised both a death to rational thinking and a
MUHELUWK 1
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7KH FODXVWURSKRELF VHQVH RI PDGQHVY DQG GLVORFDWLRQ LQ
XVH RI MX[WDSRVLWLRQ 7KH FRUQHUVWRQH RI VXUUHDOLVW WKRXJKW
QHJOHFWHG DVVRFLDWLRQVY LV WKH FHQWUDO SURFH¥ NocuRed JHQHUDW
around clipped and selective diary entries, the structure of Bluey is comprised of a series of seemingly
XQUHODWHG HYHQWY WKDW DUH EURXJKW WRJHWKHU LQ D GLVWXUEL
3LHUFH $UURZ $XWRPRELOHY U*UHDWHVW VWRUP LQ .RbreugfV KLVWR!
theiU LQFOXVLRQ WRIJHWKHU LQ WKDW GD\fV HQWU\ WKH HYHQWYV WDNH
H[SOLFLW UHODWLRQVKLS 7KH WH[WYV REVHVVLRQ ZLWK LQDQH PHD\
to re-weigh herself, recording even the fractional increase from 95Ibs to 95%lbs, or the cataloguing of
temperature and snowfall, becomes part of this broader strategy that makes connections between the
mundane and the mysterious. We feel compelled to infer a relationship between the storm and
%OXH\TVFHLR®REZQUGY KHU ORYHU MXVW DV ZH EXLOG D FRQQHFWLRQ
starts snowing again. 34 degrees. Bluey wants a child. i Bluey, compressed, violent and disjunctive,
thwarts expectations of a rational, sequential narrative, offering a surreal network of connections and
a radically disoriented perspective. Insofar as it differed drastically from the conventions of western
cultural production, LW FRXOG EH UHDGLO\ UHDSSURSULDWHG DV DQ H[DPSOH R
of View and thus co-opted into a wider narrative that setthe pySULP RW LIYRWVLGHUY LQ RSSRVLW
givilised. |

Even if the editorial gaze of View GLG RFFDVLRQDOO\ YHQWXUH IXUWKHU DILHO
never far out of the line of vision,§ D WWeém Watirings SDUWLFXODUO\ WUXH ZKHQ LW FRP
contributions.”” Dickran Tashjian has shown how, through increasingly high production values, the
publication featured a wide range of visual material and a broad spread of interviews and criticism and
FDPH WR ULYDO WKH )WQdtie o Xhe PrevivGsLdewsde T By 1945, Bowles had
HVWDEOLVKHG KLPVHOI ILUPO\ HQRXJK DPRQJVW WKH PDJD]LQHTV FRW
WLWOHG p7URSLIFDLQ EFKHBKFRKKDGLWKHVR SEBERXYOWFAL@WH KLV RZQ VXUU
View.§ $VLGH IURP ERRN UHYLHZV OHWWHUVY DQG WKH UHJXODU FROXPQ
ZDV FRPSRVHG RI /DWLQ $PHULFDQ pPGRFXPHQWVY DVVHPEOHG E\ %R.
Mayan prophecies, to ethnographic notes on an Amazonian tribe, to photographs Bowles himself had
taken on his own extended trips to Mexico. This cultural appropriation also signalled a change in
GLUHFWLRQ IRU %9RZOHVY RZQ ILFWLRQDOheDBditsxXhvey @@l oxr\wf WZR RI W
his novels) deploy the non-ZHVWHUQ LQ RSSRVLWLRQ WR pFLYLOL]DWLRQ T L
objectifying the non-western subject. In his editorial for View, Bowles draws on a Time magazine
article on the Chavante Amazonian Indians, sketching out for the reader how the surrealist viewpoint
PLUURUYDMKHIPOYT RXWORRMN dedcribihgHCha@a@BteDa@ e utWUDJLF OXGLFURXV Y
VSHFWDFOHY RI D UHwddRmeswheRWw WKINVUMWY WK H-MI&MJ&H/[DSEIKRIJWB
an extent, Bowles even acknowledges that his editorial approach deliberately deploys the material in
an objectifyind DQG SULPLWLYLVLQJ PDQQ Hioh isko-présgst@ poetigdlly\&pK \zisiorkK LV
of life as it is lived by the peoples of tropical America. # This version of life, moreover, is one that
Bowles explicitly sets out to equate with an avant-JDUGH SRVLWLRQ 6XJJHVydrHQis WKDW pW
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not alone in its incomplete war against many features of modern civilization, f % RZOHYV DUJXHV WKDW
ponderous apathy and the potential antipathy of the vestigLDO SULPLWLYH oR@VWRheRXVQHV VY
struggle against qivilization. § 7 KH DgdrdeXhgreby denies the autonomy and self-determination of

the peoples whose texts and so called attributes he appropriates.*

Co-RSWLQJ WKLY pSULPLWLYHYT PDWHULDO IRU VXFK SDUWLVDQ DLI
SbDUwW SDUWLFXODUO\ ZKHQ VRPH RI WKH PDWHULDO KH XVHV WR 1
originated from contemporary newspaper reports and an extract written by a prominent Mexican
politician.>* Removed from their original context and reframed within the contest between civilisation
and pPWKH SUWKDW. YAHRIZOHVY HGLWRULDO HVWDE O Lpé&kHn/wayy kheyWWH SLHFH)
ZHUH QHYHU LQWHQGHG %RZOHVYTY XVH RI WKHVH GRFXPHQWYVY UHIOI
amongst the surrealists, towards a reification of the non-western. There is now a considerable body of
scholarship on the relationship between surrealism and non-western cultures, most prominently
-DPHV &OLIIRU@fdicatert lofXdui@res and it is telling that Bowles classified the disparate
array of translations, photographs and forgeries that he collected for View DV WGRFXPHQWYV { IRU L
precisely in these terms that Clifford frames his argument about the ethnographic appropriations of
surrealist artists and writers.*® %RZOHV RZQ ZRUN ILWV LQWR &OLIIRUGTV XQG
Burrealism LQ DQ REYLRXVO\ H[SDQGHG V¢ttigelgH afi ag¥tHeticK that FlaludsX P V
fragments, curious collections, unexpected juxtapositions - that works to provoke the manifestation of
extraordinary realities drawn from the domains of the erotic, the exotic, and the unconscious. § within
such a programmH W KH puSitdeployéd a¢ idviidence of an alternative to established patterns of
western behaviour.

Certainly, % R Z O épxe§enithation of the Chavantes - and Latin America more generally - as
exemplars of avant-garde behaviour, was motivated by his own feelings of hostility towards Western
HFLYLOL]D WdrRmparfifestdd Lir-tke kind of documents he selected to publish in View. From a
\RXQJ DJH KH KDG IHOW D pFRPSXOVLRQYTY WR HVFRSimpuk®QdheZ KDWHYHU
attributed directy WR WKH NLQG RI VRFLHW\ WKDW H[LVWHG WKHUH u, KDG D
EH OLNH IRU PH LQ WKH 6W D WHDvie imepAawer GrosGHd e B With hvd by
VXIJIJHVWLQJ WKDW u$PHULFDQ WHFKQR O Rch\tokiakingbndad oD BowieBlQ W U L E X W
regard as an inevitably undesirable future,Y ZKLFK %RZOHV DIILUPHG KH FHUWDLQO\ V
contemporary American society DQG FRQVLGHUHG LW puD JUHDW VKD,MHZ LAKK W KHD V K
DGYDQFH RIRGIHOREVYRMWAKLQJ VR IDU WKDW KH GLG.tBuveglishK LQN LW Z
KDG VXFK D SURIRXQG LPSDFW RQ KLP QRW RQO\ EHFDXVH LW DFFRX(
OLYLQJ EXW EHFDXVH LW SURYLGHG D P &G0 deplQyed Klopgosiortd pH[RWLF
western culture. Indeed, in his autobiography, Without Stopping, Bowles explicitly identifies the
FUHDWLRQ RI WKHVH PGRFXPHQWYRLIRW BLHZ\D V¥ DMKH VW RQUIWEQLRQ 3>
desire came to me to invent my own myths, adopting the point of view of the primitive mind, fstating
WKDW LQ RUGHU WR pVLPXODW>H@T WKLV VWDWH KH XVHG pWKH RC
FRQWURO DQG ZULWLQJ ZKDWHY H soRB0wBes chritrukted the Btoleddd TBeH Q 1
Delicate Prey ZLWK PRWLYDWLRQV WKDW GUHZ H[SOLFLWO\ RwWst&f X UUHDOLVF
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and set out to create fiction as a personal reinterpretation of the primitive fnaterial he had deployed in
View.

Bowles, nonetheless, also distanced himself from surrealism later in life, despite his close
involvement with the movement throughout the early stages of his career. His work had been
published almost solely through surrealist publications, and both exploited techniques germane to
VXUUHDOLVW SURGXFWLRQ DQG VKDUHG WKH PRYHPHQWTV FKDUDFWH
GLVORFDWLRQ +RZHYHU %RZOHVY FDUWiéWwis DhéwéHkoowhlLand bnidgrée RFLD W LR (
celebrated. His short stories, which Gore Vidal ODEHOOHG uyPDVWHARBRQUMWHWKH EHVW HYHLU
E\ DQ $PHULFDQY PDGH WKH JUHDWHVW LPSDFW EXW %RZOHV GHFU
Surrealism. ¥ His rejection of any association with s X UUHDOLVP UHVHPEOHV RWKHU $PHULF
of their involvement with the movement, not least the editors of View, Parker Tyler and Ford, who
were never part of the surrealist movement in any official capacity and if they laid claim to any
involvement with it, it was usually to critique or to revise its precepts and politics.39 They actively
GLVWDQFHG WKHPVHOYHV IURP WKH PRYHPHQWTTVY ODU[LVW SRVLWLRQ |
more commercial, interpretation of avant-gardism thanthe sXUUHDOLVWVY FRPSDUDWLYHO\ PR
approach. In its initial conception, View ZDV WR EH ORI ()9RJ3IB)Héfore it, a magazine
devotedto D EURDGO\ pSRHW-LRUSHWATSGIWWGYWR FDOO WKH PDBAJLQH 37KH
VHW LW XS OLNyet DsaubdverRfied §nd included a wide variety of visual and verbal
material, not all of it resembling surrealism. Similarly, many of their more prominent American
contributors such as Henry Miller, who contributed stories and articles to several issues of View,
made similar claims to Bowles. MillHU P DL Q W D L Quaswiting Buveddistically in America before
[he] ever heard the word. f OLOOHUYV SKUDVLQJ KHUH LV WHOOLQJ ZKLOH DVVR
with the surrealists, Miller also highlights a trend towards producing writing that resembled surrealism
in America during the early twentieth century but that developed independently from it.

In the case of Bowles, the development of a style that overlapped with surrealism is clearly
tied to his work as a translator. For the Tropical Americana issue of View, not only did Bowles provide
translations from the Mayan holy texts the Popol Vuh (or, as his translation renders it, Popol Buj) and
Chilam Balam, but he also translated the Spanish DXWKRU 5DPRQ - 6HQGHUYV VKRUW
Buzzard.f %RZOHVY UHDGLQJ RI FRQWHPSRUDU\ /DWLQ $PHULFDQ ILFWLRC
in January 1946, View SXEOLVKHG %RZOHVY WUDQVODWLR@gcuRd 5RUQM IXWKHoRU
first Borges story to be published in English translation.”” lTwoXOG VXJJHVW VWé&pyheti BfIZO HV
the |5 ULPLWTh¥ B4&licat® Prey is complicated by WKH UHODWLRQVKLS radidtichslHQ % R Z O
and his own fiction and that this relationship can be better understood through a comparison with
%RZOHVY ZRWN. ZLWK

$IWHU UHFHLYLQJ D 5RFNHIHOOHU IRXQGDWLRQ JUDQW LQ % R
PRUH GLVWDQW DQG V WWHOWGassEstadtR RbdWwliear Q& fear made four trips and
traversed over 25,000 miles, as he attempted to chronicle as many forms of indigenous music as
possible.® As Folt] QRWHV KRZHYHU WKH SURMHFW XOWLPDWHO\ FDPH pWR |
WKH ORURFFDQ JRYHUQPHQW ZKLFK GHHPHG LQGLJHQRXV IRON PXVLF
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from continuing the project. § The hours of music that Bowles collected, often in desperate or
dangerous conditions, have remained almost completely unreleased from Library of Congress
archives, save for one single disk. Bowles himself was honest about the magnitude of the task he had

undertaken, explaining:

My stint, in attempting to record the music of Morocco, was to capture in the space of the six
months which the Rockefeller Foundation allotted me for the project, examples of every major
musical genre to be found within the boundaries of the country ... By [December 1959] |
already had more than two hundred and fifty selections ... as diversified a body of music as
one could find in any land west of India.*®

He considered his task to be one of helping preserve something of a culture he deeply respected from
the encroachment of WHVWHUQ FLYLOL]DWLRQ EXW QRBWRGXFRAH RR WREX\W [FRJIRYA. @ I
VR PXFK DV IURP pWKH LUUDWLRQDO ORQJLQJ RQ WKH SDUW RI PHPEI
cease being themselves and become westerners. § For Bowles, then, the issue with western, or more
specifically American culture, was the extent to which its monolithic totality could absorb other
cultures; his role, in recording, translating and publishing such works was to help slow, or prevent the
transformation of the world into an America wrought miniature. His attraction towards surrealism was
predicated on a particular desire to challenge American culture.

7KLY VWDQGYV LQ FRQWUDVW ZLWK %RZOHRLDYWYWHWKDBW HUJR 2 D UZLLA
RZQ PXVLFDO FRPSRVLWLRQV 2QH RI WKH PRVW FRQVSLFXRXV DVSHFW
WKH H[WHQW WR ZKLFK KH LQFRUSRUDWHG pIRONYT PRWLIV IURP 6SDI
Caribbean. Rather than attempting to create works within these distinct musical idioms, however,
Bowles consciously appropriated aspects of their sound and incorporated them into a larger musical
PRQWDJH ,QGHHG KH DUJXHG WKDW KMyt QtHeY tened m&odi€s\Withg IRON W X(
PDQQHU RI /DWLQ ThHeseNeferxn¢dadrolk music, not as whole pieces, but rather through
IUDJPHQWY ZKLFK ZHUH LQ %YRZGHSUYUIMHE RIRPHRQUQYHI LQ DQG RI WK
PXVLFDO TXRWDWLRQV pWK H heGitstyptate. € Bds the dB@ILIStendr, @r We one
QRW DWWXQHG WR WKH QXDQFHV RI %RZOHVY V\VWHP RI UHIHUHQFF
appropriation of other musical sounds. But as his friend, music critic Peggy Glanville-Hicks explains,
his XVH RI DXUDO UHIHU H @rradgémett Hawkealism vherél fragments are stirred into
a new relationship, but where each fragment is still glaringly what it was, recalling former
juxtapositions. ¥ 6R % RZOHVY RZQ ZRUNV ZHUH QmHpfimitivePwoBkQthemaeRess DV V |
but incorporated fragments from them in what Bowles considered to be a deliberately abstracted way.
,Q VKDSLQJ KLV VWRULHV WR UHVHPEOH pSULPLWLYHY IRON WDOHV %
he was within his music; he was introducing an alternative perspective into his work, without claiming
to actually represent that perspective.

3DUW RI ZKDW GLVWLQJXL VKeélDelivate P@y] thén, \IravrRnis lissue df Qiew,
or from earlier works like Bluey, is their structure; Bowles deliberately organized these stories around
reiterative patterns and a circular structure. On the one hand, Bowles consistently professed to
practicing automatic writng DQG FRQVLGHUHG WKH pVHQVDWLRQ RI GadHDPLQJT F
TXDOLWLHYV LQ OLWHUDWXUH KH WUH DTww¥ SetiGusKH adiesZ1943) beta@sel % RZOHV
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RI LWV FLUFXODU SDWWHUQ uOf BuHatwh shme@ime, B&als ihsRtedDhas tisH D P
stories were carefully structured and that the meaning of his work was in fact a product of that
VWUXFWXUH DUJXLQJ WKDW PWKHUHTV QRWKLQJILQHEDIOWILQJI 19 LRHSBHN
comments in his Open Letter, % RZOHY DOVR FRQFHGHG u, GRQTW WKLON RQH FI
method absolutely, with no conscious control in the choice of material, and be likely to arrive at an
RUJD QL F? Iisted, Bowles focussed on structuring his texts to emphasise patterning, during
their transcription from longhand to typescript. In this sense, Bowles might be said to construct an
aestheticised form of surrealism, one impelled not so much by dream states per se, but rather a
deliberate use of language to mimic somnambulic patterning.

Within The Delicate Prey this aesthetic emerges from the circular nature of each story;
%RZOHVY HPSKDVLVING fistionNrdnsldte® in@ & kind of story in which everything feels
LOQWHUFRQQHFWHG DQG LQHYLWDEOH 7KLV UHIOHFWYV KLV LQFUHDVI
contrasts sharply ZLWK %RZOHVY HDUO BH&y ZRUN PKHKUDN[DPSOH VHHV VWX
Aileen travel to visit her mother in Columbia. Her feelings become increasingly stifled and oppressed,
IRFXVHG DURXQG KHU PRWKHUfV OHVELDQ OR YdrhatredZ § R codlidt UHID U G V
mounts as the story progresses, WR WKH SRLQW ZKHUH HYHQ pZKHQ WKH WHQVLRQ
somehow it was not. ¥ Even WKHQ $LOHHQ EXUVWV T @Y e \Nokinding YWiLRr@aihy F H |
waterfall has persistently suggested DQG DWWDFNV KHU PRWKHUYYV ORYHUWWKHALWK YI
story does not seem resolved.”® Instead, it closes with Aileen, heading back towards the airstrip,
WXUQLQJ EDFN uWR ¥ DDUEBEE/ WHEH. BERYWWKHH ILJXUHV RI KHU PRitéKHU DQG KF
side, XQDIIHFWHGNFHEl\JU\/\lIEE)da*fuh\erV\p%SJslﬁ?(,ﬁ.57 &ORVLQJ ZLWK WKH pPVWRU\T L
FRQFOXVLYH D SODFH WKDQ LW EHJDQ WKH FRPSDULVRQ RI $SLOHHQTV
made only a temporary impression, that even her ferocious violence has engendered no change,
either in her or her victim. But this lack of development, which contemporary critics had thought of as
VWDJQDWLRQ LV DFWXDOO\ DQ HVVHQWLDO SDUW RI KRZ %YRZOHV FUH
Ec KR 1 E Hohla@Mne, about to descend into Columbia. At the forefront of the narration is a sense
RI XQVHWWOLQJ YLROHQFH ZLWK pWKH YLEUDhd Rh@ sthl sthikgd SODQH
HYLROHQWO\ GRZQ XSRQ WHKHZREILBK R8sk Witk the Bdporific air that
VXUURXQGY $LOHNAQH WHOHHFHVSDOPRVW LQ D GUHDP DQG UHDGV D OHWYV
decipher a meaning that did not lie in the sequence of the words. ¥ As the story closes, Bowles draws
the narraioQ EDFN WR WKHVH VDPH HOHPHQWY 7KH YLROHQFH LV UHILJXU
WKH HITHFW RQ WKH RXWVLGHIZRUOK RIOHH @ KHWIMVEHIH VIVORRIRPQW U DV W
of her deep dream. ¥ The journey of the cartiseven dHVFULEHG DV ,D RPDEHMFHWYRWKH \DZQL!
EDFNGURS RI pWKH JRUJﬁﬂ) YRROPHYJ KBNKHPEHGGHG WKH HOHPHQWYV
conclusion in its beginning, and crafted it so that it loops back on itself, forming a circular whole that
concludes where it began. The structure forces the reader to impose connections on the narrative,
creating something that resembles but diverges from a surrealist perspective. A frequent
interpretation of surrealist narratives is that they resist closure; in part, this is a necessary corollary to

the process of automatic writing, where the author writes without a conscious awareness of the
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QDUUDWLYH WUDMHFWRU\ ,Q %RZOHVY FibDadHNn okdRradi eniphhsisk thé VWRULHV
inevitability of the action that occurs. In order to create the sense that the action of the stories was

governed by invisible connections, Bowles has to himself relinquish the model of total unconscious

production that automatic writing demanded.

What imbues these connections with a greater sense of authority, moreover, is the crisp,
neutral prose that Bowles uses to describe them. There is elegance and clarity to the way that Bowles
narrates his stories. -DPHV /DVGXQ KDV QRWHG WKH uFDOP OR BowWesZLWK ZKL]
describes the action with an authority that suggests not a lack of perspective but one that has a
greater understanding of what is occurring than an participatory viewpoint could possess. This
authority, as Lasdun explains, is often expressed through the way the storieV EHJLQ RSHQLQJ pZLWK
impersonal simplicity of folk tales. ¥ : KHQ pM7KH '"HOLFDWH 3UH\Yf RSHQV ZLWK WKH VW
were three Filala ZKR VROG OHDW KH the la@hdtiy BfHi@ Bdrétd -ffemoved, and drawing
our attention to the scene as if pointing out an interesting episode in a history book, or beginning a
fairy tale - gives the story that follows a sense of impersonality and inevitability.®® The characters,
relayed to us in such detached terms, take on a general, almost archetypal quality, just as the
BURIHVVRU LQ u$ 'LYVDWW KSVVIRENDQGIQWYRHWPDOO RYHUQ@KJKW EDJV
VXQ ORWLRQV D QeadPrt Guttirel Qeicvifftion than the contents of his luggage.® In much
WKH VDPH ZD\ WK DWs takReOph § Yarddlay Wau@idg quality when one notices the skill of
his draughtsmanship - the elegance of their execution gives their strange elements a surreal
coherence - WKH FRRO GHWDFKHG FODULW\ RI %YRZOHVY SURNEOOHQGYV WK
coherence and inevitability. Although working across different media, both Bowles and Dali relied on
artistic praxes that foregrounded technique and moved beyond a totally dissociative system of
creation. 'DOLYTV IDOO IURP W KitrealidR Wak balged i R&t updn the extent to which his
process of painting failed to adhere to the tenets of VX UUHDOLVP |V addiQcould Warary ke
that Bowles, like Dali, was more interested in a technocratic version of Surrealism, one that
foregrounded through aesthetic means a simulacrum of the dream experience.

The reception of The Delicate Prey, however, occluded any connection between the
DQWKRORJ\ DQG VXUUHDOLVP ,Q IDFW FULWLFV VHHPHG KQZLOOLQJ
degree and the aspects of his prose that they did address UHYHDO WKH ULIW EHWZHHQ %RZO
and the intellectual currents in America in the post-war period. Perhaps more importantly, the
UHVSRQVHV WR %RZOMHmWM§ of e Madors haD<Drréalism received such a hostile
UHFHSWLRQ LQ $PHULFD :KLOH &OHP Hurgdlis ikl wWel) &ckihowlfdge® therP LVV DO R
has been little consideration of how the broader intellectual climate of postwar America influenced the
PRYHPHQW TV thetchtlg S WY ROIHYHOOHG DW %RZOHVY ZRUN JHVWXUH WRZDU
cultural biases against surrealism. % RZOHV { |LThe Bhe@eRngrsky, which had been published
a year earlier in 1949, was repeatedly criticised for its lack of well-developed characters; Denham
6 XWFOLIIH HQXQFLDWHG WKLV PRVW FOHDUO\ ZKHQ KH VXJJHVWHG WI
they continue to be uninteresting abstractions, devices for the expression of unrelieved despair. i

This criticism was even more prominent in the reception of The Delicate Prey, about which the
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RYHUZKHOPLQJ IHHOLQJ ZDV WKDW WKH VWRULHV ZHUH pOHVV VWRU
places described with great originality. § As Charles Jackson explained, there was nobody with whom

the readHU FRXOG UHODWH LQ WKH DQWKRORJ\ D VLWXDWLRQ WKDW /H
inability to make intellectual notions as real as feelings, to specify men thinking as convincingly as he

can specify men undergoing castration. % While critcswaQWHG WR MWDNH SDUW LQY WKH VW
and become invested in their characters, they found themselves cut off from them, unable to relate to

WKHVH pXQGHYHUJRSBHdGa$ BdrkdoxrU ¢hafacterised the reaction, declaring that The

Delicate PreywDV PODFN&SHQBWUDWLRQRI FKDUDFWHU

7TKH LQLWLDO FULWLFDO UHhés R&s\piedigpesethtR @valthtethe molkeNon
the basis RI LWV FKDUDFWHUL \émMpNdsR Quggeéssthé- ichhaldnEevtfiey placed both on
the development of individuals withiQ D WH[W DQG Q\UKH] FOW \ B/IHWUW\ WR pFBQYLQFHT
SURYLGH VRPHWKLQJ IRUTWBEHARPVRQ pPQKOOWB OMR) ZHUH ERWK VHQVLW
%RZOHVY GHVFULSWLYH SURVH DQG thi® stotids YéiRd prddilite KiwSUQIRINGIE F HITHFW
UDVWRQLVKLQJ HDVH DQ.(ﬁ1 WKW KEPYAQOWEKHDMK WWKHLU FULWLFDD SULRUL
WKH PSLFWXUHVTXHYT TXDOLW\ RI KLV SURVH ZDV RI LQWHUHVW LQVRID
stRULHY VWDJQDWHG DV KLV DWWHQWLYHQHVV WR GHWDLO PDGH WK
graphic, even poeticdescriptions.zﬁZ :LWKRXW D JUHDWHU GHJUHH RI SORW GHYHORSP
characters lacked the space to grow and develop. But BRZOHVY XVH RI FRPSUHVVHG VWU X
reiterative patterning drew emphasis away from action, creating a sense of claustrophobia - the inertia
RI WKH VWRULHY UHQGHUHG WKHP uDFWLR.(if(D)bBVrMbtiveZM(hsEM/ad;_h’otWR VD\ Fk
inherentya QHJDWLYH DVSHFW RI %RZOHVY ZULWLQJ EXW LWV XVH LQ FRC
replicate a dreamlike cohesion, ran directly against a desire for development and complex
characterisation.

The stories failed, moreover, to offer a framework within which their reader could position
WKHPVHOYHYVY DQG VR pUHODWH WRYT WKH FKDUDFWHUV 7KH pSULPLW
GHOLEHUDWHO\ FRQIURQWDWLRQDO zZD\ ZHUH XQGHUVWRRG DV DQ D
day. §f Rather than suggesting there could be something provocative about this, however, critics
DUJXHG WKDW WKH VWRULHVY GLVMXQFWLRQ IURP WKH TXRWLGLDQ $F
UD ELW RI H[RWLEQFRVHWX B QW L D°Thid gebselid)regis@redynit Weenly in the
VXJIHVWLRQ WKDW %RZOHV RXJKW WRIWRRNY XK OQF W K HK IF\R X1Q G WBLUYRHY VG H (
intimate, and, shall we say, down-to-earth stories or glimpses of the small town in which he was
EURXJKW XST LQ BsU& ekpredsRdomethihg @vorthwhile, according to these critics, he
needed to locate his voice within an American context, and reproduce something that spoke directly
of his own experiences.”®

While critics were unable to avoid acknowledging elements that Bowles used to recreate a
surreal aesthetic, they repeatedly misread them. Rather than considering Bowles as in some way
working within a surrealist legacy, their critiques reveal their desire to recuperate him within a
character-driven, specifically American framework. This pattern of misreading is particularly evident in
WKH ZD\ FULWLFV I[URP &\ULO &RQQROO\ WR :LOOLDP &DURORYV :LOOL
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African novel, The Sheltering Sky, within a popular American context. While critics consistently took
LVVXH ZLWK DVSHFWV RI %YRZOHVY FKDUDFWHULVDWLRQ WKH\ ZHUH
journey of the protagonists, Kit and Port Moresby, which took them into the emptiness of the Sahara -
it seemed to offer a contemporary parallel to the American frontiersman heading into the west, a
HFKURQLFOH RI VWDUmoHdrepJa fale what @anfsrmét to popular expectations of an
adventure story, to the extent that it could be recuperated within this popular generic framework, and
thus easily consumed. Tennessee Williams was alone amongst his initial readers in suggesting that
VXFK UHDGLQJV PLJKW EH PLVVLQJ WKH SRLQW ZKHQ KH VO\O\ REVHU"®
this book and be enthralled by it without once suspecting it contains a mirror « R1 PRUDO .§IKLOLVP
IDFW WKH UHFRQVWUXFWLRQ RI WKH QRYHO DV D IURQWLHU pDGYHQ!
MVXEVWDQFHY LQ %RZOHVY WH[WV ZKLFK REVFXUHG WKH YDFDQF\ DQG
To understand the position from which % RZOHV Y $P HU L RpppathedDiit: HedtVit is
LPSRUWDQW WR XQGHUVWDQG WKH SULRULWLHV DVM Ri$1955NettG ZLWK pC
The Liberal Tradition in America, Louis Hartz offered a narrative of American history that is
characteristic of the position held more widely by the loosely associated group of New York
Intellectuals in the postwar period, in that it places the concept of u O L E H @tDhe tenteefof American
culture and history.79 Basing his agXPHQW RQ ZKDW KH GHVFULEHG DV uWKH VWEF
American history, 1 ZKHUH WKH FRXQWU\ ZDV IRXQGHG E\ PHQ HVFDSLQJ RSS
IUHHGRP LQ D pLlHDURFBQR@VLGHUHG WKH PRVW VDOLHQW IHDWXUH RI $F
American community is a liberal community.ﬁ‘f’ 5DWKHU WKDQ pPOLEHUDOLVPY VLWWLQJ
LGHRORJLFDO VSHFWUXP LQ RSSRVLWLRQ WR D FRQVHUYDWLYH DOWEL
EHHQ D 3OLEHUDO PRYHPHQW ™ RU D cd,fDDQ 8O0 MEHDNM OLYLNWW] D GL QWEMH B
SULPDF\ RI LQGLYLGXDO IUHHGRP FRQVWLWXWHG WKH IRXQGDWLRQ IR
had the American Way of Life. § His characterisation of this trans-partisan ideology, where
H3$PHULFD Q b MECaethyL tQgether with Wilson, fsuggests the particular importance that
liberalism had taken on with the onset of the Cold War.® It had become the defining feature around
which Americans could define themselves against the totalitarianism of the Soviet Union, whether one
aligned themselves with red-baiting McCarthyism or Wilsonian politics.
American critics of this era, particularly the New York intellectuals like Lionel Triling and
Richard Chase, aligned themselves del LEHUDW H O\ D O R Qid s@tieHdleDOcfjticEm@Hhé
postwar period as particularly concerned with promoting fiction that emphasised personal
UHVSRQVLELOLW\ DQG ERUH D FORVH UHODWLRQVKLS WR WKH pOLYH
HPHUJLQJ VWUDLQHRIDWRRAHWQFOMPNZDYV GHVLIQHG LQ 7ULOOLQJTV 2
whose quality of intelligence, derived from literary study or refined by it, would ultimately affect the
condition of society in certain good ways. § Underpinning their desire for a new paradigm of fiction
and criticism was a belief that, in the wake of the inexplicable violence that characterised the Second
World War, contemporary society was uniquely in need of such a change. The ethical dimensions of
their programme were impelled by WKH VHQVH WKDW DW pSHUKDSV DW QR RWKHU W

moral realism been so much needed. ¥ Their perspective, however, just like the broader currents of
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HMOLEHWYDZDLWRPXUWKHU LQIOHFWHG E\ WKH VKDGRZ RI WHKHS&IBIOG :DU DC
Union as coercive and totalitarian. *HUDOGLQH OXUSK\ KDV GHPRQVWUDWHG KRZ
intellectuals like Triling « THOW LW LQFXPEHQW RQ WKHP WR GHSORUH WKH 3WRW
DQG HPEUDFH WKH 31U HHITRecONREIMWIKIHRZIDHW Tatfhls sMRUEVH VY] UHODWLRQVKI
reality - especially the stipulation thatitbe JURXQGHG LQ pKLViQ&leetivy bf tM-iroQden
concerns to shape a literature that could oppose a Soviet culture characterised as restrictive and
oppressive with a democratic, American aesthetic.

Just as New York intellectuals like Trilling made a dramatic shift from a formerly sympathetic
position towards Marxism, to a nationalistic, anti-Communist stance, the surrealists themselves had
undergone a political about-turn in the face of Stalinist reforms in Russia. But in spite of the split
between the pro-Communist surrealists, like Louis Aragon and Paul Eluard, and the orthodox
surrealists, led by Breton, who maintained an anti-Stalinist Marxist position, the critical response to
surrealism from the prominent literary critics of the time was unable to overlook its association with the
IDU OHIW 6HUJH *XLOEDXW KDV VKRZQM&RZAtIMN Erid |atef Qdpditidator HVV R Gt
of certain groups of left-wing anti-Stalinist intellectuals in New York from 1939 on, coupled with the
rapid rise of nationalist sentiment during the war,f XOWLPDWHO\ OHG WR WKH HPHUJHQFI
American abstract expressionism and the decline of surrealism in New York.?® Bowles had himself
been a member of the Communist party before the war, which had contributed both to his permanent
emigration to Morocco and to his inability to return to America later in life. Although few of his short
stories show any concern with politics, the protagonist of his 1955 novel 7KH 6 SLGHU f36hsa R XV H
6WHQKDP LV D pERIFRRPHGWH[KLOH FULWLFLVP RI WKH WH[W DYRLGHG
political affiliations, the reception of Stenham reflects the general bias against any work tainted by
DVVRFLDWLRQ ZLWK &RPPXQLVP 2QH UHYLHZ IRU WKH 1HZ- <RUN 7LF
occupied by an indefinable anxiety,?ﬁ ZKLOH DQRWKHU GLVPLVVHG KLP DV D EXIIRI
WKURXJK WKH WH[W  Vexd UHLY IRGIX M. IRNOHD B DIV { Restss m@edrgoranty,L R Q
ERWK UHYLHZV GLVPLVVHG WKH WH[WYV UHOHYDQFH WR DQ $PHULFCLC
HVLOKRXHWWHY IROGGRYSDDWO KH pIDLOHG WR JLYH KL¥ TMWRU\ FRKI
6 S L G HU T VWwasRompladtely dismissed, as a text that could neither oppose communism nor offer a
method of making American citizens better.

The priorities of American critics, particularly the New York intellectuals, extended beyond a
concern with the details of what literary texts communicated, to the kind of generic structures they
were organised around. For a text to communicate something that could contribute towards the social
renovation that Trilling emphasised, it needed to enunciate in its form the same qualities of freedom
that its characters and actions expressed. This meant, in general terms, a novelistic mode of
H[SUHVVLRQ 7ULOOLQJ GHVFULEHG WKH QRYHO DV ub SHUSHWXDO T X
HLQGLFDWLRQ RI WK® TS LYROEOVe AMRrpRy has shown how, in particular, it was the
conventions of the romance that offered such intellectuals a model to orient their arguments around.
(OXFLGDWLQJ WKH ZD\V LQ ZKLFK p$P H Udnédd Qedistng BnalHeddIutiBDIL QHG RSH

she has shown the extent to which the conventions of the romance - openness, integrity, a play
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between the real and the imagined - embodied the ideal of freedom that liberal critics used to define

their literature against Soviet totalitariaQLVP WKH URPDQFH pPSURPRWHG IUHHGRP |\
democracy did. ¥ Writers like Saul Bellow, or Ralph Ellison, were valorised for novels that offered

sprawling, picaresque tales, whose freedom allowed their characters to develop in a supposedly

autonomous manner. Action and characterisation were contingent upon a structure that could

emphasise this sense of freedom.

,Q WKLV OLIJKW WKH DSSURDFK FULWLFV WRRN WR %RZOHVY ILFW
wider intellectual currents in America. The FRQIOLFW EHWZHHQ %RZOHVY SULRULWLHYV
RI VXUUHDOLVP DQG WKRVH RI WKH 1HZ <RUN LQWHOOHFWXDOV FDQ
1952 review for The Kenyon Review p$ QRYHO L %n RhiQDRVMHGRPSDUHG % RZOHVY VHF
novel, Letit Come Down D QG 5D O SK Iuisiblé M&QuHW of which were published earlier that
year.”® & KDVHTV HYD OshwM&QURVWY RQ (OOLVRQTV DELOLW\ WR H[SUHVYV
UHDOLW\ ZKLFK LV VHQVLWLY hbng/aR lifg W KH VX G-\ QP DWVIHO BRRIWHIWD G IQF WP D J F
WKURXJK LWV pWUDYWANQGHQ®W M. VHREKDVLVHY WKH WUDGLWLRQD
DSSURDFK ORFDWLQJ LW ZLWKL®D $PKH MIHF U IULFPKZRUNI RP @M EHFFO D\
theme: the search of the innocent hero for knowledge of reality, self, and society. ¥ This sits in
FRQWUDVW WR WKH pSDOOLG DQG IXWLOHT DWWHPSWV RI %9RZOHV ZKF
IRUP RI pVFHQH\Justbas gWHeQeditiguHY RI KLV VKRUW ILFWLRQ LW LV %R
FKDUDFWHUL]DWLRQ DQG RI GUDPDWLF DFWLRQY WKDW &KDVH XQGHUO
WKH URPDQFH JHQUH OLNH (OOLVRQTV WH[W LV SUHGLRF&hHG 7KH SU
of the text and Chase concludes by arguing that Bowles fails because of what he considers to be the
inherent nihilism of hiswork - pLW GRHVQIW PDWWHU ZKDW DQ\RQH GRHV VLQFH H
and equally without meaningful consequence - which divests the characters of the responsibility
requiredofademocraticsociety.97 ORUHRYHU KH UHDGV %RZOHVY SDWWHUQLQJ DV L
oppression of the Soviet Union, suggestingthat VLQFH pWKH KHUR FD QW WHURH tp®@ TZK HEBIH
dramatic action. $ The reaction against specific aspects of Bowles writing - his characterisation and
structure - SRLQWYV WR D ODUJHU LVVXH WKDW %RZOHVY ZULWLQJ ZDV D!
liberal trajectory of American society. Bowles had developed his model of short fiction out of his
involvement with surrealism, explicitly in order to oppose the spread of American culture on a global
scale. If they were opposed to Bowles, then the expectations of critics like Chase and Trilling were
certainly antithetical towards surrealism, not simply on a technical level but based on their dedication
to cultural production that enunciated a democratic model of individual freedom.

For Bowles, surrealism had offered a framework that accounted for his own experience of the
world - it was a perspective that mirrored his own disconnected, dreamlike engagement with his
surroundings. More importantly, it offered a model for engaging fictionally with the world in a way that
challenged or contested the hegemonic discourse of rational, western civilisation. His interactions with
the surrealists, both in Paris and in New York with View, gave him the opportunity to engage critically
DQG UHIOHFWLYHO\ ZLWK WKH PRYHPHQW DV SRHitle oAMsUrR2QMODWRU D C

proper, however, remained a select and almost exclusively European group DQG %RZOHVY IHOOR
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translator for View eGRXDUG 5RGLWL VWUHVVHG WKDW {\Bewes re@aingd U VR XJIKV
RXWVLGH WKH VWULFWXUHUW hR Ificéiot) FepvdRedt§ \an RRenipt tbLddcoBstruct an
aestheticized surreal state, rather than necessarily following the demands of surrealist processes. He
seemed such an ill-fit in America because the tradition he was drawing on conflicted so markedly with
the direction of post-war American literary criticism. Surrealism had developed out of opposition to the
values of capitalism and the west and Bowlesf UHSURG XPWULRHD BLVPIVY RSSRVLWLRQDO \
fiction oriented it along starkly nihilistic lines. Criticism in America, on the other hand, whose
perspective was underpinned by liberal ideals, drew directly on the qualities of moral realism that had
antagonised surrealism and promoted a freedom that was deliberately opposed to the Soviet Union.
Attempts to recuperate Bowles within an American context - for example, the frontier narrative, or the
romance - ZRXOG QHFHVVDULO\ IDLO EHFDXVH %RZOHVY PQLKLOLVWLFY H
the kind of freedom associated with these generic structures.
Yet Bowles continues to be misread, within a framework that emphasises the same qualities
of freedom and individual development that had been prioritised in postwar American thought. Rather
than approaching his work as something influenced by surrealism, critics continue to accommodate

him within a tradition predicated upon freedom.'®

The most popular understanding of Bowles is as

WKH SURWRW\SH %HDW ZKR LQ WKH ZRUGV RI 1RUPRQBM QEUWHKIIRSFE
murder, the drugs, the incest, the death of the Square. #* While he seems to fit into this tradition -

particularly given his early association with William S. Burroughs and his role as guru-cum-icon for

Jack Kerouac, Allen Ginsberg and Gregory Corso while living in Tangiers - his fundamental concern

IRU FRQYH\LQJ D QLKLOLVWLF DOWHUQDWLYH WR WKH SURJUHVVLYH
placed him in opposition to the cultural and literary ideals that their work usually promoted. This

insistence on reading Bowles within a countercultural framework and emphasising individual

independence belies the extent to which the narrative of American liberalism continues to govern

American culture. But this also indicates another important reason that Bowles has been continuously

misread: surrealism has been understood too narrowly by American critics. The qualities that give

%YRZOHVY VWRULHV D VXUUHDO SHUVSHFWLYH ZHUH QRW RI LQWHUHVW
society, apart from the extent to which they stood in the way of recuperating them within a narrative of

freedom.

1 &aDWUL QD 1HLPDQ u,\0an.UrRIGHe FofWtheR Avafit-Gafde, edited by Catrina Neiman,
Thunder's Mouth Press, New York, 1991, xiii.

2 Paul Bowles, in Gena Dagel Caponi, Conversations with Paul Bowles, University Press of

Mississippi, Mississippi, 1993, 137.
® Bowles, The Delicate Prey and Other Stories, Random House, New York, 1950.
* Bowles, in Virginia Spencer Carr, Paul Bowles: A Life, Scribner, New York, 2004, 46.

® Bowles, The Delicate Prey and Other Stories, xi.
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writer, composer and photographer, Paul Bowles, his project explores the relationship between mid-

twentieth century politics, surrealism, ideas of violence, and the short story as a genre. He draws on

LGHDV RI IUHHGRP DQG PRUDOLW\ LQ OLWHUDWXUH WKH UHODWLRQVK
unique style of short story, and the role that surrealism played in defining his artistic expression.
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&DUULQJWRQYV .LWFKHQ

Kath arine Conley

7KLV HVVD\ DUJXHV WKDW WKH REMHFWYV L Qepreser@eR thedvditihg BRJIWRQTV N
SDLQWLQJ DUH FRPSDUDEOH WR WKéab lRBEwitds-aont thém %nd Hhag Rhefiv. VW X G\
photographed. Her most emblematic object - the cauldron - epitomizes the way she mixes the ingredients

of her art, creating new substances through a literal process of embodiment. In comparison, Breton

predominantly matches the ingredients of his art, through his strategy of juxtaposition, following the
FRPELQDWRU\ SULQFLSOH RI WKH VXUUHDOLVW LPDJH . BétK et/ SDUN WKD\
objects reflect the spaces that house them as the intellectual hub for each artist; the differences between

them establish what distinguishes Breton from Carrington as surrealists, in particular their different

approaches to non-Western objects.

Everyone who has written about visiting Leonora Carrington in Mexico describes her kitchen. Edward
James in 1948 called it D cambined kitchen, nurseryy, EHGURRP NHQQHO DiQ&stMeX@N VWRUH
disorder that was ppocalyptic. §f For Carrington, eve U\WKLQJ EHJLQV L @GeWirte ROUWEFKHQ
explained in the 1970s.? Silvia Cherem, in the catalogue to the recent exhibiton RI &DUULQJWRQTV ZRUN
Dallas, describe V- WK H N L WaRKiddro@m/ sjiting room, and place to receive visitors,f FHQWHUHG RQ
an old round table covered with plastic, surrounded by four chairs that resent the passing of time. §in the
catalogue to another recent exhibition, Surreal Friends (2010), Stefan van Raay GHVFULEHVhadDYLQJ u
the great privilege of sitting around her kitchen table in Mexico City many times. §{Homero Aridiis tells a
similar tale of being led into the kitchen by Carrington Qnce seated, she offered tea, tequila, or whiskey
and took advantage of our visit to smoke a cigarette. On the cupboards and the refrigerator were post
cards with reproductions of works of art featuring cats as well as the royal family of England and Princess
Diana. §

Carrington discovered surrealism in 1936 when she was studying art in London. She admired a
painting by Max Ernst, subsequently met the artist and then moved with him to France, where they lived
until he was arrested as a foreign national at the outbreak of World War Two and she fled to Spain. Her
memorable self-portrait, The Inn of the Dawn Horse (1937-38), and her first collection of short stories, La
Maison de la peur (1938), were finished in France. She developed her own distinctive surrealist voice and
vision there, adding to the plurality of voices that make up the movement. In New York during the war she
rekindled her friendship with the surrealists, including André % UHWRQ DXWKRU RanfgdadbfIRXQGLQJ
6 X U U H DAgtervtte War, she settled in Mexico City while Breton returned to Paris. In this article | argue
that the settings in which Carrington and Breton worked contextualized their individualized visions of
surrealism and actively informed their thought. Through an understanding of the way each of them
envisioned and spatialized their working environments, it becomes clear KRZ &DUULQJIJWRQTV HPERC
YHUVLRQ RI VXUUHDOLVP EXLO Gt\theRii@gs®% UHWRQTY PRUH DEVWUD
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& D U U L QKihBnQMRY her living, talking, and thinking space. It was her intellectual hub, her
equivalent of % UH Wd3R@W M Paris, as Jonathan Eburne has persuasively argued. ®carinJWRQTV
DFFXPXODWLRQ RI YDULRXV pV\VWH ¥t &d vSiRlRiZ eH@idtihgS WikeeeX B L R Q 1
actively mixes Celtic, English, Tibetan, Mayan, and indigenous Mexican traditons, FRQVWLWXWHY DQ uDUF
effect, IDFFRUGLQJ WR (EXUQH FRPSDUDEOH WR %UHWRQYV DMBEAPXODWLRQ
evidence that surrealism HOLYHG XQGHU D ¢ SithRkiitivé mi@roiG the oyramism of the archive
itself as Michel Foucault and Jacques Derrida have described it: an oscillating figure caught between the
pleasure principle - the desire to capture and understand events as they occur - and the death drive - the
inevitable creep and acceptance of mortality.® The oscillation in question simultaneously follows the
regular path of chronological time and inevitably seeks to disrupt and suspend it. Both Breton and
&DUULQIWRQTV WKRXJKW D Q GtypirdUdf slurddlion W UVRKIK WBHQVLROWRQTV ZULW
paintings | will look at how her version of embodied surrealism EXLO GV R Q vEidhhhvel Ri&y Fhat is
linked tangibly to her surroundings.

Carrington, like Breton, was intentional about the objects with which she surrounded herself and
was interested in those she understood as having magical, animate qualites, HYHQ D 4DXIDR/DRO OLIH ¢
as Antonin Artaud once described objects seen close up and magnified by a camera.’ This 'animal life' of
objects to which Artaud refers comes through clearly in Carrington's paintings and writings. Furthermore,
&DUULQIJWRQ DGRSWHG DQ DOW H U,Qdpé&stediyHidaribif@ngPtiezModd_ddHer t&déin KHUVHO |
animal. Breton also adopted a totem animal for himself 2 the fish or dolphin 2 because, as he explains in
Nadja, he was born under the astrological sign of Pisces, but he never took this connection to an
alternative animal identity for himself as seriously as Carrington did until he moved to New York during
World War Two."® When both Breton and Carrington left Europe and briefly lived in New York, before he
returned to Paris and she continued on to New York City, he was exposed to objects made in the
American West and actively collected Pacific Northwestern transformation masks that portrayed humans
as human beings and animals. Like Carrington, he expanded his idea of what it meant to be human once
he arrived in the Americas.

It was in New York that Breton wrote his 'Prolegomena to a Third Surrealist Manifesto or Not," in
which he speculated about the place of human beings in the universe in relation to animals larger and
smaller that we are, the whale and the mayfly. " This speculation built on the earliest surrealist
assumptions about the unconscious, based on Freud, and their conviction that human consciousness
must be more mobile than the Cartesian view of the mind with which Breton grew up in early twentieth-
century France. The experiments with automatic trances the surrealists XQGHUWRRN LQ %tHWRQYV V
adjoining sitting room in late 1922 underpinned his theory LQ W KH p 0 bfGhke IreceptivB §urrealist as
sharing properties with objects. He claimed that attuned surrealists were equivalent to peceptacles of so
many echoes, modest recording instruments § and consequently his theory of the object had a
psychological function.’* His p& ULV LV R VitetH1I9BE M thanfifist chapter of Mad Love from 1934

established a connection between the psyche and the objects to which it is attracted.. This view of objects
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as having a catalyzing effect, capable of helping an individual understand him or herself, complemented
Carrington's view of objects as having lives of their own. IXVW DV &cthboddh Rv@sfdeveloped in his
VWXG\ WKH PDWU L [ cidative dabdulbtighitadRrhgnkitchen.

& D U U L Qacia kxdhén in Mexico City pFKDQJHG PLQXWHO\ RYHU WKH \HDUV 9 DF
$EHUWK pPWKH VXUIDFH RI WKH WDEOH ZDV FRQV LV WHIQs GortuR@eX WW H U H G
enough to spend two evenings in that kitchen with Carrington and her husband Chiki Weisz in 2001.
&KHUHPTV GHVFULSWLRQ FDSWXUHV P\ RZQ PHPRU\ RI LW

Oils, sauces, plates, glasses, medications, boxes of tea, and cat food are readily visible on
shelves from which also hang rows of blemished pans and rusty scoops. As decoration, there are
a few postcards and magazine cutouts that Leonora has treasured, with the photos of the English
royalty, including of course Lady Di and Queen Elizabeth Il, and Irish writers, also an Egyptian cat,
some pre-Columbian and prehistoric archaeological pieces, as well as an invitation for an
international conference in her honor that took place in the Museo Tamayo in Mexico City.14

It was an ordinary domestic space containing little of value. [Fig. 1]

Fig.1: &DUULQJWRQYTV NLWFKHQ LQ 0 HPhbteqRaglbyWAnn 8BIENRQI9D 5R P D

It was the place where Carrington served tea, whiskey, and tequila - p,W ZRQfW KXUW \RX \RX NQI
said to me when | hesitated over the choice) - and also a place of fierce intellectual challenge and debate,

spiced with humor. Carrington interrogated her visitors and told them stories, sometimes playing jokes on
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them.’ It was not a place where a visitor could feel completely at ease. Aberth explains how moving to
Mexico in the 1940s prompted Carrington to develop her sense of kitchens as magically charged spaces
used to concoct potions, weave spells, prepare herbs and coQGXFW D O FKRIRN EXp &8 AL P HowV 1
The conversation and cookingthDW pFKDUJHG T W gederdtddt . IZ W IHQ arvaIQviirg both
distinctly female in nature, if not always conventionally feminine. Her choice of the kitchen as a domestic
space traditionally dominated by women was deliberate, even as she challenged sexist assumptions
about the limits of what women could do.
Critics have long noted the crossover between cooking and art making for Carrington. She once
said, Rainting is like making strawberry jam - really carefully and well. i James notably commented in
[fihe paintings of Leonora Carrington are not merely painted, they are brewed. §f In footage from
the early 1990s shown in Dominique and Julien Ferrando X 1V U H F HCakindtarOeRplains her method

in terms of cooking, as she prepares tempera paint by breaking an egg in order to mix her colors:

7KH UHDO ZRUN LV GRQH ZKHQ \RXYUH DORrg il bed@meR X $&nseVBIXGLR DQG
something and then it becomes something that you can see and then it becomes something that
youcando. ,WTV OLNH®WKRRRRANLQJ LVQIW WKDW ablipkndowHLWKHU DV \RX ¢

,Q WUHWWRQRGXFWLRQ WR KHU VKRUMWnN Yisvanthdlogy DKBlackHHuXeY D Q W H
(1950), (LQ ZKLFK KH DOV Radfichbld sadwWD X HYUTuDV p O D GAHRYG A UEEIdvsK) fHhe
describes eating meals prepared by Carrington in New York from a sixteenth-century English cookbook,
FODLPLQJ teélomypaohe o try certain dishes, fincluding a hare stuffed with oysters.20 Carrington
created several paintings that involve dining - indoors and outdoors - including The Meal of Lord
Candlestick (1938), Pastoral (1950), Three Women Beyond the Table (1951), The Hunt Breakfast (1956),
and Lepidopteros (1969). Cooking and dining serve as a powerful metaphors for creativity in her writing,
too, despite the fact that one of her short stories contains the suggestion that she was raised to believe
that food was a vulgar topic: WKH QD WUid2WRUWEQFOH 6DP &bolhddpénd W Bea forse,
warns her to Never mention anything as vulJDU DV WReR &8y pay a visit to the proper Misses
Cunningham-Jones.21
The kitchen itself is featured in her short story from 1939 p7KH 6LVWHUVY DV D PHGLHYDO V
ZLWK IRRG LQFOXGLQJ pFDNHV D Q &okeQ &d purt We\Nah& amd/tfka’ Kdnwhep ZHU H
oven. 3SRPHJUDQDWHY DQG PHORQV VWXIIHG ZLWK ODUNVY DV ZHOO DV uZKEF
HSKHDVDQWY SHDFRFNV dvaited thek WuxhHd \Vbe >cadk&I@f Sonia Assa groups the
cooking in this story with two other stories from 1937-40 as a way of linking the food prepared in
&DU UL QficlibRa@zBY NLWFKHQV ZLWK W K $pgeBhU Cobflabirig \WdokngVend the kitchen,
Assa FRQILUPV P\ SUH P LM]b né&ttetwhawwhe P apd the cast of characters might be, there
is alwaystheg X HVWLRQ RI VRPH 3\FOTRE kitehel Jslala t@efocus of at least three paintings,
The House Opposite (c. 1945), *UDQGPRWKHU ORRUKHDGTV (1975R &d Vhareivark WFKH Q
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Groomed by Widows (1997). The busiest of these, The House Opposite, shows cooking as a featured
activity.24 [Fig. 2]

Fig. 2: Leonora Carrington, The House Opposite (ca. 1945) @ 2013 Leonora Carrington / Artists Rights Society
(ARS), New York

On the lower far right of The House Opposite, three female figures 2 two light, one dark skinned 2
stand around a gigantic, partially glass cauldron through which a bubbling green-gold brew is visible. It is
suspended on a metal chain over a modest fire, while domesticated birds, awDLWLQJ pWKHLU WXUQ
cookedf WR FLWH p7KH 6 s&tahd/adt tHe/f§etditBelvi@man stirring the pot, her back to the viewer,
showing off her star-strewn cape that looks like it shines with real starlight over her right shoulder. The
dark skinned, bare breasted woman on the left sports a crest-like hairdo and extends a forefinger into the
bubbling cauldron while the third woman facing the viewer handles herbs for the soup they are preparing
for a hybrid figure seated at WK H S D Lé&gmet, @ IMpwan with the shadow of a horse and a blond
version of the crest-like hairdo of the dark skinned cook. Beside the central figure at the dining room table
that dominates the lower floor of the house, sits a chair that appears to have a tiny human head. As a
young girl rushes into the dining room from the kitchen bearing a roasted bird on the right, the hybrid
central figure looks up from her bowl towards another hybrid female figure entering from the left. This
creature with a tree in place of a head carries what appears to be a human face in a package wrapped as
a gift, whereas upstairs grows a tree with a human face below which hangs a spectral wooden rocking
horse reminiscent of the wooden rocking horse in The Inn of the Dawn Horse from seven years earlier. At
WKH FHQWUDO ILIJXUHTV IHHW s ®camRid ¥ minQeuteUendédl HeigOvEhO IHok Wdm\Ww
their posture as though they are chatting.

Aberth, Marina Warner and Whitney Chadwick all describe the scene in The House Opposite as
domestic yet PDJLFDO KWHIGV ZWIWVWK WKH VDFHEHIRMWKD OL @ B thaaHWkdd BU
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designed to instigate transit and transformation A In this painting, as in her short stories, Carrington
normalizes the fantastic with her inclusion of hybrid beings - talking horses, birds, trees and humans with
animal or vegetable aspects - who interact with disarmingly realistic heroines. Breton wrote in the
HODQLIHVVeR®alW KIDW WKH IXWXUH UHVROXWLRQ RI a@&Usddnihglp &G
FR QW U D & Carkividtdy takes this idea of fusion as essential to surrealist thought even more literally
and repeatedly portrays in her writing and painting the fused and hybrid beings who exist not in the future
but in her present everyday world. Carrington suggests that every character and every space has more
than one aspect and that transformations are as necessary and mundane as breathing. For her, objects
do not just have a psychological function, as Breton argued in 1933, they can be animate and animals
FDQ EH VHHQ DV SDUWarngibl&ideRtByQNL QG TV

UHDOLW

Key to her portrayal of D dmicile filled with imagHVY RI FUHDWLRQ DQG U#geVoted UHFWLRQ

to a world of women, fas Chadwick argues about this painting, is the representation of intense magical

activity.27 Like an exquisite corpse drawing from the 1920s and 1930s, that makes sense because we can

imagine a real body as we look at the fantastical one drawn by different hands, & D U U L Q BlguseQ TV

Opposite makes sense as a house because we are familiar with the ordinary houses upon which this one
is based; this is a house opposite familiar norms. With her transpositions, Carrington reveals houses and
their kitchens as laboratories in which women work on fantastic transformations that she makes appear
ordinary.

The limits of the inside and outside of the body are put into question by Carrington in this painting,
through the changeable hybridity of these female beings, in what Jacqueline Chénieux-Gendron, calls a
characteristic problematic of identity ffor Carrington.28 It is clear from this work that Carrington admires
humans who come close to the creaturely,29 a position she confirms in an essay from 1975, in which she
identifies KHUVHOI DV D p)HP DO Has+aXrenriderdt@ heP 2&ui§rs that humans have always
been animals.* | Q &DUULQJIWIRIQINE arndRadidals readily transform into each other; they exist at
the threshold between two bodies, two identities. On the upper floor of The House Opposite, moving from
left to right, hybrid and clearly human female figures walk a cat, fall through the floor boards, wake up or

experience lucid dreaming, and sit contemplatively in a wood as though out of doors. Dreaming has its

own reality, as Breton argued in the first pODQbJHD/QWG LQ &DUULQJIJWRQ fdfeaB B BI@WLQJIJV Wk

materialized.* This upper floor - over which a night sky glitters on the left and the sun gleams on a cloudy
day on the right - combines inside and outside, daytime and nighttime, waking and dreaming, in one
extended suspended moment: chronological time dissolves into uV LP X O W D Q FaRWafnéW ¢oRftims
in her comparison of this painting to Quattrocento precedents.** The archival drive that suspends time is
also on view here. & D U U L QsuvieRIli&if rendering of non-chronological surrealistic dreamtime is visible
in the suspended identities of the figures in the paintings: not one thing or another, but one thing and

another, at the same time.

*UDQGPRWKHU ORRUKHDG TV 19b) Riepiztd/ & BceneVihatkréfeps to & DUULQIWRQ TV

Irish grandmother. [Fig. 3]
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Fig. 3: Leonora Carrington, *UDQGPRWKHU ORRUKHDG T{M95)Y ® PM I edhora BaRiIKgt® / Artists
Rights Society (ARS), New York

A massive English or Irish stove sits in the background on the left and serves as a reminder of
& DUULQJW BranfiMotherlavidka vestige of her childhood memories, while the activity in the painting
concentrates on signs of her life in Mexico in the shape of the curved cooking pot - in place of the
cauldron from The House Opposite - balanced on top of a traditional Mexican griddle or comal at the
center.® A large white goose dominates this kitchen and actively steps L Q V laGridgi@ circle drawn on
the floor [that] contains a Celtic inscription in mirror writing. f* & D U U L Q dMhEes3&ntally hybrid
creatures inhabit this space: three crone-like beings of indeterminate sex cluster around the cooking pot
and two figures wearing hats and masks at the edges participate in ritualistic activities related to cooking -
the one at the back leans over the European stove while the one at the front grinds corn. Two
anthropomorphized animals also participate in this ritual - the dominant white goose, ph.GHVLJQHG

the goddess, faccording to Aberth, D Q G h@ngd goat-like creature holding a broom. ¥ The kitchen is a
site foU PDJLF &KDGZLFN khpSérizlciwes KeRting |on [the magic circle] are integral to all
magic and healing rituals in Mexico, frevealing the kitchen gs a place of strange transformations where
strong magic is necessary to neutralize the enormous goose. ¥ Even the ears of corn have an animal-like

appearance, particularly the one at the foot of the comal. Like the domesticated birds at the feet of the
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three women stirring the cauldron in The House Opposite, this animal-like ear of corn awaits its eventual
transformation into food, its turn to be cooked.
The ingredients in the painting, from the garlic to the vegetables intended for the shallow cooking
platter, infuse the viewer inside and outside, as powerfully as any aromatic scent, with the sense that
entry into this kitchen could result in as profound a transformation of the self as that experienced by the
figures in the painting. This notion of physical transformation as a result of cooking echoes the less
tangible but no less powerful psychic journeys with which Breton and his friends experimented in 1922
and 1923 when they practiced hypnotic trances in his study and adjacent sitting room, group activities
later played as games in the 1930s and 1940s. Carrington's kitchen adds an overtly sensual dimension to
the psychological experiments Breton describes in essays from 1922 such as p:RUGYV ZLWKRXW :ULQNC
DQG u7KH OHGL X Pist shidt \of kbehle from the study to the kitchen materializes the surrealist idea
of identity as mutable, insofar as the audible manifestation of other voices bubbling up in automatic trance
states and spilling out during group meetings in the 1920s translate into the visibly multiple identities in
CDUUL G hywrid Qdilies starting in the 1930s. Carrington's emphasis on cooking and eating moves the
Bretonian idea of psychic transformation leading to insight towards the idea of physical transformation in
which new physical identities, not merely voices, could become manifest - of the self as a being another
sex, or a human-tree, or an animal like the giant goose in this painting.
Finally, the more recent Aardvark Groomed by Widows (1997) shows a cozy scene of women
washing what looks like the family pet in a curved, cauldron-like pot; \HW W K L-\O LUNFHD YWMit8dD F H
UHVHPEOHYVY *UDQGPRWKHU ORRUKHDGT TV NLWFKHQvhay ChatvadR 4@l VHUYHYV

girange encounters and ritual gestures, fin which washing replaces cooking.38 [Fig. 4]

Fig. 4: Leonora Carrington, Aardvark Groomed by Widows (1997) @ 2013 Leonora Carrington / Artists Rights Society
(ARS), New York
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7KH VFHQHYV GrRfrdivesy VWKW \IDQWDVWLF LQ D PDQQHU W\SLFDO RI &DUUI
magical transformations and substitutions - an aardvark for a dog, creaturely widows for an ordinary
family - are presented as a matter of course. For example, iQ p7KH 5R\DOs§XPPRQUHEVYV WUH
speaks to the narrator and tears up its roots to follow her until she complies with the rules of the deadly
JDPH VKH KDV XQZLWWLQJO\ SOD\HG*ZIQNK7 WHK 12 YASKGMKCHS ¥ FAVL\WQ LPRAYHLIQM V F H
comes at the end of the story, when the narrator is surrounded by talking birds and toys, including Tartar,
an anthropomorphized wooden rocking-horse that the father of the house has threatened to burn.
& D U UL Q pantn@sT \ike her stories, regularly depict humans and creatures interacting with each
another intensely. They show a desire for connection. And the settings for these experiences are
frequently as domestic as the kitchen where most of her serious conversations were conducted.
Both the settings for intellectual work - &DUULQJWRQYV NLWFKHQ - Dn@yGhbe% UHWRQ 1
described as domestic. They were filled with necessary tools for their occupants fproduction: books, pens,
pencils and art, LQ % U H W R @duding banAVestern sculptures originally intended for ritual use and
kitchen implements, postcards and a dining table and chairs LQ & D U U L& WAllRShEMown artwork in
the adjacent dining room. Whereas Carringto Q 1V N L W F Katstereatyphally feminine domain and
Breton VWXG\ IROORZLQJ LQ WKH WUDGLWLRQ R )b masaliizQ@®, $SROO0OLQDLU
arguing here that both were spaces self-consciously dedicated to creative production and to
XQGHUVWDQGLQJYV RI VXUUHDOLVW SURFHVVHYVY WKDW RSHUDWHG LQGHSH
Breton published photographs from his collection in books like Nadja, including the Easter Island
statuette that was the first non-Western object he acquired.40 Just as Carrington visually portrays the
kitchen as a creative place, Breton wrote about his apartment as a setting for surrealist activities,
beginning in 1922 with p:RUGYV ZLWKRXW WQN OHLHnE,JGWKH HVVD\ LQ ZKLFK KH
described surrealist group experiments with automatic trances and gave his first definition of the word
gurrealismqIDV uD FHUWDLQ SV\FKLF DXWRPDWLVP WKDW FRU%IHIEV&&;RQGV TXLW
wrote about specific objects in his collection, including those from the Pacific islands he identifies as
haloed objects by which we are enthralled. § After his return to Paris in the 1940s, he described objects
collected from the Arizona Hopi reservation he visited and the Pacific Northwest Coast, including a Hopi
NDWFKLQD GROO DQG .ZDN LX® @teDrép@ducédSif LLMrt Piayldu®. *® But whereas
%UHWRQTV VWXG\ LV ILOOHG ZLWK K HMahtiUdadah@eH R4 \KinR & Mdathmiows KH D U U D (
process of PDWHULDO DXWRPDWLF ZULWLQJ &DUULQIJWRQYV UHSUHVHQWDMW
paintings to which | refer here, contain principally one recurring object - the cooking pot, platter or
mystical cauldron together with a heat source - that function literally and as a metaphor for the
transformational process of cooking, to which she compares painting, generative of newly fused entities
and identities.* This powerful symbolic object, so poetically presented in The House Opposite as a
gigantic, transparent pot, also appears literally and symbolically in her writings, including her novel The
Hearing Trumpet (1974) and her short, resolutely anti- FRORQLDOLVW SOD\ Mol {1957 MHQWLRQ F

which a terracotta cauldron serves an important function.* [Fig. 5]
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Fig. 5: Leonora Carrington, The House Opposite, detail @ 2013 Leonora Carrington / Artists Rights Society (ARS),
New York

The play turns on a key ingredient added to the quintessential Mexican sauce, which turns out to be a
meddlesome missionary archbishop. In the final scene, ORQWH]XPDYV p,PSHULDO &RRN DSSHDU
HDUWKHQ FDVVHUROH ILW IRUWD DQP ¥UKZKEOWK RS X EIEQ®IDEIKEe\OVEr NG V
FRXSOH RI KRXUV DQG \RX ZRQ TVantiHdthbved ndthngQy ZBEQROXMH GXUWDLQ ID
the increasingly piercing shrieks of the prelate. ¢ The casserole or cauldron stands as & DUULQJWRQYV
transcendent metaphor, the magical pot in which all of her alchemical stews were brewed, including the
secret of immortal life.

Of all her writings, The Hearing Trumpet best illustrates the importance of the literal kitchen
FDXOGURQ LQ &DUUL.Qn iveRperfuimhate Ragrier®) Rldrian the protagonist descends into a
cavern beneath the retirement community where she has been sent by her grandson, Galahad. In that
, GUHZ QHDU WKH ILUH WKH ZRP
VWLUULQJ WKH SRW DQG URVH WRpJKH® V¥ H° HD¥ G LHADH Wy &RBAtgha@ J WIRQW

basement cavern she discovers a crone and a cauldron. p$Vv
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convulsive leap and stop. 7KH ZRPDQ ZKR VWRRG EHI RY Markut théprode&dsHoQumep
LOQWR pWKH ERLOLQJ VRXSY DQG WKHUH E\Sgelr¥akzesrthhtthe vediornMdtireU HW R1 HW
Holy Grail, with which she and her old-lady friends will trump mortality once and for all. The Grall, in
&DUULQIWRQTV XQLYHUVH LV QRW DQ REMHFW WR EH IRXQG E\ *DODKDG
value; it is simply self knowledge accessible to curious old women living in the New World, knowledge
that liberates a being from the body and transmutes that body into pure transcendence.

Although both Breton and Carrington valued everyday things as potentially revelatory keys to
psychic mysteries, in the post-war era of surrealism, Bre W R Q 1 \Agréiwhl Wdollection increasingly
included valuable items, made even more valuable after his death in 1966 because he had owned them.
Among these were artworks by his friends and his non-Western masks and sculptures, which constituted
a colonial pF R Q W U Odg BretdhL iRa@yf of the things he treasured he had been able to purchase as a
result of France's colonial empire, to which he was strongly ideologically opposed.48 Carrington also
decorated her house with art - her own sculptures, masks and tapestries, works that also had value in the
Mexican, American and European art markets and that have presumably gained value since her death in
2011. Her connection to non-Western traditions was maintained less through objects than through her
daily excursions with Chiki to the traditional local markets within modern Mexico City, as footage from the
Ferrandou film shows. Her pF R O O HdFrépteBe@tdd by her art remained consistently modest, like her
actual kitchen, fundamentally domestic and her cooking implements inhered in one symbol - the cauldron
- made precious mostly by her treatment of it in her art.

&DUULQJIWR Q fndy Bded PaBriy Rhen compared with the riches in % UHW R Q flexcapw X G\
that as an encapsulating and recurring symbol it encompasses everything within that illustrious atelier,
now immortalized at the Pompidou Center in Paris as % UHW R Q.JFér whi@ @ve could argue for
understanding % UHWRQYV VWXG\ DV KLV PRVW VXFFHVVIXO UHD@AJDWLRQ RI
object constituting an ingredient of his thought - & D U U L QrastaBHQHE®! cauldron, on the other hand, is
the container in which all of her intellectual ingredients are mixed and thereby transformed. While Breton
was a consummate appreciator and critic of practices that might lead to transformation as exemplified by
his essay on Pacific Northwest Coast transformation masks published in Neuf in 1950, Carrington shows
the results of transformation through her consistent use of hybrid animal-human, plant-human, even
object-human beings.49 Her first stories | U RTRe House of Fearf WR p7KH 'pEXWAWDW@WakE] DQG
VHHQ p7KH 2% D@ GDIGAKH 5R\D Calexdy m®iyed Hybrid creatures - speaking animals
and trees - who materialized the transformations that fascinated Breton intellectually.

In the 1950 article on transformation masks, Breton explains how the act of wearing a
transformation mask involves a charged emotional exchange, an échange passionnel, between the self
(both within and without) and the mask, in a reciprocal relation, allowing an individual to become
psychically connected to alternate versions of the self as an animal and also to the surrounding world.>®
He describes experiencing vicariously the ywertiginous ffeeling the mask sparks during the initiation
ceremony in which it is used, linked to its artistry and pPXOWLIRUP Y& hddtedVid xlezL W\
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transformation in question plURP ILVK WR ELUG FuRe naskUpBysMaRy &g thie
transformation to become an action as well as an idea; it is powerful because it allows him to see a
physical manifestation of the idea so dear to him of the co-existence of realities, the mask, with the pull of
a string, can represent first one reality and then another. Aesthetically, Bret RQfYVY FKHULVKHG SULQFLSO
coexistence of realities was from the start mirrored in the definition for the surrealist image he borrowed
from Pierre Reverdy, according to which the image relies on the unifying and co-existing juxtaposition of
two more RU OHVV GLVWD® WHWHRIDY MWL i et 6F WanisPobnist& may be seen in his
arrangement his Kwakiutl transformation mask near two masks of his own face in one iteration of his

study so that he could see them together from his desk.>® [Fig. 6]

)LJ $QGUp WUHWRQTV 6WXG\ # *LOOHV (KUPDQQ FROO SDUW

This particular mask alternates between a human face awake and asleep, shifting the perspective from
an outward to an inward-looking vision of the sort he lionized as ear O\ DV LQ u6XUUHDOLVP
Painting. i
Nonetheless, what Breton called transformisme was primarily an idea for him. Even during the
experiments with automatism DW WKH RXWVHW RI WKH PRYHPHQW %UHWRQYfV UROH

sessions than to participate fully in them. In fihe Mediums Enter, ffor example, he is the one observing,
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while others like René Crevel and Robert Desnos played the leading roles S O X Q lHda@dngyfiinto
hypnotic trances.> For Carrington, on the other hand, transformisme was analogous to the process of
brewing, or mixing (as opposed to his matching), that recurs in her thought and practice, abstract and
material processes that dissolve ingredients and fuse them into new elements. & D U U L QrastaRHQALHI
cauldron, represented literally in The House Opposite, p7KH , QY H @ulelh@ adgaln in The Hearing
Trumpet, succinctly represents this principle of embodied surrealism that characterizes her version of
surrealist thought 2 as concepts tangibly corporealized.

In this ability to see fusion through transformation and hybridity, Carrington recognizes what
anthropologist Edmund Carpenter identified as typical of the perception of visual puns that Pacific
Northwest Coast inhabitants found in their masks, whether Kwakiutl masks or <XSTLN PRDthNeNsurt
Breton owned, with faces that ripple back and forth between human and animal.”® In reference to the
drawing of a rabbit that looks like a duck from a different angle used by Ludwig Wittgenstein to illustrate
his Philosophical Investigations, CarpenWHU DUJXHV WK D W thekisVig/ thdtQy@wddn Qv
experience one at a time. But supposing you experienced both of them as a single image. And | think this
is what the native people did. They recognized rabbit-duck not as alternatives but as a single form. ¥
Carpenter believes the surrealists also recognized and appreciated this notion of simultaneity. This fused
perception came easily to Carrington, who was unafraid of the association of spells and magic with the
occult, an association Breton only accepted openly in the 1950s when he wrote /T$UW P D(A1957)X H
partly because earlier he was motivated to represent surrealism as different from spiritualism and to make
clear that his movement, indebted to psychoanalysis, had nothing to do with superstition or the
supernatural, as he fiercely assertsin uy7KH OHGLX =37 (QWHU

,Q &DUULQJN BQXSevotizeR bland, the cauldron as a tangible and metaphorical object
demonstrates her openness to fused bodies and images as well as her willingness to learn from occult
practices, including local Mexican traditions. Her portrayal in The Hearing Trumpet RI WKH FURQHTV FDXOG
as the Grail for human kind - namely the secret of eternal life - constitutes a literalisation not only of her
use of FRRNLQJ DV D PHWDSKRU IRU OLIH SRZHUHG E\ LQWHQVH FUHDWLYF
transformism,, which posits the self as an intellectual force living in suspended reciprocal exchange with
the surrounding universe, a power that for Breton may be conferred on a human being by wearing a mask
inartual. ,Q &DUULQJWR Q Ttvan¥fotroadnRe@eci&Kiy the cauldron is less transitional than
%UHWRQYV DoGthd tépstarR tansformation induced by wearing a mask during a ritual dance.
The stakes are higher and more real for her. % U H W R Qeftdalis® ¥idpOshort of her more complete
embrace of transformation, even though his fascination with the concept of tranformisme hints at the
possibility of a similar acceptance.

What distLQJXLVKHV & Ddyrololig JGkaR-6bjest TUR P % U iR @&l \bbjects (all of
which had a sacred value for him), has to do with immediacy. For Breton, the mask always existed
outside of himself. He matches through juxtaposition on his study walls, whereas Carrington mixes in a

way that shows how for her, the notion of transformation is more than an idea, it is something that
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happens in the self. She takes a Bretonian abstraction and concretizes it in an ordinary everyday fashion
and she does so repeatedly with her hybrid, animal-human creatures who live in her paintings in a
suspended synchronous time. We see this hybridity in The House Opposite with the central figure of the
woman with the shadow of a horse or the tree with a human head upstairs in the same painting, and with
Tartar, the speaking wooden rocking-KRUVH LQ p7KH & Bh® valibGs\ fiorse-guides for the
human female narratorsin Y KH +RXVH R )Ur2le §amd Qakington, T DV théll@®human, half-
horse protagonist stand-in for herself in the novella p/L W W €@sHIThig Blicat-once hybridity is epitomized
LQ &DUULQJIJWRQTV P\W K en@irerinent @ the/ dokhedtit Ypa&ck, h&) excellence, literally at the
heart of her house. For while Breton ultimately returned to Europe and hung his new masks in his study
DV UHPLQGHUV RI KLV WUDYHOV DQG WKH LQWHOOHFW XboWwleloPSRUWDQF
provoke, Carrington remained in Mexico and, as a result, had less desire for mementoes of the ancient
culture that surrounded her, co-existent with the sophisticated modern city in which she lived. Distance
FROODSVHV LQ &DUULQJWRQTYV ivioddyyvdng @ theitindhig Br@ ¥dearibigPconivectedto
mortality, and this collapsed distance occurs in the practices of surrealism she cooked up in her kitchens.

| have sought to show how the FRPSDULVRQ EHWZHHQ %UHWR@MW \WLWEK BDQ G
demonstrates how both spaces fostered utV\VWHPYV RI1 NQRZO H &hpottast WdRsGriellidm, RO
Eburne argues, that were intrinsically linked to, and animated by, their material surroundings. &DUULQJWRQ TV
version of surrealism developed further the fundamental receptivity Breton advocated of the surrealist to
his or her environment. Both of their sets of objects and the animate qualities they saw in them served the
SUDFWLFDO IXQFWLRQ RI Q RerlduiewKdseEdlatimgDiketh#Vakchi@eNtseld Hackwards and
forwards in time and place. Both of them showed the extent to which surrealism embraced both European
and American, ancient and contemporary, mentalities and a profound appreciation of Western and non-
Western things as belonging together in what could be understood as a global aesthetic. Both provided
the setting for establishing practices of making art as well as ideas, for actively sparking surrealism as
work.

,Q &DUULQIWRQTV F DV H of KitdhéngvruneraintihgsRud\wtarirQinto hybrid spaces
as settings for the hybrid figures she brought to life exemplifies her more materialized philosophical
version of surrealism, in an eminently practical environment. Her embodied vision of what Breton
identified as transformisme extended beyond the ritual of the masked dance. In her world such ritual
happened every day in the kitchen, not just in dream or automatic trance but in reality. For Carrington the
tools needed for all aspects of surrealist work, at its most magical as well as at its most practical, were
situated in the furnace of her creative thought, the kitchen out of which all her paintings, drawings,

sculptures, tapestries, and stories emerged.”®
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Carrington, The Mexican Years, ed. Holly Barnet-Sanchez, The Mexican Museum-University of New
Mexico Press, San Francisco, 1991, 14.

% Aberth, Leonora Carrington, 122.
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¥ &KDGZLFN p(O OXQGR

%" See André Breton, The Lost Steps, trans. Mark Polizzotti, University of Nebraska Press, Lincoln, NE,
1996.

% Whitney Chadwick, Leonora Carrington, exhibition catalogue, ed. Mia Kim, New York, 1997, np.
% carrington, The House of Fear, 53.

“ Breton, Nadja, 33. See Pierre Amrouche in Jean-Michel Gouthier, editor, André Breton, 42, rue
Fontaine, Arts primitifs, Calmels Cohen, Paris, 2003, 274.

*! Breton, Lost Steps, 90.

2 $QGU p % UHW R QFrge Reid,ir@nis DMithel Parmentier and Jacqueline Amboise, University of
Nebraska Press, Lincoln, NE, 1995, 174.

3 Breton published a photograph of a Hopi katchina doll in La Révolution surréaliste, No. 9-10, 1927, 34

and again in 1957 in /T$UW PDIOORE@J ZLWK SKRWRJUDSKV RI D .ZDNLHUMO DQG
Magique, Paris, Adam Biron, Phébus, 1991, 28, 117, 119. The number of & D K L H U \in @Hidb Biaton
SXEOLVKHG p&ULVH GH OTREMHWY LQ DOVR LQFOXGHG PXOWLSOH SKF
the Pacific Northwest Coast, following an article by Paul Eluard, & D KL H U WolG F1DNbW6-7, 1936, 30-

33.

* See Isabelle Monod-)RQWDLQH p/H W RAhOréBietdn:R & BB Yorfvulsive, Paris, Editions

du Centre Pompidou, 1991, 64- %DVHG RQ D FRPSDUDWLYH VWXG\ RI SKRWRJUDSK
a ten-year period (1954- VKH FRQFOXGHV pOYDWHOLHU HQYHORSSH IL[H IXW
HW VRUWLOqQJHV HW OH OLHX GY{XQ UHJDUG DXVVL UDSLGH HW DFWLI T)>
envelope of space, lent itself to metamorphoses and spells and also of a gaze that was as rapid and

DFWLYH DV ZULWLQJ 6HH DOVR P\ u6XUUHDOLVP DQG 2XVa¢LGHU $UW
French Studies: Surrealism and its others Vol. 109, (2006), 129-43.

**| have given here the first dates of publication for these texts. The Hearing Trumpet was originally

published by Flammarion in France as Le cornet acoustique in 1974. Routledge published an English

YHUVLRQ LQ -DQXDU\ FRS\ULJKW H7KH ,QYSXEWILR@HRE DR OHD
LQYHQFLYQ GH@ ReRstaHMEexic@pa de Literatura L Q W ZDV SXEOLVKHG LQ &DU
translation in English in the 1988 collection, The Seventh Horse (see note 22). On this play, see also

Melanie Nicholson, Surrealismin LatLQ $PHULFD 6HDUFKLQJ |Ralgraded Magmidiap INew KRV W

York, 2013.

® JHRQRUD &DUULQJWRQ MoBK$ 3 Q MhefBaverRhHIRSE, 6HH (EXUQHYV p/HRQRU
&DUULQIJWRQ OH[LFR DQG WKH &XOWXUH RI "HD WO UR Q J FSHIW X QW H(
opposition of the Mexican cult of the dead to contemporary European philosophical meditations on death

in a critique that also challenges European colonialist assumptions about the inferiority of Mexican

culture, Journal of Surrealism and the Americas No. 5 (2011), 19-32. A recent article in the Economist

recounts the story of a bishop being eaten by Caeté tribesmen in 1556 Brazil, possibly an inspiration for
&DUULQIJWRQ p3LUD WTHie BRecBnOR<) L7430 Degénibat 2011, 52.

*" Leonora Carrington, The Hearing trumpet, Exact Change, Boston, 1996, 172.

*® See Sophie Leclercq, La rangon du colonialisme, les surréalistes face aux mythes de la France
coloniale (1949-1962), %UHWRQTV DQWLFRORQLUY @ th¢ 920D Wheth YHeGH QW HD L
surrealists wrote a tract in support of the insurgents in the Rif Valley. It was transformed into strong
VXSSRUW RI GHFRORQL]DWLRQ DIWHU :RUOG :D Burrgdism\ahHThé&/Attbf FR Q F O X V L
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Crime, Cornell Univers LW\ 3UHVV ,WKDFD 6HH DOVR 3K\OOLV 7DRXD u2l 1DV
WKH 6XUUHDOLVW 5HYROXWS®R®Q Aera) Béviowr Kol &20 NG/ R4 HSYmmer-Winter
(2003), 67-110.

P $QGUPp WUHWRQ u$PpPpULTXH GX 1RUGWUWR QW R/XRDOH R @ \HAGH F{WH RXF
Breton, 42, rue Fontaine, Arts primitifs, ed. Jean-Michael Gouthier, Calmels Cohen, Paris, 2003, 142-43.

® Q WSPPULTXH GX 1RUG 1 %UHWR Qe§ Mugduys, ‘Bdifods) tuVSekilX RaBsX (948.
Breton p XEOLVKHG DQRWKHU HVVD\ RQ PDVNV WHQ \HOduWeOdompldtels p/H SKpC
Vol. 4, Galliamrd-coll la pléiade, Paris, 2008, 990-94.

' %UHWRQ p$PPULTXH GX 1RUG 1
*2 Breton, Manifestoes, 20.

%3 Breton is known to have arranged and rearranged the objects in his study on a regular basis (see
Mono-Fontaine, note 44). In the Gilles Ehrmann photograph (see Figure 6), this mask hangs between the
ZDNLXWO WUDQVIRUPDWLRQ PDVN DQG WKH WZR PDVNV RI %UHWRQYV
Collection in Houston). See Gilles Ehrmann and Julien Gracq, UXH J)RQWDLQH OTDWHOLHU GT1%
Adam Biro, Paris, 2003.

> André Breton, Surrealism and Painting, trans. Simon Watson Taylor, Museum of Fine Arts, Boston,
2002, 4-5.

*® U1R RQH HOOMVKNBWR KHDGORQJ RQWR HYHU\ SDWK RI WKH PDUYHORXYV
W KH V M(YHU\RQH ZKR ZLWQHVVHG 'HVQRV TV G Dunknhowd @axs@ddépy LQWR ZK
up into a kind of giddiness; we all hung on what he might say, what he might feverishly scribble on a

VFUDS RI SDSHU 1 SanGtsgtiotsUNeW Yok, The Autobiography of Surrealism, trans. Mark

Polizzotti, Marlowe and Company, 1995, ,Q WKH UHWURVSHFWLYH SKRWRJUDSK 0DQ 5I
Rl VOHHSVY LeQentire grovpKwith Breton at the centre, is focused on Desnos, speaking and

gesticulating.

% WUHWRQTV <XSYLN PDVN LV IHDW&KHIF IG2WRR MBONL FPRPDQO\ITMRP % UHW
collection. Masterpieces from the Quai Branly Museum, 2006, 86-87.

> Carpenter gives this explanation in a video-taped interview he gave about his design of the Menil
&ROOHFWLRQYV :LWQHVVHV URRP RQ 1RYHPEHU 7KLY LQWHUYLHZ
drawing was actually made by Joseph Jastrow in 1899.

°% Breton, Lost Steps, 90. | argue that spiritualism consequently became the repressed ghost within
surrealism in my book, Surrealist Ghostliness, University of Nebraska Press, 2013.

%% thank llene Fort for inviting me to give an early version of this article as a talk at the College Art
Association meeting in Los Angeles in February 2012 and Susan Aberth and Sibel Zandi-Sayek for their
generous readings of this text.

Katharine Conley is Dean of the Faculty of Arts and Sciences at the College of William and Mary and
Professor of French and Francophone Studies. She is the author of books, articles, and exhibition
catalogue essays on surrealism, including Surrealist Ghostliness, University of Nebraska Press, 2013.
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Mike Kelley and Surrealism: Monkeys, Frogs, Dogs and Mauss

Doug Haynes

This paper reads the 1980s and 1990s soft toy and sock-monkey installations of multimedia artist

OLNH .HOOH\ LQ UHODWLRQ WR VXUUHDOLVP 8V LQiwhbhKeleyMsSNHU NV FRI
often considered an exponent- , FRQVLGHU WKH H[WHQW WR ZKLFK .HOOH\TV ZRUN
DYDLODEOH DV puDIIHFWY VRPH RI WKH VWUXFWXUHV RI IHHOLQJ DQG
ZRUOG , FRPSDUH .Hi Gutéslist ahteeedentd/ Brd judge the political efficacy of that

avant-garde against his postmodern practice. While this essay uses writers like Freud and Marx,
DORQJVLGH %YUHWRQ %DWDLOOH DQG .H O GHkhdwi{ theoaryHoDthe giftvthaty ODUFH O
takes centre stage in reckoning the social and political significance of Kelley and his use of surrealist

discourse.

The multimedia artist Mike Kelley first started playing with ways to incorporate sock monkeys, soft
toys, and other found, hand-VWLWFKHG pHIRONYT DUW LQWR KLV SUDFWLFH LQ
slide of a green soft-toy frog as a prominent part of his performance piece Confusion: A Play in Seven
Sets, Each Set More Spectacular and Elaborate than the Last in Los Angeles. There, as Colin
*DUGQHU QRWHV WKH IURJ HPEOHPDWLVHG WKH ORRSLQJ ORJLF DQG
p>K@LV PHWDSKRU IRU WKLV FRQIXVLRQ ZzDV WKH FLUFXODU PRXWK RI
who consumes everything and makes it look like itself, a shapeless blob of memory, chaos and
boredom.§ /LNH *HRUJHV %DWDLOOHYV VSLGHU RU JRE RI VSLW WKH I
incontinent consumer and destroyer of :system.2

In this respect, perhaps the frog also signals one of theenGXULQJ TXDOLWLHV RI .HOOH\T
SRZHU WR XSVHW KHJHPRQLF SDWWHUQV RI RUGHU &DU\ /HYLQH VD\V
ZDV DERYH DOO VRFLDO PHDQLQJ LWVHOI « &RUQHUHG E\ KLV DUW
most deep-seated DVVXPSWLRQV 5th)u§rﬂl®uahgv of cultural and artistic reference is
extraordinarily wide throughout his oeuvre, in this essay | want to explore how Kelley developed ideas
from European surrealism, both as a practice of psychoanalytically-inspired disjunction, and also as
an anarchistic, poetic and subversive politics. As in the case of the frog here, this tendency is, | think,
SDUWLFXODUO\ SURQRXQFHG LQ .HOOH\TV @&ySWrediBtipd@mWeR| WKH VRIW W

Goopy Forms

To position Kelley in relation to surrealism, it is worth considering his exposure to the movement,
which first occurred, albeit indirectly, during his undergraduate years studying art at the University of
Michigan in the mid-1970s. His friend and collaborator at postgraduate school at CalArts, the artist
Tony Oursler, recalls the influence on Kelley of self-consciously surrealist-inspired Chicago Imagists -
pWKH +D L Uike: KnlRIfutt, as well as the prints and sculptures of figures like H. C. Westermann.
Bucking the slickness of 1960s New York pop, these Midwestern artists included fantasy elements,
biker-PDJD]JLQH FDUWRRQLVKQHVYV FDULFDWXUH DQG WKH JURWHVTXH L(

paintings of Dali or Tanguy. By the mid-70s, Oursler tells us,

Papers of Surrealism, Issue 10, Summer 2013 1



© Doug Haynes, 2013

Mike was emerging from the spell of the Detroit scene: the Hairy Who, Blue Cheer, Iggy Pop,

R. Crumb. | watched Mike destroy piles of old drawings in his studio at CalArts, and it was

part of his process of reformation and self-mythologizing. « , F@TW KHOS EXW WKLQN
watching him sift through the Jim Nutt-like images from his Ann Arbor days was an early step

in this process. Many of the drawings that were saved from the trash that day were painted

over in the late 80s and re-presented. Mike was obsessed with keeping certain histories alive

while rewriting and creating others.*

2XUVOHUTY FRPPHQWY LOOXPL-@PDWBJIJKPWHQWEH QGN\ |DLAWRHGLUHFW X\
O DWW H Wsginy KiRe& Works on Paper (1974-1976) of 1994, in which the amended Ann Arbor
works reappeared, repainted to emphasise the points he makes in the catalogue for the exhibition.
+HUH .HOOH\ FRQIHVVHV KLV IRQGQHVV IRU WKH pJRRS\ VOLJKWC
HI[SUHVVLRQLVPYT DQG H[SODIF®WV KIRZH ® MWNKH.- M XMW WG KH KLIJK DUW WHFKC
LPDJHU\Y RI DGYHUWLVLQJ DQG XQGHUJURXQG FRPLFV DOOXGLQJ WR
juxtaposition.5 The key point for him is that such work should not be primarily gestural, as Robert
Rauschenberg and pop-DUW KDG EHHQ .HOOH\YV DWWHQWLRQ WR WKH pORD
something semantically as well as aesthetically complex (if we can make that distinction) in the
combination of images and marks he makes and collects. Indeed, in hiV LPSRUWDQW HVVD\ p)l
SBHUIHFWLRQ 7KRXJKWV RQ &DULFDWXUH § .HOOH\ SURYLGHYV D VRSKL
MPIJURWHVTXHY PL[LQJ RI IRUPV IRU FULWLFV OLNH /HYLQH DQG 5REHU!
suggesting ways in which such genres undermine the drive in especially the modernist artwork
towards idealised, monological presentation.6

Likewise, in a 1998 interview with artist Jim Shaw, his old friend and fellow member of Detroit
noise-band Destroy All Monsters, Kelley suggests a cultural shift away from post-war conformity as a
VWLPXOXV IRU WKH QHZ DUW p7KH UHDFWLRQ DJDLQVW WKLV UHVW
VHQVHOHVYV LPDJHU\ LQ WKH V § KH WHOOV XV JREYLRXO\ LQIOXF
SVI\IFKRORJLFDO XQGHUSLQQLQJV RI 6XUUHDOhNWhiGh Keleywriainy uVHQVHO
means psychedelia- WKH VXSSRVHGO\ pXQLILHG SV\FKRORJ\Y RI VXUUHDOLVP }
YRLFH RI :LOOLDP %XUURXJKV ZDaAvd M K HateD HtErviovD What Sdne Eratrirdd

voice is tellingly invested with exegetical properties - a kind of code-breaking that reveals

submeanings that shine through the ordering structure of syntax. Burroughs calls the invisible
RUGHULQJ WWHKBWXUMHLO § $QG RQFH \RX VWDUW WR VHH WKUR
then you can recognize it as a kind of brainwashing and control mechanism.®
5DWKHU WKDQ UHWDLQ WKH pXQLILHGYT WKRXJKW RI )UHXG DV D PDVW
with which to rend the veil, then, Kelley reaches for the more immanent mode of critique he finds in
% X U U R X J Kuy fntinig Xunhing cultural discourse against itself, exposing what the artist repeatedly
UHIHUV WR DV pUHDOLW)\ DVIQGWRGLDWKER QMW WXHWNRQGT Rl VFHSWLFI
SRVLWLRQ VXJJHVWHG E\ /HYLQHYVY FRPPHQW DERYH .HOOH\-WKH GLVL
Watergate, post-Vietnam era, suspicious of all discourses as discourses of power, as Burroughs had
been.™® But Burroughs, it should be remembered, was introduced to cut-up by his English friend Brion
Gysin, who had exhibited with the surrealists in the mid-1930s."* % XUURXJKV IV ZNake&¥LQJ DIWH
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Lunch (1959) is thus an important conduit between the historical avant-garde and the post-war
American scene.™

Robert Storr usefully broadens this out in a discussion of Robert Gober:

Surrealism as a period style is long dead [but] the undead spirit of Surrealism has come back
to haunt modernism ... When usingthH ODEHO QRZ upuVXUUHDOLVWY GRHV QRW P
guestion follows a style or adheres to a manifesto-driven programme, but merely that it has
found uses - in the best case - new uses for methods of estrangement pioneered in another
time."?
As we shall see, such estrangements may include the use of disjunction, fantasy, the unconscious,
WKH PDQQHTXLQ WKH WR\ RU WKH H[FDYDWLRQ RI FKLOGKRRG DOO |
issue of childhood, Jack Spector has argued that the crucible of French surrealism can be found in
the strict Third Republic education and late-Victorian childhood the members of the surrealist group
received, providing them with both a rationalist agenda against which to kick, and a Rousseauian
background with which to dream of perfectibility.14 Artists like Mike Kelley, Jim Shaw and Robert

Gober draw, of course, from a very different reservoir. As Storr again suggests,

When Surrealism leaked out of the salon existence it had maintained in America, it had to

compete with the indigenous forms of weirdness that popular culture fed and fed off. Tabloids,

TV, monster magazines, and cartoons were where most post-1950s artists went to school

before they went to art school «*®
The critic refers to the boom in post-1950s American commercial media production and its
underground counterparts, often surprisingly close in tone, like Sex to Sexty, Zap Comix, or MAD
PDJDJLQH FOHDUO\ UHIHUHQFH Gs ik e .cdlDral idief Vand & WeddetlyNapsaiaaL
one - that subst LW XWHYV IRU WKRVH puSLD]]DV ZLWK WKH ORQJ VKDGRZV RU Z
gestating in the early memories of the European surrealists.'® An American surrealism, that is, cannot
look like European surrealism, whatever the strength of its connectiRQ WR LWV DQWHFHGHQWYV IF
JHQHUDWLRQ LW ZLOO LQHYLWDEO\ EH IDU pJRRSLHUYT LQ IRUP DQG L

In part, this is because surrealism as a period style, as Shaw tells Kelley, has degenerated
HIURP D UHYROXWLRQDU\ IR girrkick. {) MoBtyDtiouBhGiYisi hevduse the warp and
ZHIW RI PRGHUQ $PHULFDQ OLIH \LHOGV YHU\ GLIITHUHQW REMHFWYV |
FROOHFWLRQ RI WKULIW VWRUH SDLQWLQJV ZKLFK UHVHPEOHV LQ V
handmade toys, functions, for example, as a knowingly ersatz version of the surrealist trouvaille:
H&ROOHFWLQJ WKH WKULIW VWRUH SDL QW rQag&zired fvony BBUPWM vidé OLNH VLI
sifting through the American subconscious by going to thrift stores - not just looking at paintings
>ODUJHO\WpupMEANLMGY 1 KH VD\WV@ EXMoreYnhliodanekthad he St-Ouen flea
PDUNHW VR EHORYHG RI $QGUp %UHWRQ SHUKDSV 6KDZYV VHQVH R
repressed - objects denied or denuded of monetary value and cultural status - still works rather as
:DOWHU %HQMDPLQ LPDJLQHG WKH HDUO\ VXUUHDOLVW LQWHUHVW LQ
UHVWDXUDQWY ZKHQ WKH YRJXH KDV EHJIJXQ WRQWWE XBRR RQR/HP ADRUV\
their viewer into the revolutionary perception that temporal experience is inextricably bound to political

economy.™ So too amateur paintings, or lovingly stitched unwanted toys, that end up adrift in the thrift
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store, showusan XQGHUVLGH WR RU FULWLFDOO\ UHIUDFWHG SHUVSHFWLYH
HYHU\GD\ HFRQRPLHV $QG LW LV WR .HOOH\fV WR\ ZRUNV WKDW , QRZ

Toy Story 1
Several years after Confusion DQG WDNLQJ D UDWKHU GLIITHUHQWreWa¥eé N .HOOH
Hours Than Can Ever Be Repaid, placed the soft toy motif centre-stage as all-over painting, satirising
the masculine, Greenbergian sublimity of abstract expressionism. The wildly colourful Love Hours
featured dozens of second-hand, hand-made dolls of multiple types vertically displayed edge-to-edge
across wall-mounted afghans, stitched to a canvas. The assemblage is surmounted by two apparent
guotation marks made from folksy corn sheaves; installed to the front and left of the piece is a
sculpture - a pedestal of phallic wax candles entitled The Wages of Sin 7KH pIHPLQLVHGT
KDQGLZRUN RI WKH VWLWFKHG GROOV FRQWUDVWY DV PXFK ZLWK Wk
figures like Jeff Koons and Haim Steinbach as it does with the butch ghosts of action painting, a
SHUIRUPDQFH .HOOH\ VDZ D*AgtioRiGtetdwere e belyds fnuch indebted, of
course, to surrealist ideas of the automatic and aleatory.21 JRU KLV SDUW .HOOH\YV ORQJVWEL
and interlocutor John C. WelchmaQ QRWHYV WKDW WKH VRIW WR\ SLHFHV pHQJDJH L
WKH pFODVVLFDO 1 HQVKHOYHG FRPPRGLW\ REMHFWYV Rl +DLP 6WHLQE
1HZ <RUN DSSURSULDWLRQLVP WKDW &matiaapBpviatich it kob, we shouB UW ZR U OC
note, has its beginnings in the dada readymade and the surrealist trouvaille; even in its most
calculating manifestation it gains its frisson lURP WKH TXHHU RQWRORJ\ RI REMHFWYVY WKD
a gallery.® . HOOH\TV REMH F % perfokirHaPkil kfXeductive critical work on the genres he
references, bringing surrealism to light as a common predecessor.

Over the next four years, numerous explorations of the possibilities of the toy works were
executed: sculptural forms like the towering toy snake Plush Kundalini and Chakra Set (1987); the
1990 Arena series, which sited soft toys on rugs horizontally, referencing the low-rise work of Carl
André and others, and the 1991 Dialogues series, which added boom-boxes to the mix, were
produ FHG p2FFXS\LQJ OLWWOH WHUULWRULHYVY RQ WKH JURXQG Y :HOFKF
RXW WKHLU QLFKH LQ WKDW 3GRZQ DQG GLUW\" OLQHDJH RI IORRUHC
3ROORFN DQG UHFHQWO\ DVVRFLDWHG ilﬁdlrMszﬁmEdDalthéfPsbwathj@OLVP' D Q
Empathy Displacement SDLQWLQJV LQ EDVHG RQ WKH WR\V DQG KLV puKDQ
objects consisting of toys balled into large plush masses, heads buried inwards, away from their
viewer, and suspended by pulleys amidst angular, shiny plexiglass sculptures.

Tiring, however, of audience responses, which had started to associate the toy works too
readily with notions of child abuse, either metaphorically or as autobiographical confession, Kelley
closed this branch of his production with Craft Morphology Flow Chart (1991), a large installation of
drawings, photographs and toys on tables, which displayed, measured and categorised sock-monkey

types using methods reminiscent of the scientific racism of the Victorian era.”®
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Toy Story 2
Discussing his 1990 Arena #10 installation, which featured a line of handmade dog dolls - uDXWRJUD SK

KRXQGVY GHVLJQHG W R sttudg oW bonoes ldQafghamR Kelley noted an uncomfortable
double-consciousness in his work:

, WR\HG ZLWK WKH YLHZHUTV LQFOLQDWLRQ WR SURMHFW LQWR V
around them, which | would argue makes viewers less aware of their own physical presence.
To counter this tendency, and thus make the viewer more self-conscious, | used extremeI&y

Q

worn and soiled craft materials « )HDU RI VRLOLQJ WKHPVHOYHYV FRXQWHUHG W

Of course, ordinarily, nobody wants to soil themselves. Any pleasurable engagement in the

narrativisation or idealisation of these otherwise archetypically cute figures is undercut by the signs

and smells of the bodies of others, especially anonymous others. Dirt has the power to put one on

guard, both in the form of fussy self-attention and as a kind of police action. Mary Douglas famously

SRLQWHG RXW WKDW GLUW pRIIHQGY DJDLQVW RUGHU (OLPLQDWLQJ L
HITRUW WR RUJDQLYV H' DK fArceb@&'th UifRef@mibkQbatwien good and bad, sacred and

profane; hence, we do not empathise with these smelly toy figures.

Fig. 1: Mike Kelley, Arena #10 (Dogs), 1990, Stuffed animals on afghan, 11.5 x 123 x 32 inches. Photo: Douglas
M. Parker

But there is another side to the soiled dogs of Arena#10 DQG WKH RWKHU GROOV LQ .HO(

which draws us in because they are dirty. As the artist himself and a number of his critics have

suggested, these toy works closely resemble what child psychologist D. M. Winnicott called
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MWUDQVLWLRQDO REMHFWVY WKH PHDQV E\ ZKLEKselves| Bxplavig QHIRW LD
the space once occupied by the mother.?® Such objects, typically soft toys, Winnicott tells us, are
DOzZD\V DOORZHG WR UHPDLQ VRLOHG OHVW D EUHDN EH FDXVHG LQ

and development.”® David Hopkins reads this reference to suggest that:

.HOOH\TV ZRUN LV WKXV SDURGLF DO WieRiXti-Kenbuf Améiza®H QW O\ VR
REVHVVLRQV ZLWK FKLOG DEXVH DQG pFRUUHFWY SV\FKRORJLFI
knitted toys are clearly as much bound up with critiquing contemporary discourses of

childhood as they are with childish fantasy itself. In his best work it is hard to separate out

.HOOH\TV LQYHVWPHQW LQ KLV VXEMHFW PDWWHU IURP KLV FULWL
Like Levine, Hopkins regards Kelley as primarily a critic of ideological hygiene. His comments do not,
however, seem fully to acknowledge the capacity of these Winnicottian objects to generate a kind of
LOQWLPDWH UHSXOVLYHQHVY DNLQ WR ZKDWL¥PURD GRWOWIXVIW RIQEHWHKD O
ambivalence and atavism that might imply.**

To take Arena #10 as an example, we might note firstly that the scene is one of sex: a line of
DXWRJUDSKHG KRXQGV PDUNHG ZLWK VXFK GLVWXUELQULOVEIHQGV DV
'‘DZQ 1 DUH GR L-&yelaVgndk&likad protuberance or serpentine fuckee at one end, a toy seal
at the other. A friendly walrus sits atop a tomato to watch. In his exhibition essay on Arenas, Cary
Levine spots the voyeurism of #10 - which surely replays and confuses the roles of spectator and
object, adult and child - DQG FLWHV )UHXGYV UHPDUN WKDW UDWKHU WKDQ LP
SHUYHUW pupLW ZRXOG EH PRUH rErﬁalm&ﬁl-R:Q\f-?IVWR VD\ WKDW KH KDG

/IHYLQHTV LPSOLF®toyd g heen voied by thw Kre-adult sexual impulses of their
child-owners. It might be better to suggest that in this and other assemblages in the Arenas, Kelley
IROGY WRJHWKHU UHSUHVHQWDWLRQV RI ERWK DG XaWakbspGaFKLOG W]
metaphorical function, recalling his attention to the grotesque. The originary polymorphousness of the
child - signalled here by the two-headed dog that forms the centrepiece to #10 - becomes a lost
utopia that can only be reimagined in a lapsarian vernacular of loss and horror. Smell functions as the
discipline of repulsion, signalling the imperative for distance; yet it also erotically and insidiously

inveigles the spectator into a more unselving identification. As Adorno and Horkheimer put it,

The multifarious nuances of the sense of smell embody the archetypal longing for the lower

IRUPV RI H[LVWHQFH IRU GLUHFW XQL¢(FDWLRQ ZLWK FLUFXPDPEI

Of all the senses, that of smell - which is attracted without objectifying - bears clearest

ZLWQHVV WR WKH XUJH WR ORVH RQﬁSVHOI LQ DQG EHFRPH WKH uR
Respiring in this heady medium, the little scenes of kidult activity the Arenas display involve not only
JDQJEDQJV EXW pPORZY SRSXODU FXO iapsiesD 6theksP $hdwd ldonferénicééH D OLHQ
loneliness, quotidian situations. Such scenes are tragicomic: childhood appears not as Rousseauian
idyll but as perverse, alien. In the Arenas, only a partially resistant trace, maybe a simulation, of what

MVRFLDOGFWRIGVUMWMHDOLW\Y UHSUHVVHY FDQ DSSHDU
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Enjoy Your Symptom
Kelley allows us to smile when we experience such vignettes, and occupy such divided perspectives.
One is reminded of that Baudelairean irony which finds its highest form in laughing at itself. But
perhaps this is what Hal Foster means when he identifies the aimlessness of the abject art moment
as it superseded 1980s postmodernism. Foster focuses his comments on artists like Andres Serrano,
the later Cindy Sherman, and on Kelley himself. No longer linked to a notion of art as an agent of
KLVWRU\ RU HYHQ WR D VHQVH RI WKH DFWLYLWWBEG DWLRIP D BNMR RWRLI
Foster, instead submits itself to techniques of disaggregation and de-VHOYLQJ pu,I WKHUH LV D VX
history for the culture of abjection at all, it is not the Worker, the Woman, or the Person of Color, but
WKH &RUSVH ¢ )RVWHU ZULWHYV VFDWKLQJO\ p7KLV LV D SROLWLFV R
SROLWLFV RI DOWHULW\ SAWVKHR M\R @QHBEGOLWDO\V (WKH\WHIKOOH\ WHGG\ 3/
WKH EXQQ\ 1

Detecting also a note of curious self-satisfaction in this wound-culture, Foster wonders if the
goal of the abject artist is nothing more than perverse self-aggrandisement. The success of abject
practice, like that of the sel-KDUPHU LV DFKLHYHG VLPSO\ WKURXJK WKH SDLQHG
JDJH RI WKH UHDOY DQ DFFHVVLRQ WR ZKDWHYHU XQVSHDNDEOH RW
against which dark horizon all signification gratefully fails.*® For Foster, figures like Kelley become the
privileged bearers of a pervasive lingua trauma which functions as a quietist, affirmative culture: keep
still and carry on.*® Enjoy your symptom!*’

In this sense, and importantly for the present essay, Foster thus finds that the art of abjection
goes no further than the antecedent he finds for it in surrealism. Bifurcated into the two tendencies
represented by André Breton and Georges Bataille, surrealism, for him, offers two, ultimately
unsuccessful attempts at the desublimation (and, presumably, transformation) of repressed
H[SHULHQFH LQ WKH V\PEROLF RUGHU RI OLIH LQ FDSLWDOLVP WKH
JLUVWO\ WKHUH LV ZKDW KH FDOOV % U HWR Q@dhygresRibnGeffécR@®byQ DX JKW L Q
dream, desire, automatism, the marvellous encounter and so on, becomes a rebellious gesture
seeking only confirmation in and by the symbolic law.*® The surrealism of Breton, Desnos, Soupault,
Eluard, Aragon et al, faledto DFKLHYH ZKDW :DOWHU %HQMDPLQ RQFH DVNHG RI L
LOQWR[LFDWLRQ IR® “WHMH RO WRIOK RMRCHY KDQG %DWDLOOHYY EDVH PC
than-low anti-aesthetic, deliberately offers nothing more (or less) than the love of the fetish, the delight

of taboo, the deliquescence of the high to the low, the horizontal, the base and the waste.

The Form of Informe
ltiswelFNQRZQ WKDW .HOOH\ DGPLUHG %DWDLOOH WKURXJKRXW .HOOH\T
informe, the formless mode Bataille advocated.*® One might refer back to the Poltergeist photographs

VKRW E\ 'DYLG $VNHYROG ZLWK WKHLU LPDJHV RI .HOOH\ VWU
HRXWVLGH VRPHWKLQJ IRUPHGY DQG W H[WearlyDeEampls\'" A wriiingdH DQJV W
the same 1996 edition of October WKDW FDUULHG )RVWHUfNVY FULWLTXH RI DEMH!
GHFLVLYHO\ IUDPHG .HOOH\YVY UHFHSWLRQ LQ WHUPV RI %YDWDLOOHDQ
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The stuffed animals of the works called Arena « L Q Z K L FekdikyKhidndcrafted toys sit on
crocheted blankets like so many soiled underbellies of elite culture - or to use the German
word for turd, the lumpf-like objects that appear in some of Kelley's drawings - owe their
FDSDFLW\ IRU VXEY HU Wis® @hithQs 6 EawtbeloPebatiof bf Waldsgression from
beneath, to their very indeterminacy.*?

KLOH .UDXVVIV FRPPHQWY DUH SHUVXDVLYH LW LV H&lGEEKIrcQRWLQJ Z|

Frozen Yet Refusing to Submit to Personification painting series (1998):

,I9YH XVHG WKHVH JRRS\ NLQGV RI IRUPV VR PDQ\ WLPHVY QRZ KR:

them as non-compositional. A while back | used them as some kind of play with the abject -

the unformed. Now | just see them as complex forms.*®
Abject pJRRS\ ,IRGPAYOR\HG E\ .HOOH\ DV ZH NQRZ VLQFH KLV XQGHUJU
WKH OHJDF\ RI DFWLRQ SDLQWLQJ DQG WR %DWDLOOHTV LGHDV %XW
aesthetic and art-historical forms. The artist, then, appropriates and mobilises such forms not only for
WKHLU pLPPHGLDWHY DEMHFW HIIHFW EXW DOVR DV D GLVFXUVLYH PRY
work, much of which, especially the soft toy installations, engages with the discourses of surrealism,
both BatDLOOHDQ DQG %YUHWRQLDQ EXW LQ D zZzD\ UDWKHU GLIIHUHQW 1|U
Using notions of baseness and a desublimatory art of desire, repression and the unconscious, Kelley
revisits the surrealist idiom to probe further the possibilities for subversion and transgression in the
symbolic order. These investigations operate, however, more by way of interference than
WUDQVFHQGHQFH .HOOH\fV SUDFWLFH LV GLUHFWHG PRUH WRZDUGYV
aesthetic language. As opposed WR /HYLQHTV UHDGLQJ ZKHUH .HOOH\ LV WKH IO
suggest the artist achieves a more clearly politicised stance.

One can see this in his admiration for Magritte and Dali, for example, which derives from their

reanimation of the imagery of bourgeois art:

Their style was antithetical to that of other surrealist painters like André Masson or Joan Mird,

whose paintings « FRXOG EH VDLG WR RSHUDWH HJ[$&ahstendlaviddaye LQ DQ DW
and the sign « :KDW ZDV WR WKH PR Gabld @brM \0f\comver@idhal Sdcademic

imagery became an open field of taboos and dead signs that could be rearranged at will.*

Perhaps Kelley is mistaken to imagine that surrealist attempts to go beyond referential language and
signification were so diffe UHQW IURP KLV RZQ /RXLV $UDJRQ VDLG RI HDUO\ VXUU
marrying sounds to each other in order to rebuild things, endlessly proceeding to metamorphoses,
FDOOLQJ IRUWK VIWSDRIRQNELPODV ZL WK OLQJX LiNgMewF cahedtPrsWDW LR QV
DQG LGHDV UHPLQGV XV Rl /IDXWUpDPRQWTYV IDPRXV HQFRXQWHU E
machine. Such games prefigured the semiotic reading of surrealism suggested by Kelley and scholars
such as Rosalind Krauss, Jane Livingstone and Dawn Ades.*® Whether the signs Kelley himself uses
are alive or dead will be an issue here. His toy work, to which | will return presently, addresses the
possibility of symbolic disruption by dealing with ideas of economy that deploy affect in a political way.
As gifts, as tokens, as signifiers in the wider langue of social relations, toy objects will become more

than themselves. They will become the animated register of a repressed real.
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School Daze

Of course, Foster is right to say that Kelley plays with rHSUHVHQWDWLRQV RI WUDXPD 7
architectural scale model project Education Complex (1995), for example, recreates all the buildings

in which he was educated, but leaves about eighty percent of the labyrinthine and rather beautiful

structure blank or generically filled-in to account for the traumas that occurred in those sites and

which caused the architect to repress their memories.*” This might well sound like victim culture, but

the work in fact exists in part as satirical comment on the 80s and 90s media sensation that became

known as false memory syndrome; in Educational Complex, Kelley is as much social diagnostician as

pathological subject, commenting drily on the new ubiquity of the psychological trope. Much as

Hopkins suggests above with regarG WR .HOOH\{V FULW L FieamgRthisui& & €ataoK\ FKLOG

FDULFDWXUH RI WKH SRSXODU LQVWLWXWLRQDOLVDWLRQ RI D SV\FKREL
lingua trauma VXVWDLQLQJ .HOOH\YV SUDFWLFH WrsHtidb of\wdpimacitReENY WKH O
%XW DV LW FRROO\ WUDBFQWVWW Wb WLRQIDWN DWW QRFDWHHU IRU EORWYV |
concretising and socialising that phenomenon, Complex poses the education system as repressive

ideological apparatus- D YLWDO FRPSRQHQW RI WKDW pVRFLDO FRQVWUXFWLRQ

Fig. 2: Mike Kelley, Educational Complex, 1995, Acrylic, latex, foamcore, fiberglass, wood, 51 x 192 x 96 inches.

On another level, as Anthony Vidler notes, the work quite seriously problematises the very
structure and mode of exposition of personal and historical memory, translating them from psychic
and narrative models to something quasi- DUFKLWHFWXUDO +H GUDZV RQ J)UHXGTV QF
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memory, where an affective memory is displaced by another one, to question the degree to which
MSUHVHQWLVPY GLVSODFHV RXU F D S DHEducAtionaRCbniRIEXV WHdtanwriteld, i HFROOHF
DQ UNLQWHUURJDWLRQ RI VSDFH DV D SULPDU\ YHKLFORYHIIMWUDFLQJ >
Complex structure blurs the distinction between architecture, sculpture and text; between intimate and
public knowledge; and it questions where memory and experience are lodged.

Arguably, a work like Educational Complex shares strong affinities with the surrealist
encounter between the subject and quotidian life; in its investigation of the relation between the
interior space of memory, self-relation, and the exterior environment, Complex resembles a more
VREHU YHUVLRQ RI| PRIXPAS&WDIRQIAML WK LWV pPRGHUQ P\WKRORJ\Y DQG
UHYHODWRU\ HQFRXQWHU $UDJRQTV IODQHXULDO H\H PDNHV DQ DFFR
and parks, always aware that much remains hidden and marvellous both to himself and the denizens

the city interpellates:

Men pass their lives in the midst of magic precipices without even opening their eyes « ,W LV
enough to make one shudder to see a bourgeois family taking its morning coffee without ever
noticing the unknowable that shows throuJK WKH WDEOHFORWKfVY UHG DQG ZK
pattern.*
7KLV VFHQH UHOD\HG ZLWK D pVKXGGHU T HYRNHYVY 9LGOHUYV DFFRXQ!
TXLWH DW KRPH LQ LWV RZQ KRXVH 1 RSbrGhel Gyowsed witiassRoZvom R Q W L Q J H (
the sensation occurs here, not the uncomprehending family, the cheery rectilinear grid of the
tablecloth - the exoskeleton of the bourgeois self-image - shows through to something precipitous,
vertiginous. One is reminded of the collages of Max Ernst, like those in Une Semaine de Bonté
(1934), where Victorian interiors, the houses of the fathers, are mysteriously invaded by mythical
beasts, waterfalls, snakes.
While it may appear homogeneous - Complex is blandly white throughout, like a bone -
. H O O H\ 1 vitaBdu df\a fife projected back to itself through an experience of buildings, where screen
memories fill in the gaps, is not so different from the comic phantasmagoria of Ernst, or the
hallucinatory submarine world of Aragon. Indeed, it might be said that the whole of Complex is a white
screen onto which a film, part-IDFW PRVWO\ ILFWLRQ LV SOD\LQJ DV .HOOH\TV I
memories are supplemented and conditioned by other material. But my film-screen metaphor is a
poor one: this work of recovery, displacement and imagination occurs as the movement and contour
of space and form, hence its colourlessness. Complex obeys the rules of sculpture as well as being a
maquette and a kind of text; its seamless modelling extrudes a strange, hybrid, but utterly naturalised
object. And what draws it into the realm of the surreal is the solubility it shows us of physical, textual
DQG SV\FKLF UHDOLWLHV (UQVWYV FROODJHVY ZKLFK DUH H[SHUWO\
prose, also benefit from this VHQVH RI FRPSOHWLRQ pDQ DPELYDOHQW RQWROI
mimesis; constructed as a simulacrum « § DV (O]D $GDPRZLF] ZULWHV RI ODJULWWH
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Guilt Edge

Fig. 3: More Love Hours than Can Ever Be Repaid, 1987, Mixed media, 96 x 127 x 5 in, and The Wages of Sin,
1987, Mixed media, 52 x 23 x 23 inches, Installation view Rosamund Felsen Gallery, Los Angeles, Photo by
Douglas M. Parker.

In an interview with the sculptor John Miller, Kelley explains the initial impetus for making Love Hours:

The fr VW SLHFH , GLG ZLWK VWXIIHG DQLPDOV IRU H[DPSOH ZDVQT
was about gifts. That was because the primary discussion in the art world at that time had to

do with commodification. There were these Utopian ideas being bandied abouWw p:HOO ZH FDQ
PDNH DQ DUW REMHFW WKDW FDQYW EH FRPPRGLILHG T --KDWTV W]
WKLQJ LWYTV JRLQJ WR HVFD®%H WKH HYLOV RI FDSLWDOLVP

Obviously Kelley does not imagine his work to exist outside the circuits of speculation, prestige, and

capital exchange associated with the art-world. But neither does he wish to foreground or exploit the

commodified aspect of the art object either, making that issue the centre of his work, visually or

conceptually. Welchman describes KellH\fV GROO ZRUNV DV pFOHQBIKhkeGarigereD UHWRUV
seduction of the mass-SURGXFHG FRPPRGLW\ DQG W KHKaNeyWitdsRISds@ahoasD Q YLW U L
his work from the commodity aesthetics of appropriation art and neo-3RS EHFDXVH pWKHUH LV >
VRPH LQYHVWPHQW LQ PDVV FXOWXUH RQ WKH OHYHO RI GHVLUH ,fF
FULWLFDO UHODWLRQVHiEStheRofFNBtVﬁ&IsFX\ADW—KHPHFH—ISWLRQDOO\ GHPRWHG

cottage labour of anonymous people producing hackneyed and ultimately generic gifts for their
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children - is thus a turn away from consumer culture and towards popular producer culture. More Love
Hours Than Can Ever Be Repaid, the first gift work, is not, then, especially interested in taste, even if
it does have an interest in desire. The work unearths and brings into the gallery strange, kitsch,
familiar little totems from everyday American life; a slightly downbeat, more materialist version of the
surrealist trouvaille, shorn of the magical connection the latter makes with the artist, but selected by
Kelley for cultural-political reasons no less magical, in their way.

It is worth citing at length what Kelley says of these objects:

They speak the language of the wage earner in which there is a one-to-one relationship
between time spent and worth. The equation is not between time and money, it is a more
obscure relationship drawn between time and commitment, one that results in a kind of
emotional usury. The gift operates within an economy of guilt; an endless feeling of
indebtedness attends it because of its mysterious worth. And the highly loaded nature of
these objects is intensified by their material nature: by the seeming contradiction that their
emotional weight far exceeds the weight of the cheap and lowly materials from which they are
constructed.>

Everything in Love Hours seems to allude to the mysteries of affective economy and how value is
derived, exemplified in the heuristic disparity between the emotional significance and material cost of
the pUDZY PDWHULDOV 7KH VDPH SRLQW FRXOG AdhaR@icsHvéhimdit&K H DVVHPE
emphatically since the olfactory evidence of dirt in them plainly signals valuelessness to its audience.
One might speculate that Love Hours dolls represent non-commodified labour, driven directly by
HFRPPLWPHQW T %XW LQ DQRWKHU HVVD\ .HOOH\ FODULILHVY WKH JROC(
H:KDW PXVW EH JLYHQ LQ UHSD\PHQW LV 30RYH" LWVHOI 1 .HOOH\ ZUL!
so the rate of exchange can never be set. Thus, the child is put in the position of being a perpetually
LQGHQWXU H%E)&ptesi;nﬂg)agswppﬁ)sedly ineffable economy of feeling in classically capitalist
terms, Love Hours thus presents intergenerational relationships in terms parallel to quasi-slavery, or
even developing-world debt. The rhyme with such inherently violent and totalised economies is
significant here since it suggests these relations of indebtedness as the fulcrum of all social and
cultural formations springing from them. Later we will see how Marcel Mauss imagined a society of
gift to order social life totally.>’

Interestingly, Winnicott includes something as absolute as Kelley in the remarkable
description of the transitional object from Playing and Reality; for the psychologist, the intermediate
DUHD WKH REMHFW GHILQHYVY LV pJEHWZHHQ WKH WKXPE DQG WKH WHGC
the true object-relationship, between primary creative activity and projection of what has already been
introjected, between primary unawareness of indebtedness and the acknowledgement of
indebtedness > P\ LWIIE)BOBLJFD\L@ fTWKH HTXDWLRQ PDGH KHUH LI XQZLWWLQJO)
XVXU\YT WKDW UHQGHUY ORYH OLNH D UHOD#&HapsQivekverSa.Rithe VeRYQRPLF H[F
first stages of representative thought, Winnicott seems to suggest, a balance-book is opened up;
already there is interest to pay.

Usury, or interestt EHDULQJ FDSLWDO LV DV .DUO ODU[ SRLQWY RXW FD
IHWLVKLVHG IRUP § RQH WKDW DOZD\V VXPPI%’Q\}S aapita laRids \nosDPLOLDO L
illusory and lifelike: a double of life. In the first volume of Capital ODU[ FLWHV $ULVWRWOH LQ
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FRQGHPQDWLRQ RI XV XU H WffspringdidriestHregsamblasg Bhé) pakekitHBuUt interest is
PRQH\ VR WKDW RI DOO PRGHV RI PDNLQJ D OLYLE& natew ik CspitaV WKH PR\
lll, Marx describes the seeming self-UHSURGXFWLRQ RI pPRQH\TV ERGathnWKURXJK W]
EHLQJ ME\ ORYH SRVVHVVHGY D Fhust). WHIQ Eskry, WHat isRriionel ideeins
DFWXDOO\ DOLYH DQG JHQHUDWLYH LWV WKH FRQWUDGLFWRU\ DFPF
most abstract form is realized as full, tangible coQFUHWLRQ OHWDSKRULFDOO\ LWYV WKH
would possess the child absolutely, a familiar topic for Kelley.

$00 WKLV VHHPVY WR DGG XS WR D FOHDU DWWHPSWedRgof HOOH\TV
the everyday, some of the invisible forces structuring feeling in the life of capitalism. The handmade
toy behaves much like the surrealist poupée, but unlike the dolls of, say, Hans Bellmer (or even the
mannequins of André Masson), it does not register social violence or social conflict in a physical
drama of dismemberment or collaged recomposition, as Foster argues in Compulsive Beauty.®
Rather, in its very inertness and blob-like impermeability, the doll alludes to the notion of the abstract
unit: its role as counter, gift or currency-token articulating wider relationships within which an implicit
violence occurs. But because these relationships are between subjects of capitalism, between whom,
DV ODU[ IDPRXVO\ VD\V uWKH GH bBspm&¥ H« WWRHH. O D QWHIOMDWLIFR (RWEP RI1 D |
betZHHQ WKLQJV 1 WKH GROO CJiDisdarBeR Quijttts frdmHiRift sDres, these dolls
KDYH RQO\ QXJDWRU\ ILOQDQFLDO YDOXH WKH\ DUH WRNHQV RI ORYH %
mimes the qualities of its users. In the catalogue he wrote for the exhibition The Uncanny, a major
show curated for the Sonsbeek 93 sculpture exhibition in Arnhem, Holland in 1993, Kelley alerts us to
a longstanding tradition of such things. Including an ushabti, or small Egyptian statue in the exhibition,
KH QRWHV LWV SXUSRVH DV D GRXEOH uD VKDGI&ery.RAl p&pXlarVHOI ER X
VFXOSWKDW WKLV SOHI?‘HLDQ TXDOLW\ 1

Man and Mauss
This kind of double-flow of love and guilt, or the tendency of love and guilt and memories of discipline
WR DFFUHWH ZLWKLQ WKHVH REMHFWY FDQ EH XQGHUVWRIRG PRUH F
(1925). In this influential study, Mauss provides anthropological evidence that societies - from
Polynesia, Micronesia and Northwestern America - are primarily organised around gift-giving rituals
that possibly precede barter and certainly precede individualised monetary exchange. For pre-
industrial society, everything - people, goods, rituals - uSDVVHV WR DQG IUR DV LI WKHUH Z#t
exchange of a spiritual matter, including things and men, between clans and individuals, distributed
EHWZHHQ VRFLDO UDQNV WKH VH [Haifts B@GheWdtured Hu@HU @rasterR Q V
guantity, Mauss tells us, and so they order society by creating ever-renewed relationships of
obligation.

Famously, Mauss provides some Maori testimony regarding the hau of the gift, which means
WKH JLIWYV LGHQWLW\ DV vsLULW $ JLIW UHFHLYHG LV SDUW RI WKH
another party, any remuneration or love that comes back from the latter is part of the hau and must be
UHWXUQHG DJDLQ WR WKH RULJLQDO GRQRU ,Q RWKHU ZRUGV puWKH
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complex, multi-layered system of moral and spiritual exchange.66 While this parW RI1 ODXVVIV WH[W L
hotly contested, perhaps it is enough to note that gift-giving societies configure social relationships on
a non-individualised basis, and that the animism of the gift - its hau - binds groups together. David

Graeber explains it thus:

In every case, the most valuable objects in gift economies are valued primarily because they
embody some human quality, whether this be the creative potential of human action, or
fertility, or the like, or particular histories and identities that have already been achieved.®’
I will return to the matter of the hau shortly. It is worth noting briefly that one of the people influenced
E\ ODXVVYIV VWXG\ ZzDV *HRUJHV % D W Dle@a&tHna®ib (W IAECreed St@ane)LQ KLV Wt
(1949). Here, Bataille cr\VWDOOLVHG PXFK RI KLV WKRXJKW RQ WKH pYDOXHT F
UHWXUQ RU WKH VXPSWXDU\ HFRQRP\ pZLWKR X Wpotlatck' &bouy wWiichW KDW VHH
Mauss wrote, where gifts took the form of the destruction of goods, valuables and reserves. But
where Bataille focuses on the exorbitance of gift-giving and wild expenditure as the laudably
destructive opposite of bourgeois parsimony, for Mauss, even the potlatch LV pHVVHQWL DO\ XVXUL
Despite the utopian content of The Gift - the possibility the text holds out for a society organised
entirely outside capitalist principles - relationships of obligation and indebtedness are the essence of
social ties. Like the love hours that can never be repaid, gifts bind the participants powerfully together.
,QGHHG WKH JLIWV LQ .HOOH\TV ZR UcHpithlisDgBtsitoHHe Yetishisel bfedbis (U RP QR Q
capitalist exchange.
It is the animism of the gift that allows us to read Kelley alongside Mauss (the connection via
Bataille notwithstanding) most usefully. Like the familiar of the plebeian statue, the doll uncannily
incorporates the wider relationships it articulates. The superposition of adult and child behaviour that
we saw in the Arena work is visible in the doll as gift, forexam SOH $QG .HOOH\ WHOOV XV WKD\
animal is a pseudo-child, a cutified, sexless being that represents thead XOW{V SHUIHFW PRGHO RI [
D QHXWHUHG SHW Y ZKLFK DOVR FDWFKHV VRPH RI WKDW DQLPLVWL
relationships in the objects. We know, however, from Nostalgic Depiction that this process goes both
ways, and that the doll can be a cue for regression t00.% Most pertinently, though, Kelley borrows
from the utopianism of Mauss the sense that gifts spiritually embody the community; each with a face,
each a token of love. He does so not to recover anything of the organic, pre-industrial mode of social
life, but to demonstrate what it feels like to live within the regimen of the commaodity fetish. The
uncanny life of the commodity, naturalised in capitalist society, is denatured in More Love Hours really
E\ WDNLQJ LW puDW LWV Zikng@ifgslas livingRx IsiipwinQ BsQhe impossible face of
the gift economy, he reminds us that we always take non-living things to be living; we always imagine
objects to be subjects. That is the odd magic of the capitalist everyday: it looks and feels like a folk
economy. And perhaps that is why the corn sheaves surmount the canvas. The quotation marks they
form there suggest WKDW ZH EHKDYH puDV LI WKHUH ZHUH VXFK D WKLQJ DV D
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Coda: Lumpfenprole
%HDULQJ WKHVH LGHDV LQ PLQG ZH PLJKW UHFDOO .UlDmpiVwofiv FRPPHQ
LQ .HOOH\TV GUDZL QlampafRikéNjuaDi€s ®f theksdck-monkey objects Kelley creates. In
those works such as Arena #7, where the toys are hidden underneath the afghan, the work
Lumpenprole (1991), in which a very large afghan secretes a number of large bulges, or, in even
PRUH OXPSHQ IDVKLRQ WKH(19KLpbroehtioRed at Ehix BegikviiKdhdre, which bundle
and weigh large globs of faceless plush toys, something covert, or really pathetic is happening. The
connotations are of the excremental, the heterological, as Krauss points out: more dissident
surrealism. Yet in addition to those meanings, could it be that these shapeless blobs share something
with the dolls attached to the Love Hours afghan? Perhaps the works of Arena and the other projects
still retain elements of the gift economy. If so, could these accumulations be imagined as hoards?
Jacques Derrida, in Spectres of Marx, shows how hoarding, for Marx, was like burying a body; by
KLGLQJ WKH PDWHULDO FRUSXV RQH LV IUHH WR LGHDOLVH DQG IHWL
or miser must do.”® Reduced to a mere lump, something hidden and repressed, oddly the doll can be
experienced at its most animated. It is once again the poupée upon which desire can play.
Craft Morphology Flow Chart, however, catches the other side of this. Part of the point of
XVLQJ VWXIIHG WR\V LV WKHLU FDSDFLW\ IRU puSURMHFWLRQ 1

Fig. 4: Mike Kelley, Craft Morphology Flow Chart, 1991, Mixed media installation, Dimensions variable, Installation view,
Carnegie Museum of Art, Pittsburgh, 1991. Photo: Eric Baum
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In his essay p,Q WKH ,PDJH RI ODQ T . HOOH\ VXJIHVWYV WKDW WKHUH LV D¢
M3ODWRQLFY KXPDQ RQWR FUXGH CaR ¥erpholQgy atterbpisHtd stripH0@dk H

possibilities for such investment:

First, the crafts are arranged categorically, according to construction technique and shape, on
simple folding tables. Second, every one of these items, accompanied by a ruler to show its
true size, has been photographed. And third, one representative grouping of craft items - the
collection of uVRFN PR Q@ MNa&$\Ween rendered in a large black-and-white drawing
reminiscent of archaeological illustration. Through this reiteration, | propose that the
psychological baggage that usually attends such objects has been discarded. Of course, by
attempting to repress them, these emotional qualities become even more pervasive.71

Kelley may wish to stress the persistence of sentiment, a fetishised and abstracted idea of the

MKXPDQ T %XW SHUYHUVHO\ DOWKRXJK LW LV (geBtRhaOitis\eRadtliHitBe E\ WK D W
thinginess RI WKHVH FUDIWZRUNVY WKDW HYRNHV WKH YLHZHUYV HPSDWK\
and bathos. As much as these works allow us to experience as a kind of oscillation our commodifed

selves, or our subjecthood as thinghood, there is a small redemptive content here. It appears not in

the satisfaction, love, work, or beauty of the objects but their simple ability to generate another kind of

materiality, the recognition of a kind of base materialism or corporeality upon which the
superstructures of capitalist sentiments are erected, an uncanny flashback to the self as thing. Hence

the experience of the artwork allows both a mastering, aestheticised view many times underwritten

through the regimes of categorization and cognition the work sets up, and also this other
apprehension of the self as the object of scrutiny, of the gaze, a sensation Kelley associates

elsewhere with a version of the death-drive, or the desire to return to thinghood.72 That surrealist

desire to precipitate from the germinal plasma of the unconscious some new beast finds its fullest

expression in this rediscovery of thinghood: the kernel of trauma that punctures a rationalised

quotidian. Such an apprehension of the persistent physicality not just of the self, but the mind, offers a

more general resistance to that subsumption by everyday culture of which Marcuse warns, and
correspondingly generates within that field the possibility of critique. As Theodor Adorno puts it in

Negative Dialectics pW K HY Lr@n@nder of its physical aspect « is the only source of whatever

KRSH WKH PLQCGFDQ KDYH 1

! Thomas Kellein (ed.), Mike Kelley, Edition Cantz, Basel/ Frankfurt, London 1992, 26.
% See Rosalind Krauss and Yves-Alain Bois, JRUPOHVV $ 8V HUOMVN&X YdBkiH1997, 78.

3 Cary Levine, Pay for Your Pleasures: Mike Kelley, Paul Kelley, Raymond Pettibon, University of
Chicago Press, Chicago, 2013, 4.

¢ Interview from Artforum. May 2012. Accessed via:
http://www.tonyoursler.com/individual text.php?navitem=text&textld=53&dateStr=May.%201,%20201
2&subSection=By%20Tony%20&title=Mike%20Kelley
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® OLNH .HOOH\ pOLVVLQJ 7LPH :RUNV 2KQFRQYHGHMIhG Hjstdries:
Statements, Conversations, Proposals, ed. John C. Welchman, MIT, Cambridge. Mass. 2004, 65.

®6HH OLNH .HOOH\ M)RXO 3HUIHFWLRQ 6 R PFbul ReRottidh VESsas@né& DULFDW X
Criticism, ed. John C. Welchman, MIT, Cambridge, Mass, 2003, 20-38.

"OLNH .HOOH\ DQG -LP 6KDZ u-LP 6KDZ +HUH &RPWH \htefWes]\ERG\ T L
Conversations, and Chit-Chat (1986 - 2004), ed. John C. Welchman, JRP Ringier and Les Presses du

réel, Zurich and Dijon, 2005, 176.

8 Interview with Cary Levine in 2010. See Cary Levine, Pay for your Pleasures, 57.

°YRU H[DPSOH Ieytantdin SH@v, ] DQE.P 6KDZ +HUH &RPHWIdYIMBJ\ERG\ |

Y/HYLQHYV DUJXPHQW ERUURZV I|URGitiGue \of ByhicaIdRRas0H DRIV WK\H ODWWH U
recuperation of the kynic to construct the floating ironist.

' See John Geiger, Nothing is True, Everything is Permitted: the Life of Brion Gysin, The
Disinformation Company, New York, 2005.

2 5ee Oliver Harris, William Burroughs and the Secret of Fascination, Southern lllinois University
Press, Carbondale, 2006, for the genealogy of BurURXJKVY PDQXVFULSWY DQG WHFKQLTXH"

18 S REHUW 6WRUU HM'LVSDULWLHYV DQG 'HD®hhRtRINhRIRGrmatdns: OUrR WHV T X H
Grotesque, ed. Sarah S. King, SITE Santa Fe, Santa Fe, 2004, 60.

! See Jack Spector, Surrealist Art and Writing (1919- 39): The Gold of Time, Cambridge University
Press, Cambridge, 1997, 22-42.

®Storr, ;'LVSDULWLHYV DQGIIHIRUPDWLRQV |

®OLNH .HOOH\ DQG -LP 6KDZ p-LP 6KDZ +HUH &RPHV (YHU\ERG\ |
" Ibid., 166.

'8 |bid., 177.

Y DOWHU %HQMDPLQ H6MUMMHDBQIDWV KR RI WKH (XUROShDMGay, QWHOOLJ
Street, trans. Edmund Jephcott and Kingsley Shorter, Verso, London, 1997, 229.

2 OLNH .HOOH\ HMYRXO B3HUIHFWLRQ 6RPH 7KRXJKWV RQ &DULFDWXUH 1

% See Martica Sawin, Surrealism in Exile and the Beginning of the New York School, MIT Press,
&DPEULGJH IRU WKH VWDQGDUG DFFRXQW RI WKLV VHW RI WUDQV
of the toy work, with its attention to feminised labour, see Levine, Pay For Your Pleasures, op cit., 59-
61, or Levine, Mike Kelley: Arenas, 9-10 for a discussion of how some feminist artists and critics have
REMHFWHG RQ VRPHZKDW HVVHQWLDOLVW JURXQGY WR .HOOH\TV DSSU

2 _RKQ & :HOFKPDQ u7KH OLNH . WeRiDranMsabell€GravKapth&ny Vidler, Mike
Kelley, Phaidon, London, 1999, 67.

B B6HH $QGUp MWad &I hig famous account of finding the unusual mask in the flea market
WKDW ZRXOG FRPS O Hhvisible* QijdetRsButptireV Afidvé Breton, Mad Love, trans. Mary-
Ann Caws, University of Nebraska Press, Lincoln and London, 1987 (1937), 32.

* _RKQ & :HOFKPDQ H7KH6DLNH .HOOH\V |
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® 6HH IRU H[DPSOH 5DOSK 5XJRIITV FRPPHQWY RQ WKH 3ZKLII RI SHGF
Rugoff, catalogue text, Just Pathetic, Rosamund Felsen Gallery, Los Angeles, 1990, 5.

% Mike Kelley, Minor Histories: Statements, Conversations, Proposals, ed. John C. Welchman, MIT
Press, Cambridge. Mass., 2004, 53.

" Mary Douglas, Purity and Danger, Routledge, London, 1996 (1966), 2.

%2 OLNH .HOOH\ p30D\LQJ :LWK 'HDG 7MihdDHistories) 78/ KH 8 QFD QQ\ T
% D. M. Winnicott, Playing and Reality, Routledge, Oxford, 1991 (1971), 2.

% David Hopkins, Childish Things, The Fruitmarket Gallery, Edinburgh, 2011, 65.

% Aurel Kolnoi, On Disgust, eds Barry Smith and Carolyn Korsmeyer, Chicago and MIT Press, La
Salle, 2004, 60.

%2 Cited by Cary Levine, Mike Kelley: Arenas, Skarstedt Gallery, New York, 2010, 8.

% Theodor Adorno and Max Horkheimer, Dialectic of Enlightenment, trans. John Cumming, Verso,
London, 1995, 184.

¥+DO )RVWHU p2EVFHQH Etubdriial. 78, (AuKiRm 1006), 1 JRVWHUNV TXRWH L
from Kelley himself, from Catholic Tastes.

% Ibid., YRVWHU UHODWHV WKLV /DIE@QIERQ LGHD WR JUHXGTV

% 7KH 7KDQDWRLGY UHVLGH LQ 7KRPDV 3\QFKRQYV 9LQHODQG &RXQW\
EXW GLIITHUHQW 9 6HH VineRrRIDSéciy @rfd K\RiQurg, London, 1990, 170.

7R FLWH RQH RI 60DYRM 4LAHNYV PHPRUDEOH FDWFKSKUDVHV

¥ )RVWHU pP2EVFHQH S$EMBIFW 7UDXPDWLF T

% Walter Benjamin, p7KH /DVW 6QIBSVKRW 1

Y (I[WUDFWV IURP %DRXXQGDWIRQDOQWHLYVVD\ RODOXGIHR Iu7 KH 8&¢ 6DGHY
LQFOXGHG IRU H[DPSOH DV WKH puDWKWWLMWWOPK FEB R {f ¥ HAjRR@lldyA W HRQ \ L Q
See Welchman et al,108-110.

" 6HH OLNH .HOOH\ DQG 'DYLG $VNHYROG u7Mihkbr3HROri&sH254-6lLVW T LQ OLNI
2 ERVDOLQG 3UPDRWP Hi Z LW KR X Bctébe Qdf @8X(NutuR@, 3P96), 103. This reading,

cited from the edition of October devoted to the informe LQ ZKLFK )RVWHUfV ZRUN LV SXEO
represents a kind of high water mark in the critical reception of abject art. It follows a series of big

shows like Abject Art: Repulsion and Desire in American Art (1993) at the Whitney Museum in New

<RUN &LW\ LQGHEWHG FXUDWRULDOO\ WR -X GrbversdflHénoH Y D TV HVVD!
® 6HH M, VDEHOOH *UDZ LQ &RQYHUVDWLR&aZ2AVK OLNH .HOOH\ § :HOFKPL
“OLNH .HOOH\ : p&/&D'HEDE 7KLQJIV 1

*® See Paul C. Ray, The Surrealist Movement in England, Ithaca, Cornell University Press, 1971, 48.

*® See Rosalind Krauss, Jane Livingstone, Dawn Ades, /T$PRXU )RX 3KRWRJUDSK\ DQG 6XU
Abbeville, London, 2002.

“"Mike Kelley p3D\LQJ :LWK 'HO& 7KLQJV T
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®B6HH $QWKRQ\ 9OHGEBOHMNDYNGXFDWISRQDO &RPSOH[ |

* Louis Aragon, Paris Peasant, trans. Simon Watson Taylor, Jonathan Cape, London, 1971, 177.

>0 Anthony Vidler, The Architectural Uncanny: Essays in the Modern Unhomely, MIT Press,
Cambridge, Mass, 1992, 4.

! Elza Adamowicz, Surrealist Collage in Text and Image: Dissecting the Exquisite Corpse,
Cambridge University Press, Cambridge, 1998, 61.

*[John Miller] ©OLNH .[B@MBB8MWinter 1992][http://bombsite.com/issues/38/articles/1502]
% _RKQ & :HOFKPDQ p7KH QLNH .HOOH\V 1

* U,VDEHOOH *UDZ LQ &RQYHUVDWLRQ ZLWK OLNH .HOOH\ |
® OLNH .HOOH\ p,Q WKH MiRdD BlistoRels, B2 QT L Q

® OLNH .HOOH\ 7KUHH 3URMHFWV +DOI D ODQ )URP 0\ ,QVWLWXWLRQ
Minor Histories, 15.

" Marcel Mauss, The Gift: The Form and Reason for Exchange in Archaic Societies. W. D. Halls
(trans.), Routledge, London, 1990, 14.

8 Winnicott, Playing and Reality, 2.

> Karl Marx, Capital 1, trans. David Fernbach, Penguin, London, 1981, 515.

%0 See Marx, Capital Vol. 1, trans. Ben Fowkes, Penguin, London, 1976, 267.

® Marx, Capital Vol. IlI, 516.

%2 See Hal Foster, Compulsive Beauty, MIT Press, Cambridge, MA, 1993, 125-156.
% Marx, Capital I, 165.

* OLNH .HOOHYV I3/ YHQ G BELQJIV

% Marcel Mauss, The Gift: The Form and Reason for Exchange in Archaic Societies, trans. W. D.
Halls, Routledge, London, 1990, 14.

% Ibid., 13.
® David Graeber, Toward an Anthropological Theory of Value, Palgrave, London, 2001, 211
68 .

Mauss, The Gift, 7.
% Mike Kelley, Minor Histories, 14-15.
0 See Jacques Derrida, Spectres of Marx, trans. Peggy Kamuf, Routledge, London, 1994, 45
™ Mike Kelley, Minor Histories, 54.

> See Mike Kelley, Foul Perfection 7KLV LV DOVR FRJQDWH ZLWRP)RZBWHRHQHFRPF
Abject, Traumatic, Y FLWHG DERYH

® Theodor Adorno, Negative Dialectics, trans. E. B. Ashton, Routledge and Kegan and Paul, London,
1973, 203.
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Alice in Wonderland , Tate Liverpool, 4 November, 2011 - 29 January, 2012

Alice in Wonderland Through the Visual Arts , Edited by Gavin Delahunty and
Christoph Benjamin Schulz, Tate Publishing, Liverpool, 2011, 192 pp., 120 colour
illus., ISBN 978-1-85437-991-7

, DOPRVW ZLVK , KDGQTW JRIe Har@ ket Qaid Ked WL WHEELBWKHU FXULRXYV
know, this sort of life! | do wonder what can have happened to me! When | used to read fairy
tales, | fancied that kind of thing never happened, and now here | am in the middle of one!

7TKHUH RXJKW WR EH D ERRN ZULWWHQ DERXW PH WKDW WKHUH

one.!

Originally presented in 1864 E\ & KDUOHV /XWZLGJH 'RGJVRQ DV p$ &KULVWPDV *L
Memory of a Summer Day, JAlicHTV $GY HQW XU H V waQaprbdutthRriedotboredom, of an

attempt to keep the attention of the young Alice Liddell and her sisters on a boating trip in Oxford on

4™ July 1862. Over 150 years later, Alice in Wonderland and Through the Looking Glass continue to

KROG WKH UHDGHUYY DWWHQWLRQ WirRer &khlbition \s&ék<DtQ explveR redte@ WH U W D L G
and invite a world of adventures that, throughout their histories have never once been out of

publication, and to have them writ both large and small across the walls and gallery spaces of Tate

Liverpool.

Beginning from the moment of departure, a turning back and a looking back, to a super-sized girl
projected in light across the J D O O wadéHpuse facade, it is Alice who draws back the curtain, into,
across and around the curated Wonderland inside. )LWWLQJO\ LW LV -RKQ, dd\QLHOfV L«
from and influenced b\ '"RGJVRQ TV RULJL QtBaObdekoas XHisFndite SHY most recognisable,
lingering and influential of designs - the hand that gave Alice her dress and pinafore, her black strap-
pumps and big flowing hair - producing the Alice we know (or at least, we think we do). So to be
greeted inside E\ -DVRQ 5KRDGHVY EULJFRaW TQuUdHe o’y My BaiDah: in pursuit of
my ermitage, 2004) is a very curious thing indeed. Already shrunk, the visitor looks up, moves through
and across the graphic language (graphic in every sense of the word- py&DWHUSLOODUY EHVLGH pu
EHVLGH ,whisOAtifalies AW U ENDifhe series (2009) - smudgy dreamworlds, cloud-like colour
formations, forest undergrowth and pink-cheeked, shut-eyed solitary girls in frothy dresses - frame the
walls. It is clear from the off that, just as in Wonderland, nothing is to be quite as expected. Curators
Christoph Benjamin Schulz and Gavin Delahunty set themselves no easy task in seeking to draw
together both image and text to bring out the many visions, versions and variations of Alice.
Childhood and adulthood collide, and confusion and intrigue take the visitor not down down down, but

up up up the stairs to the main exhibition space.

Here, at first, things seem a little more familiar. Deep red walls and velveteen curtains, glass cabinet
displays and books upon books, the origins of Alice open up the exhibition. On show for only the
VHFRQG WLPH RXWVLGH RI WKH % U L ¥864/rknety-fiageDilustrai@droddR@i@ TV R UL JL (

rightly takes the stage in this theatrically-themed space, the set for the setting of the story. Theatre
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programmes of early stage adaptations, tea tins, playing cards and printed fabrics busy the space, but
WKH VWRULHVY SDJHV RSHQ RXW EULQJLQJ &te@mibnLspaidRiodt&tHe FRQV XP SV
HUHDRIBMWIVRQMY OLIH HIKLELWHG LQ RU hyingQhe Qid&ed fistérdd fee@ing @acBULQWYV SR
other cherries, Xie Kitchin as Tea Merchant (1873), and Alice as a Beggar Maid (1858), marking the
slippage between his Oxford life and the imagination, both set free and fixed by the camera lens.
There are a selection of Pre-Raphaelite works here by friends and associates, William Holman Hunt
and Dante Gabriel Rosetti, that, as contemporaries of Dodgson introduce the relationship between art
and fiction that persists throughout the exhibition. John Everett 0L O Cdaug¥ht§r Mary in Waking
DQG *HRUJH 'XQ QARce irt MdrlertlaoM(1879) prepare the viewer for reading Alice
throughthe WURSH RI D OLWWOH JLUOYYV OLVWHQLQJ

With a large section of the exhibition dedicated to surrealism, there is a focus on the disruption of

conventional interpretations of text and image. Readng UHSUHVHQWDWLRQV RI GUHDPV DV ul
QHLWKHU WKH ODZV RI QDWXUH QRU WKH OLPLWDWukRgism e KXPDQ U
MPDQLIHVW SDUD O O H Olide @kperidhied inheiddeanwilawel® v Vonderlands and in the

realms behind the looking- J O DADérifing from a fascination with the uncanny and unexpected, the

surrealist allusions to and recruitment of Alice are multi-faceted and manifested on many levels;

ranging from literary reference to fantasy and self-reflection, with Dodgson proffered as uDUWLVWLF
predecessor and soulmate, 1D 6 X U U Haa6t L/ lelttepﬁOn the same walls where the Magritte

retrospective hung a month earlier, QRZ W K H U Ha¥l, Kakas®hW®éa, Paul Nash, Dorothea Tanning

and Balthus, along with chess, kings, queens, beasts, beauties, mirrors and distortion, many of which

are sourced from the Tate collections. Whilst the focus is predominantly given over to painting and

sculpture, it is the 0 R XV H § Vthatw@ddles out of a space between Carroll and the surreal. The cut

and re-pasted words of the tale curve down the page of the 1864 proof-sheet, diminishing in size, a

metonymical stand-in for the furr\ FUHD W X U H TV néfBhiatQvoul® b® eRoDdD to raise a smile in

Mallarmé, Apollinaire and child alike. : LW K 'R G J VHe ®dif¥ing of the Snark translated to French

by Louis Aragon in 1929, and its subsequent inclusion in Andrp % UHWRQ DQG JcKoondi@XDUGTV
abrégée du Surréalisme in 1938, the poetic, literary and sensory nonsense of Alice nods to the

JUR X 8rfitégies for an topsy-turvy exploration of language by moving beyond the fixedness of

assumed, conventional reading.4

Anthropomorphic, age-defying, continent-crossing $OLFH SHUVLVWYV deQaldddniab Alivew TV

in 1939 (1939) and Alice in 1941 (1941). Painted during a period encompassing his time as a prisoner

of war in the south of France, his fleeing to Spain and subsequent escape to the United States, the

two images are bound up in conflict, displacement, alienation and a drive towards hope and freedom.

The works ZHUH KXQJ WRJHWKHU IRU WKH ILUVW WLPH LQ (UQVWTV HI[}
York. The 1939 work is textured with sickly disturbances, featuring a bird-like figure, with talons and

beaked-head lowered, wearing green-feathered trousers that reveal salmon-pink feet and a pale

exposed groin. Two years later and the fur is still there, this time warmed by ochres and muted reds,

the body turned and seated, offering a glimpse of a pale face, chest, hand, with one leg folded over
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the other. The bird becomes more of a fowl, a gryphon perhaps, crouching at the foot of the rock on
which the female figure sits. This is an Alice after Alice if you will, no longer the dreaming girl-child but
an eroticised, developed woman. Returning to the images, they invite, provoke, like Alice, an
additional reading- the bird motifs suggest a Loplop more attuned to the smile of a hovering, haunting
Cheshire cat or the kid gloves of the White Rabbit. 'RURWKHD 7,DBh® KI&idef Nachtmusik
(1943) is by no means any less disconcerting - with its corridor, closed doors, one ever-so-slightly ajar
revealing an eerie yellow light and engorged sunflower. The two girl Vfowing hair is caught up in an
unnatural interior space. By contrast, Pincushion to Serve as a Fetish (1965) can be read as part of a
curatorial selection that marks Alice {V DSSURSULDW L R Qaffstid/¢kddawd 8 Kiid [J]ileRgue

with my sewing machine,§ 7DQQLQJ ZURWH pyu, SXOOHG DQG VWLWFKHG DQG VYV

human clothing in a transformation process where the most astonished witness was myself. § A
movement between the stitched and sewn physicality of the black velvet and orange plastic pins, and
the two-dimensionality of paint and text, is staged as sculpture that tempts and challenges the
readerfV YRFDEXOD MXR WI BV PAIDbUIR & M4 ivhagination to make forms from what is

seen and heard, written and read aloud.

As in Alice, mirrors abound here. Time is stretched and compressed across the exhibition spaces, as

the visitor moves in and around the rooms, linked by corridors that are jutting and angular, narrowing

and widening, drawing onwards, in and back upRQ WKHPVHOYHV -RUlbcR KOndRanX W K |V

Five), English/Latin version (1965/1997) ticks over through generated ftime, with the photographed

object and text description challenging definitions of order and knowledge, whilst 'XDQH OLFKDOVT

$OLFHMWV(19T4A) a seven-part photographic series, works to compress and contain. A giant pair

of spectacles propped up against a miniature chair, a cabinet reflected in a round vanity mirror, a

giant hand clutching a mirror that contains a body holding another, gorging RQ WKH p(DW OHYT WLV

temptations of Alice, consume both viewer and photographed space alke. YUDQFHVFD :RR&PDQTV

another leaden sky, Rome (1977-78) through Wonderland, Through the Looking Glass, becomes
HMSOLFORXNMI&DURO 0DOeRdiNfale €sBal B oRmanteau of reality and imagination played
out through the camera lens.® : RRGPDQ SOD\V D SKRWRJUDSKLF p/HWTV
mock-turtle, a patterned tiled floor becomes chess board, and she crouches (too big or too small), her
face covered Wiho arH \ R Xfsks the Caterpillar.7

,Q 6DOYDGRU 'Alicet#isd chadgebl His 1969 twelve-part series of colour illustrations (one for
each chapter of the book) are filled with purple mushrooms (Advice from a Caterpillar), huge blue
droplets (The Pool of Tears), a bodiless pink arm trapped inside an orange tiled house (The Rabbit
Sends in a Little Bill), whilst all the while a black inked figure in a bell-skirt skips across the pages,
accompanied by her seemingly more solid counterpart shadow. The long-limbed figure with tiny waist

and skipping-rope hair steps through the looking glass from page to screen. No longer just Alice, she

SUHWHQC

is the protagonist of Destino, DalifV ILOP FROODERUDWLRQ ZLWK :D @&hplét®@QH\ EHJX

as a seven minute colour and sound animation in 2003. Re-reading the girl motif within the context of
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Alice, Schulz presents Destinoasawayof TXHVWLRQLQJ WKH DUWLVWTV uFRPSOH[ \HW

that both specifies and opens up references to the literary source. §

For Alice, despite her sweet looks, is a very difficult little girl. She cannot be pinned down for long.
She questions, challenges, changes. Courageous and stubborn, she cries both tears of frustration
and wonder at her own lack of fixedness in her adventures down the rabbit hole and through the
looking glass. As an exhibition subject she is all at once historicised, painted, sculpted, written, filmed,
drawn, photographed, worked and re-worked, alluded to, simultaneously anonymous and instantly

recognisable.

The problem with Alice is that she is both too big and too small. The white-frocked, dark-haired
universal dream-FKLOGYT Rl 'RGJVRQTYV SKRWRJUDSKV EHFRPHY HQJRUJHG DQ
back above ground, to be appropriated by artist and reader alike in their own attempt to follow a
UDEELWYY WDLO WR DQ XQIDPLOLDU HOVHZKHUH DV GHV\?ISM:%LQHG E\ W
WR TXRWH *LOOLDQ %HHU caught Ripl thvthd® poGkethRails wfffconsumed cultural
spectatorship and unrestrained by the passage of time that marks the longevity and endurance of the
E R R Mniifised readership.lO Thus the exhibition, like Alice herself, questions how the memory of a
V X P P HU {MigBtba appropriated and adopted by the experiences, imaginations and renderings of
another, the artist. The challenge then, for the curator and visitor alike, is to avoid seeking sense and
coherence and to welcome non-sense as a means to finding a path to tread. The spaces are at times
too controlled, too prescribed, too chronological and were best experienced when doubling back,
returning and moving across and between cinema spaces, installations and peering into cabinets of

curious Victorian photographs.

BHUKD SV 'R GQcédanQChert from The Hunting of the Snark (1874) would best befit Tate
/LY HU SRIiBeO4 ¥pace without answers, without charts or plans, but surrounded by language,
IUDPHG E\ &DUUROO ¥ HERRN YV H OUWIK, @hattKsspRde ®GtleHisitor to plot their
own course, without any expectation of simple explanation, but secure in their understanding that in
the little-ELJ JLUOYYV GUDZLQJ EDFN WKH FXUWDL QlaReQwhbrK EuriBsty ® GLQJ ZDO

welcomed, without any guarantee of an answer or explanation."* Where would be the fun in that?

Alison Criddle
University of Manchester

! Lewis Carroll, $OLFH{V $GYHQW XU H Y1865) an®R Thébtighd @B QoBking Glass, (1871)
EverymDQYV /LEUDU\ /RQBRQ

?&KULVWRSK %HQMDPLQ 6FKXOH PREZQ WWR WKHEQYWW HR® $OLFH DQG W
in Alice in Wonderland Through the Visual Arts, Tate Publishing, Liverpool, 2011, 14.

*6FKXO] M'RZQ WKH 5DEELW +ROM DQG LQWR WKH OXVHXP
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* |bid., 14-15.

® Dorothea Tanning, Between Lives: An Artist and her World, W.W. Norton & Co., New York and
London, 2001, 282.

® &aDURO ODYRU pP%HWZHHQ (RWiaud AnBo@@d Faity T&el 1 DA@e in Wonderland
Through the Visual Arts, 81-96.

"Carroll, SOLFHIV $GYHQWXUHS6.LQ :RQGHUODQG
®Schulz, W'RZQ WKH 5DEELW +ROH DQG LQWR WKH OMIVHXP $OLFH DQG WKH

$OEHUWR O0DQJXHO u7KH 8QinYAfidé \hDA@ndetldridl Fhi@igh @& Visual Arts, 56-
59.

YxLOOLDQ %HHU u7LPHYV 0D QLYRMEE:\h Wokderlsd TrelghetReRMiEVal Arts,
120-128.

" carroll, $OLFHYV $GYHQWXUHAM.LQ :RQGHUODQG
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The Road is Wider than L ong: Roland Penrose and British Surrealism
Southampton City Art Gallery, 9 February +13 May 2012

Taking LWV WLWOH IURP 5ROKnQwe Wek@tUTRe/ RoRY isZ\MideOthan Long - a part
image-diary, flove poem, come highly unorthodox travel book of his DQG /HH 0LO O Balkghs WR XU R
in the summer of 1938 - this exhibition spans 3H QU RV H T \of Bdrig BMHyears. It illustrates the
manifold nature of his work and sheer versatility as an artist, covering as it does drawing, painting,
collages and photography from the late 1920s to the mid-1980s. PHQURVHV LPSRUWDQFH WR
surrealism cannot be overstressed. Due to his extensive contacts with continental surrealism,
including friendships with Man Ray and Max Ernst, he was an effective conduit for surrealist ideas
and art into Britain. His activities within the British avant-garde also greatly helped to establish
surrealism in this country as with the 1936 International Surrealist Exhibition in London which was
instigated by Penrose and the writer Herbert Read. Penrose was also a collector, curator and art
historian, writing most notably on Picasso, and was one RI WKH IRXQGHUV RLWtERQGRQTV ,C
Contemporary Arts (ICA) in 1947.
The Southampton show features some 50 works by Penrose and his contemporaries such as
Paul Nash, Eileen Agar, Conroy Maddox, Itell Colquhoun and 3HQU RV H TV, thelpdeivand laftidt
Valentine Boué as well as lesser well-known names like the artist and printer Stanley William Hayter
who is represented by a striking post-war WWII abstract. The majority of the works have come from
the Penrose Estate and 6 RXWKDPSWRQTV R ZlQindsPSHidaAgiwnivéulkeRlism, with the
rest from the Arts Council Collection, Swindon Art Gallery and a number of private collections.! The
range of works on display at Southampton DQG WKH YDULHG QDWXUHmMKeStHQ URVHYTV F
exhibition highly worthwhile to visit, but unfortunately there is no catalogue.
The Road is Wider than Long is underpinned by the view that British surrealism is still held in
low esteem in this country. As Antony Penrose, 5RODQG 3HQURVHIYV VRQ DQG RQH RI WKH

recently explained:

It is our own thinking that has to change. We need to get away from the idea WKDW LW GRHVQT
count if it does not come from continental Europe. We have a rich group of artists, men and
women, and we are too unimaginative and too diffident to appreciate their value.?

There is some truth in this, but the assessment also revels in an underdog status for British surrealism
and we have moved on from the days when Lawrence Alloway could dismiss the movement DV uD
branch of landscape gardening. Instead of the sewing machine and the umbrella on the dissecting
table, there was a flint and a fossil waiting to be introduced on a golf course. § The exhibition is a
fitting reminder of the extent of 3 H Q U RaftHhfid/ his contribution to the distinct character of British
surrealism, or as Antony Penrose put it, | LoWr/particular way of seeing. §

Penrose comes across as a protean figure able to assimilate a variety of styles, media and

techniques. For example, his skill in traditional draughtsmanship is in evidence in his preparatory
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drawings for key paintings of the 1930s such as Good Shooting (1939) which is in the show along
with Seeing is Believing (//,H , QY (@9Y37E ®Hevered and inverted female head, an example of
3HQUR WhbYative pUHWLQ D Gs fdegiyrted) ¥ LdsQcate the viewer TV J D JR¢nrose also
mastered radical surrealist devices such as frottage and decalcomania and advanced his own
innovations like the kaleidoscopic colour picture postcard collages that exploited the uncanny
repetition of motifs decades before Gilbert & George. Picasso 3 H Q U RNt frignd, is often there in
the background as L Q 3 H Q UIR28 i painting Sugar Factory with its tentative cubist forms that
recall WKH 6S D @drlp ¢ukisf Morta de Ebro landscapes. Similarly, the stark oil painting Breakfast,
Portrait of Lee Miller (c. 1948) with its greys, blacks and whites and silhouette outline of Miller, is
reminiscent of Picasso | Wleak monochrome still-lives painted under and just after the German
occupation of France. The exhibition also shows that, like Picasso, there was no creative let-up in
SHQURVHTV O Bi&\Vodritinldd DdUexperiment as with the mixed media Hommage 4 Man Ray
(1975) and fruitfully re-visited previous technigues as in the Seychelles series of holiday postcard
collages made after a stroke and just before he died in 1984.

Rounding out The Road is Wider than Long are two travelling educational displays of over 50
photographs (digital prints) from the Penrose Estate: Lee Miller at Farley Farmand 5RODQG 3HQURVHTTV
Surrealist Camera. Curated respectively in 2008 and 2011, both are fine introductions to the work of
each artist. Miller moved with Penrose to Farley Farm in East Sussex in 1949 and set about capturing
its bohemian domesticity; gardening, cooking and pottering with such distinguished guests as
Picasso, André Masson and the poet Paul Eluard. What emerges is a sense of bucolic bliss at Farley.
Yet anyone familiar with the American photographer vV OLIH N QtRiZ Weli¥g KHa \keality of a
deeply-troubled Miller and family tensions.® Also included are some of her celebrity portraits, war
reportage and well-know surrealist works like Portrait of Space, near Siwa, Egypt, (1937). Roland
BHQURVHTV 6XUUH faedures WorksDfForh U2 late 1920s to the mid-1950s and shows
Penrose as a consummate lensman working across a range of photographic genres; portrait,
surrealist and documentary and, like Miller, often blurring the boundaries between them as in his eerie
1936 double portrait of Eluard and Belgian Surrealist E.L.T Mesens sporting grotesque tribal masks.

The curators of The Road is Wider than Long also wanted to work with ethologist and artist
Desmond Morris, who is represented in the Southampton permanent collection, and showcase two of
WKH *DOOHU\TV UHFHQW DFTXL VheAt. 8Qreh fromKIQ41$(Big. VIV drikl rhg Vv
Reversal, (1953) by Oscar Mellor (Fig. 2).
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Fig. 1: John Armstrong, Dead Church, 1941, tempera on board, 34.3 x 43.8 cm. Southampton City Art Gallery. ©
Courtesy Estate of John Armstrong/The Bridgeman Art Library. (Photo: Southampton City Art Gallery).

Fig. 2: Oscar Mellor, The Reversal, 1953, [ FP 6RXWKDPSWRQ &LW\ $UW *DOOHU\ &RXUW
estate. (Photo: Southampton City Art Gallery).
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Both are the first works by these artists to enter the * D O O Htlle§itdn. Armstrong was a founder
member of Wnit One, fthat short-lived, yet influential British avant-garde formation of the 1930s that
advocated both abstraction and surrealism. $U P V W UiR&d %fVa devastated church was painted
during the Second World War and has an oneiric quality. Yet it also relates to his experience as a
gunner shelling Byzantine churches in the Balkans in the First World War, as well as a wider
fascination with ruins in English culture. Oscar Mellor (1921-2005) is lesser known but is,
nonetheless, an interesting figure. 0 H O OiRvblevhent in British surrealism began in the late 1940s
when he became an associate of Conroy Maddox, head of the Birmingham Group of surrealists which
included the artists Emmy Bridgwater, John Melville and a young Desmond Morris. During the 1950s,
in addition to painting, Mellor worked as a theatre photographer for the Oxford Playhouse and
founded the Fantasy Press, publishing works by Kingsley Amis and Philip Larkin. OHO O R TV
Reversal is a typically prurient work featuring a partly-covered female figure in what seems like a
ballet pose. The breasts and pubic area are uncovered and perhaps stand in for the hidden face in
the manner of Magritte, while also reducing the figure to an object of desire.

Morris, who opened the Southampton exhibition, ELOOLQJ KL P M&Oliving \Britist/ K H

Surrealist, fis represented by five works spanning his career to date. (Fig. 3)

Fig. 3: Left to right: Tim Craven, Curator, Southampton City Art Gallery, Desmond Morris and Antony Penrose,
The Road is Wider than Long: Roland Penrose and British Surrealism exhibition private view 8 February 2012.
(Photo: Southampton City Art Gallery).
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The earliest is a 1946 painting A Girl Selling Flowers which is a joyous Matisse-like affair bursting with
colour and the more recent The Gathering (oil on panel, 2004), a large dark, enigmatic triptych
LQVSLUHG E\ +LHURQ\P R Xht PeRpiafishpY SKARtBoDYL (. K 500) in Lisbon (Bosch, of
course, was a surrealist favourite). The Gathering LV SHRSOHG Ztauéark RibhubtpWi§ forms
set in an indeterminate space  7KH WULSW\FKYV FHQWUH c@&e@g@orK®d Mrgt KH IRUPV
biomass suggesting some inviolable evolutionary process or perhaps referencing the torments visited
upon the hermit saint. Morris who is in his eighty-fourth year considers it his magnum opus pn, GHFLGHG
| wanted to do one big painting before | die. q
Morris brings us to a rather quaint and quasi-surreal coda to The Road is Wider than Long; a
small display of gouaches and drawings by the puDUW LV WY &R Q JZARe (136464 KT &DHQ
first exhibiton in D SXEOLF DUW JDOOHU\ RI BRAsh&M AL tZeRCANand TheFldstD
Image, a Royal Festival Hall exhibition held a year later, a poster for which is on display at
Southampton. 7KH S ULP DW HdhY afe@RBXRCAl turiosity now, yet they are a record of when
science and art come together in a particular way under a specific set of circumstances. Morris began
experimenting with Congo in 1956 to find biological roots for art and aesthetics. Although ape artists
were nothing new, they had been an object of study in pre-revolutionary Russia, Morris with his
scientific credentials, charm and ability to work the media (Congo ZDV D UHJXODU Vvpapbler RI ORUUL
television programme Zoo Time) did much to raise awareness and appreciation of ape art; for the
cognoscenti the ultimate in primitivism and automatism. Penrose and Read, instigators of the ICA
show, were among the many that brought works by Congo and Penrose even presented one to
Picasso. Thierry Lenain in his study of ape art describes it as uSVHO®RVLVWLF SODbfy HQIJHQGH
humans, who supplied the painting equipment and legitimated the results by aligning it with
contemporary gestural abstraction.® General interest in simian art petered out in the early 1960s.
Even so, it is still sought after in some quarters. A 2005 sale at the London auction house Bonhams

saw three of Congo { paintings fetch £12,000 - the sale estimate was several hundred pounds.
Peter Jones
Southampton Solent University

The author would like to thank Antony Penrose, Tim Craven, Curator and Liza Morgan, Education
Officer at Southampton City Art Gallery, Phoebe Tulip and the Taurus Gallery in Oxford.

' SHH 3HWHU -RQHV p1RWHMisR @t SeuthawptanKCit§ XAt L3dlRry, TPapers of
Surrealism, No.5, Spring 2007, 1-14.
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% Antony Penrose, e-mail to author 7 February 2012.

® Lawrence Alloway, p(QJOLVK DQG , Q WEUkbeBALL RHEDM6nts, WeY. 1, Nos. IX-X, 1957,
25.

* Penrose, e-mail to author 7 February 2012.

® Michel Remy, Surrealism in Britain, Ashgate, Aldershot, 1999, 341.
®6XH :DUG H*URZLQJ X SnAThé/Art Book) Vdi. G MA/1, January 2003, 14.

’ Desmond Morris, Southampton City Art Gallery private view, 8 February 2012.

8 Thierry Lenain, Monkey Painting, Reaktion Books, London, 1997.
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Dali: All the Poetic Suggestions and All of the Plastic Possibilities . Museo
Nacional Centro de Arte Reina Sofia, Madrid, 27 April - 2 September 2013

Dali: todas las sugestiones poéticas y todas las posibilidades plasticas by
Jean-Hubert Martin, Montse Aguer, Jean-Michel Bouhours and Thierry Dufréne,
Museo Nacional de Arte Reina Sofia and TF Editores, Madrid, 2013, 383pp., 193
illus., %

The exhibition Dali: All the Poetic Suggestions and All of the Plastic Possibilities at the Museo

Nacional de Arte Reina Sofia is predominantly a joint initiative between this museum and the Centre

Pompidou of Paris, with additional input from The Dali Museum in Saint Petersburg, Florida and the

Fundaci6 Gala-Salvador Dali in Figueres." The exhibition constitutes a commendable achievement by

the Reina Sofia but it might have worked a little harder to sKRZFDVH 'DOtfV tR&IBothte P HQ
visual and verbal. It focuses on presentingagoRG UDQJH RI 'DOtTV SeyRdthe wridghUN EXW
per se, including poetry. Despite the fact that the title of the exhibition is taken from the poetic essay

Bant Sebastia 11927), written works by Dali appear almost exclusively as secondary material. Dali,

after all, considered himself a better writer than painter.

The first impression as one enters the exhibition is of a lack of context, but one soon discovers that

this is just because the janitor has made the first visitors start their Dalinian wanderings from room

three. At this point one feels the need to gystematize confusion fXVLQJ 'DOtfV RZQ ZRUGV RQ
occasion of his 1930 conference in the Ateneu Barcelones on the paranciac-FULW LFD GaferthWIKRG
frrational knowledge "based on a ¥elirium of interpretation 24This section of the exhibition is devoted

t RHpney is sweeter than blood % line from his poem pa meva amiga i la platja that signifies

Dali consideration of love as sweeter (think Lorca) than familial relationships or friendships (think

'‘DOtV IDWKHU, aUdes Xspiddldy Lidia of Cadaqués. There is here a first attempt at
SRLQWLQJ WR WKH ULFK LQWHUDFWLRQ EHWZHHQ Wt khe¥ragmém O DQG WK
of the poem appears alongside an untitled oil of 1928. This interplay between word and image is

further reinforced by the presence of Los esfuerzos estériles / Cenicitas (1927-28), which echoes

some of the ideas in Bant Sebastia fRoom three also presents the famous Yellow Manifesto (1928),

although it does not feature as prominently as it might, given its importance in the context of the

Catalan avant-garde. In fact, this anti-artistic manifesto remains largely unknown to the general public

and not much has been published on its meaning and complex references, apart from Joan M.

OLQJXHW %D W OO R1HofiaveP Br@ RigHlidghiSit this room is the exhibition of two issues of

the famous /T$PLF GH Ofierd 33 UWy\1927 (in which one finds the original YHUV LFES@ntR1 u
Sebastia JJand 31 March 1929.

The curators envisaged the exhibition being visited in any sequence, although there is nonetheless a
sense of chronological order. To take each room in numerical order, the eleven themes that one
HQFR X QW H Brgm Bhd Hnultjplying glass to putrefaction fand gelf-portraits §(presented as

connected themes); Honey is sweeter than blood § Burrealism { the Angelus § fihe face of war fand
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Burrealism after 1936 {[presented as connected themes); America { the secret life § Scenarios, fand
I L Q DThe westhetic enigma 9n order to enjoy everything you would likely need two long visits,
something that unfortunately the current system of one-day tickets does not allow, unless you pay

twice of course.

The exhibition presents a wide range of art works, more than 200 of them: paintings, drawings,
poems, manifestos, magazines, films, theatrical material, video art, advertisements and books, as well
as information about exhibitions, letters, surrealist posters and photographs.* As mentioned above,
W KH H 8antSehastia fis supposed to encapsulate the U D L V R Q of2Her&¥Hibkion, particularly in

the following extract:

| see in the nickeled headlight of an Isotta Fraschini a girl playing polo. | do no more than let
my curiosity lead me to her eye, which then occupies the whole field of vision. This single
eye, suddenly enlarged to become a sole spectacle, is the whole depth and the whole surface
of an ocean on which sail all poetic suggestions, and where all the plastic possibilities are
stabilized (trans.)®

These words are used to introduce the first theme of the exhibition ( grom the multiplying glass to

putrefaction J{Here WKH LQIOXHQFH Rl *LRUJLR GH &KLULFR L ¥itsDoSMgO\ HP SKD
VLVWHU 21 FRXUVH GH &KLULFRYV SUHVHQFH LV IHCWUbQofODWHU ZR
Paranoiac-Critical Town; Afternoon on the Outskirts of European History, 1936), but perhaps more

importantly this section of the exhibition pinpoints 'D O t§hdwvledge of European art and places him

alongside a number of avant-garde artists who admired the Italian as the master of perspective.

S8PEHUWR %RFFLR QRitfuva FdDIwr® BuRidisteH(Dinamismo plastico) (1914) is on display,

suggesting its influence on Dali.® Room one shows DalifV HDUOL HinvcWdigRhg Mot very well-

known Port Alguer (1923) and emphasises his early obsession with Cadaqués, which Dawn Ades has

described as gncient, melancholy landscapes [that] enter his paintings not just as backdrops, but as

presences This section is definitely one of the highlights of the exhibition in terms of its consistency

and for presenting lesser-known works of art. The display cabinet in the middle of the room features a

number of SDPSKOHWY DQG ERRNV RQ 'DOtf'¥, sofie loE thewl iludtnate® Wy WKDW W |
KLPVHOI DQG D SRWHQWLDOO\ YHU\ LOQWHUHVWLQJ OHWWHU IURP 'D(
which is, unfortunately, very difficult to read. The display of 14 drawings from the series Rutrefactos

which includes works from 1924-25, relates a very interesting episode, one that connects Dali to

Garcia Lorca, Moreno Villa and Pepin Bello. Another glass cabinet features a letter from Dali to Lorca

(18-20 January 1927), that can barely be read, and D S R HAorillas de la luz fvhose authorship

remains unclear. The second room presents earlier works by Dali, from 1921, when he was just 17:

Autorretrato and Autorretrato con cuello rafaelesco. The highlights of this section are the original

illustrations for the autobiography The Secret Life of Salvador Dali (1931 and 1939-1941), a copy of

the second book of Les meves impressions y [sic] records intims (1920) and the screening of Jean-

& ULV WRS K HAgopbrgaiwmfvde Salvador Dali (1966). It is after this that one should encounter

the theme of 'Honey is sweeter than blood' in room three.
Room four shows Bafiistas (1928) a work that would have been fruitful to compare with the beautiful
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Banyistes des Llaner (1923), not included in the exhibition, to reflect on what happens between one
work and the other. Why are they so different yet address the same topic? An interesting work from
the point of view of technique is La vaca espectral (1928), but perhaps it would have been useful to
refer to the experiments in frottage developed by Max Ernst that influenced this and others by Dali.?
Once more the display cabinet in this room includes works without further explanations, in this case
Admosferique-animals-tragedie and Cadavre exquis (1932). This section also displays a number of
surrealist objects: Busto de mujer retrospectivo (1933-1976), Objeto surrealista de funcionamiento
simbélico. El zapato de Gala (1932/1973),° Portrait de Joella (1933-34) (collaboration with Man Ray)
and the famous Teléfono afrodisiaco (1938) and La Chaqueta Afrodisiaca (1936/1967), which is
displayed alongside a video explaining why and how to use it (1964). Interestingly, there is a
UHFRUGLQJ WDNHQ |HéhienetR WHIBmB&DJUY understanding of Le spectre du sex
appeal LQ FRQQHFWLRQ ZLWK OT$OW (PSRUGj EXW , ZRXOG DUJXH WKDW
appropriate here. Moreover, Suburbs of Paranoiac-Critical Town; Afternoon on the Outskirts of
European History (1936) would have been a great addition to the exhibition, especially given that
Estudio para suburbios de la ciudad paranoico-critica. Tarde en las afueras de la historia europea
(1935) is on display. 21 FR XUV H suriaistapisode cannot be concluded without a reminder of
his collaboration with Luis Bufiuel in Un Chien Andalou (1929), hence the related screening. However,
| feel the film should have been projected in a more isolated area so as to avoid the interference of
the quiet enjoyment of the other surrealist works of the room by the volume of its soundtrack (the

delicious Argentinian tango).

Section five, on ufre Angelus 16 unfortunately easy to miss. In fact, | wonder how many people must

have passed it by mistake and why there is not a sign to make the exhibition route clearer. The origins

of the Angelus fare not clearly explained in this section: the recording discusses 'D O tfingelus Tas

being influenced by Jean-)UDQoRLY OLOOHWTV ZRUN ZKLFK LV VXUHO\ WKH FI
recording doesnothHOS WR ORFDW hh tiheGaiHt V¥ §ivhoZt R4JiNyou have to already know

the story to benefit from its instruction. This room would have worked better by displaying 'DOtfV

Angelus f(or some of its many representations) together with 0 L O OAxdEIfis/and the image of a

FKLOGYV FRIILQ LQ OLOOHWTTV ZRUN -@AsLFK ZDV FRQILUPHG E\ XVLQJ ;

Room six, the face of war, brings together an interesting group of works and invites the audience to
UHIOHFW RQ WKH XQFDQQ\ SUHVHQF HreRs s@ieUodufon Biiber] & pagel 'Y UH 7K
'DOtTV P DQWw elguSnid/ +Le Surréalisme et Hitler (1933-34), the interesting 1973 gouache
Hitler masturbandose as well as the famous The Enigma of Hitler. There have been some
discrepancies over the dating of The Enigma of Hitler. It has been attributed to 1938 or 1939 (even
1937), although Ades established it to be from 1938 when preparing the 2004 Centenary Exhibition.
This is not something that has been picked up by the curators of this exhibition, but worst than that is
the lack of consistency in the accompanying material: the label of the painting states 1939, whilst the

recording proposes 1938.

Room seven, Burrealism after 1936 LQWURGXFHY VRPH RI 'DOtfV VHPLQDO ZRUNV
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Modern, The Metamorphosis of Narcissus occupies a prominent position in the room. Unfortunately,
the poem of the same title that Dali wrote to accompany the oil is presented as secondary material.
Although the poem is displayed close to the painting, the book in which it appears (Salvador Dali,
Metamorphose de Narcisse, Paris, Editions Surréalistes, 1937) was not open at a different page.
Dali 1 Wstructions to viewers to look 'for some time, from a slight distance and with a certain "distant
fixedness™ at the figure of Narcissus are not visible. It seems that presenting this material to the
spectators would have been more interesting given that the poem andpainting deal with, according to
David Lomas, mirroring or doubling  In a similar fashion, the famous El gran masturbador (1929)
was shown without the accompanying poem (1930), further undermining the importance of the written
LQ 'DOtTV RHXY WHortébkidg B\WIK Fbom, or rather in the information provided, is the scant
attention given to the paranoiac-critical method in works such as Endless Enigma (1938) or
Impresiones de Africa (1938). Although it can be beneficial for the spectator to form his/her own
response to the works, some help in identifying the multiple images in such oils would have been
welcome. Yet, there are a couple of interesting texts in this room: a draft of a hand-written letter from
Breton to Dali (the first attempt at expelling the Catalan from the surrealist group) (1934), and an
article by Dali that appeared in Minotaure on 15 Octobe U Pr@gmiere loi morphologique sur les

poils dans les structures molles |

The section '‘America’ screens an interesting selection of advertisements, for example Chocolat
Lanvin (1969) and Alka-Seltzer (1974) (Bayer aspirins). However, some indication of 'DOt{V
performance in other advertisements such as Veterano (a famous Spanish drink) and Braniff
International Airways (with baseball pitcher Whitey Ford) would have been helpful. The importance of
VXFK GHWDLO LV WK D Wiith[hasehall Hadpg Fd. QnbergtariQa number of his works,
including the uncanny Uranium and Atomica Melancholica Idyll (1945) and Destino (1946). There is
also a display cabinet showing books authored by Dali, including The Secret Life of Salvador Dali
(1942) and Hidden Faces (1944), but the emphasis is on the artist as an illustrator and not on the
artist as writer, even though a sample written page is presented from both texts. A clearer sense of

the volume of Dali fV Z U LW W HQuIdRh¥WY Snhaviced! the quality of the exhibition.'* Even less
pleasing than this omission, is that theme eight is displayed in two non-consecutive rooms, so you
only see the second part of America {after room/theme ten. The VHFRQG H[SORUDWLRQ RI '
HQFRXQWHU ZLWK $P Hathp#& Bristicbl BuCiéar Zfton Kvhieh one of the highlights is an
extract from Amazing Stories (1956): there is here a reference to the relation between art and
science, and praise of the viscous as the secret of life, art and power. | would argue that these ideas

encapsulate the principles of the exhibition better than the fragment from gant Sebastia 1

Room Q L QTHe gecret life {5 interesting in that it shows 30 drawings, of an Edwardian nature, that
accompanied The Secret Life of Salvador Dali. In this section prominence is finally given to the written
as opposed to the visual. The spectator is invited to contemplate the drawings while listening to the
story of the fancy dress costume that Dali was given by his uncles from Barcelona. Room ten will
fascinate thRVH ZKR GLG QRW NQRZ DERXW 'DOtYfV FROODERUDWLRQ ZLWK
1940s. An exquisite part of the exhibition, the dream sequence from + L W F K F$pellNduwd (1944),
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could have been contextualized a bit more by showing some footage immediately before Gregory
Peck starts explaining his oneiric experience. Furthermore, it is not clear when this sequence begins

and when it finishes so a longer pause before repeating it on loop would have been helpful.

Last but not least, room eleven touches on questions of science including mathematics, stereoscopy

and holography. It is particularly pleasing to see the work Cola de golondrina y violonchelos (serie de

las catastrofes) (1983), in which WZR RI WKH JUDSKLFV XVHG E\ 5HQp 7kKRP DSSHDL
and the apex in an S shape. The glass cabinet presents some delicacies: the catalogue of the

exhibition The 3™ Dimension: 1% World Exposition of Holograms Conceived by Dali (New York,

Gallery Knoedler & Co, 1972); catalogue of the exhibition Dali: homage a Crack et Watson (New

York, M. Knoedler, 1963); and a handwritten letter from Matila Ghyka to Salvador Dali (1947).

Another highlight of this room is a film screening that includes sections on a diverse range of topics

including, amongst others, Gaudi, how a sea urchin can paint, a happening for Harkness Ballet,

pluvial painting, Dali as a baker, dai-NLQLV 'DOtV RZQ FROOHFWLRQ RI VZLPPLQJ F
UHYHDOLQJ VHFWLRQ R Ldoa afivhisSpoetiiyHSWLRQV R

The clearest achievements of the exhibition are its inclusion of such a wide range of seminal works by
Dali (normally exhibited in places as far apart as New York, London, Saint Petersburg, Paris,
Figueres, etc.) along with lesser-known material pertaining to his pre and post-surrealist periods. Yet,
a better room distribution, signposting and general organization by the Reina Sofia would have made
the experience more illuminating and enjoyable. In fact, one must be warned that the organizing
committee has not considered breaks (cafeteria, restaurant) as a possibility (even a need) during the
visit to the exhibition, and the show rooms themselves have barely any seats. If you would like to take
your time and reflect on the exhibition contents, you better go well fed or else you would need a good
dose of fascination for the subject to go without sustenance. In this sense, the exhibition has been
curated from the familiar premise of Dali as a brand, and does not really contribute enough to amend
(or at least to challenge) the image of Dali as a crazy, original genius.12 Personally, | would have liked
WR KHDU IHZHU FRPPHQWYV D.ERBXal, We Carfpfedent Difh @dheva¢curately than
this without losing the fascination of his slippery artistic persona? Also, there seems to be more
emphasis on the quantity rather than quality of exhibits, insofar as the expert commentaries on each
theme seem thin and further information is needed but not usually provided. The proliferation of
works and accompanying audio creates a sense of kitsch and pastiche (something, however, that Dali
may have liked.)™ While you learn a great deal from this exhibition, it does not have the consistency,
finesse and depth of analysis of previous projects such as the Dali Centenary Exhibition curated by
Dawn Ades in 2004 (in Palazzo Grassi, Venice and Philadelphia Museum of Art) or the Tate Modern
display on Dali and cinema curated by Dawn Ades, Montse Aguer, Felix Fanés, Matthew Gale and
Helen Sainsbury in 2007. Yet, the Reina Sofia Museum has made an enormous effort to showcase
seminal as well as more obscure production by Dali and has made us reflect once more on the
monumental contribution of Dali to modern art. Spectators undoubtedly leave the museum with further
knowledge and, most importantly, with a few more questions. The organisers must be commended for
this.
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Dr Anna Vives
School of Modern Languages, University of Leicester

! The exhibition could first be enjoyed in the Centre Pompidou of Paris from 21 November 2012 to 25
March 2013.

2 Dawn Ades, Dali, Thames & Hudson, London, 2000 (first edition 1982), 119.
® Joan M. Minguet Batllori, EI Manifest Groc. Dali, Gasch, Montanya i [lantiart, Galaxia
Gutenberg/Circulo de Lectores, Barcelona, 2004 (also in English version).

* Montse Aguer, video Todas las sugestiones poéticas y todas las posibilidades plasticas
4http://www.museoreinasofia.es/en/exhibitions/dali-all-poetic-suggestions-and-all-plastic-possibilities
(accessed 30 July 2013).

®9HLJ OD MXJDGRUD GH SROR #QtaH@schinU NQ faiyXsih® @ewnirGa mevg

curiositat en el seu ull, i aquest ocupa el maxim camp visual. Aquest Unic ull, subitament engrandit i

FRP D VRO HVSHFWDFOH pV WRW XQ IRQV L WRWD XQD VXSHUItFLH
suggestions poétiques i totes les possibilitats plastigues %$alvador Dali, /{DOOLEHUDPHQW GHOV GL
catalana completa, ed. Félix Fanés, Quaderns Crema, Barcelona, 1995, 20. Translation by Haim

Finkelstein (ed. and trans.), The Collected Writings of Salvador Dali, Cambridge University Press,

Cambridge, 1998, 22.

® The catalogue clarifies that Dali considered Boccioni a Futurist genius who expressed himself in
terms of speed, automobiles and aviation, 270.

" Ades, Dali, 9.

8 Ades refers to the technique of frottage D \a kind of %isionary irritation “which consisted in making
rubbings from a textured surface and then reading and interpreting images in the rubbings Pali, 119.

°As a response to the exhibition, Estrella de Diego proposes to look at Gala as co-author of Dali:
Pali, el marido de Gala ¥l Pais, Babelia, 8 June 2013, 16. In this way, de Diego reflects on the
exhibition in terms of absence.

Y 'DYLG /RPDKH WHWDPRUSKRVLY RI 1DUArayaisXy S@vaddf VDalé HO |
Mythology, eds. Dawn Ades and Fiona Bradley, Tate Gallery Publishing, 1998, 81.

It seems surprising that no reference is madeto -RXUQDO G {20e)JpQLH

2 0f course, it would be naive to think that it is possible to ignore this idea of Dali as a brand.
Nevertheless, it is important to consider the limitations of such an approach. A good starting point is
the article by Patricia Ortega Dolz, Pali o la gallina de los huevos de oro €l Pais, 20 April 2013, 47-
48.

'3 Interestingly, the Director of the Museo Nacional Centro de Arte Reina Sofia, Manuel Borja-Villel,
presentsthe ex KLELWLRQ LQ D GLIIHUHQW OLJKWsuper& Walane@et®k a mar€aRYV S~EOLF
y el eslogan, y a entrar en los profundos debates acerca de la identidad, la ciencia, la historia del arte
y la psiqgue humana que su obra disemina a lo largo de las salas 3. However, some of the
catalogue texts are indispensible for getting to grips with Dalinian thought, especially Pere
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GimferrerfV 7KH FDWDORJXH DOVR LQFOXGHV VRPH QRYHOWLHV VXFK D\
elaborated by Jean-Hubert Martin with the collaboration of Marie Bertran, 47-59.

 Fortunately, the exhibition catalogue sorts this problem out by providing detailed readings of a
QXPEHU RI 'DOtTV ZRUNV

1o According to Pere Gimferrer, Dali becomes fascinated by kitsch on arrival to America, an interest
that marks his return to the masters of the past (21).
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