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Salvador Dah,%P'ioneer Surre fhst Dles at‘ 184

By JOHN U?slu. :
Balvaclor Dali, pioneer of European their form at the end of the 1920
- Surrealism and for more than half a it was Salvador Dali, g ])u metic
 century one of the best-known and lous and persuasive visions of a world |
most bitterly contested figures in the _ {urned inside out, who brought bmup»
international art world, died yester-= to the public at'l e the full
day at Figueras Hospital in Figueras, [
_Spain, He 584 yegvsqld ;
The artist ad been hospitalized for ‘nonsense could me
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Yatvador Dali, Pioneer of European Surrealism, Is De

4 Continued From Page Al 3 Gets s Y ey y Jdﬁ-rmﬁ

ou May 11, 1904, the son of Salvador Dali, o s - % 2
Fawyer, and his wife, Felipa Dome Dome- 4 b 3

He showed a precocious gift for arg, both in

a5 and al the National School of Fine

in Madrid, where he began his studies in

1821 He impressed immediately as one of na-

wre's winners: a siudent who could turn his
hand toanything and bring it off. ¢

~ Bul he also impressed as a troublemaker.
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When Dali hallucinated in the late 1920's,
the whale worid hallueinated with him, not
feast the Museum of Modern Art in New
-~ York, where James Thrall Seby was later to

say that Dali had portrayed ‘the unreal

world with such extreme realism ‘that its
| ~truth and validity could no longer be ques-
tioned."* Americans saw in Dali both @ winner
and a doer.

Where the other Surrealists remained es-
sentlally private people, Dali was a born per-
former, a man an audience and
responded to it. He found that audience in
America, and for many years he kept it im-
pressed and amused.

He was a dreamer, but he dreamed for a
particular reason. He wanted, in his own
words, to systematize confusion and to dis-
credit the world of everyday reality. He did
this in his paintings, but also in life.

AsKed to lecture, he turned up in a diving
bell and insisted on speaking [rom inside it
Asked 1o contribute a three-dimensional ob-
ject to an exhibition, he sent along a life-size.

!WT‘*.’J‘-'&' ¥ YJ

mmce Frapce.
Dapper Dali: The painter wearing a fur
coat during an @ppearance in Monte
Carlo in 1980.

Family Portralt: Dali with his wife,
Gala, in a portrait taken in 1962.

Where ance hig fancies had had « universal
application, they became more and more a
matter of ndising, though Dali never
grandiose idea both of his
ving artists and of his mis-
of modern art. (‘AL 45,"
“J want (o painl @ master-
Art from chaos.)

good on sexual anxiely, for instance. He was
very good on the idea that civilization might
suddenly go to rot. And he was very good in-
taxicab inside which rain fell throughout the  deed on the idea that war — civil war, abave
duration of the show. He specialized in the  all — was the ultimate pestilerice and the ir-
poetics of disquiet, and until well into the ime against nity.
1930's he produced idea after idea that cap- It was possible to argue, as George Orwell
tured the popular imagination,  argued (n 1942, that Dall’s paintings “are dis-  pi
He had his first New York show at the  eased and disgusting, and any investigation
Julien Levy Gallery in 1933, and from 1934 on It to start out from that fact.” X
i ‘et it can also be argued (hat at his best

e was a familiar fi this country. S

'He talked, he wrote, he Dali wrote oul a declaration af independence
appea , for the human {magination in a way that is
that now has 10 be manufactured, In his case  still valid. His ‘“Soft Construction With Bojled
it was an amalgam of mischief, high spirits, ~ Beans — Premonition of Civil War" of 1936
idiosyncratic looks and an adman’s instinct  remains one of the most extraordinary docu-
{or professional advantage With his popping  ments of its date, ‘epitomizing all the say-

his agery of the imminent Spanish civil war.

But Dall was not always at his best, and In

r's his best became rare to the point

pom
“tellige

ner years blasphemy had
st of his preferred instru-
d! In the

AD (0 treal traditional reli-

10 affects of perspective,

won him a large new
ﬁnlhlp;‘ heu-rr.n'nn 1o
New

. Lucrative but fatuous con-
k up much of his time. His nimble in-
ence seemed Lo whir in a vacuum.
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with your feelings. . . .

The principal document from the Beat side for the
self-expressiveness admired in McClure's “Ode to

Jackson Pollock” is the essay on “The Essentials of
Spontaneous Prose" written by Kerouac to explain his

writing method to Burroughs and Ginsberg, who

admired it. This had appeared one issue earlier than

the “Ode" in the Evergreen Review for Summer 1958.

| Kerouac felt his approach to composition to be influ-
] enced by jazz phrasing and described it as a process
’ of “sketching.” Interestingly, even the widely preva-
lent contemporary interest in jazz improvisation—and
Barogue instrumental improvisation as well—

thanks to World War 1.

le and with dex-

e critics and historlans,

“state has about it a distinct
from the controlling circui
order, even in explicitly

Kerouac's up-all-night wri
more a capitulation to alie
joyride, whatever he kept te
his own terms even Kero
Dreams (1961). Still, Surred
both Abstract Expressionis
ture, especially because Br¢
Surrealists were in New )

One remarkably direct {
Surrealist modes of inspir,

Alfter quarreling in 1074 with Peter Moore,
the Englishman who for many years
managed his business affairs, Dali fell into
reputedly unscrupulous hands. His s
rights and reproduction were
have been sold on a worldwide basis in ways
that gaye him na share in the profits.

- A. Reynolds Morse of Cleveland, for many
years a friend of Dali and a collector of his
work, formed an organization called Friends  *
to Save Dali in 1980. Mr. Morse said thag
thanks 10 “‘untender care” by Dali's wa#.

Fre ok s".l'm! '

being

to the “terro)

bodyguard, Enrique Sabater,
defrauded of much of his income.
g An‘AplnhudlllW’
Never one (o give in easily either to misfor-
tune vrlmlmuy. Dall iskued a s’ﬁnm.g
€ ;“.lbl' 'l

cubus)"’ was given (o the Metropolitan Mu-
seum of Art by Chester Dale in 1955, and his
*‘Last Supper” is in the National Gallery of
Artin Washington.

In August 1840, Dali moved (o the United
States, where he put his manifold gifts Lo

venue and elsewhere. He de-
signed for'opera and dance. But wherea$ in =
the 30's he had had both an intuitive awa: L

. ness of the way the world

b wm L

- wit to say something memol u

* Jater life Dali was the prisoner of Dali.
hl:e’dlhl not \l'l:.\k s0. Nllwr@!dmllllrge n:billl,c
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John Bernard Myers :
Ideas move about as softly as though on doves' feet
— Friedrich Nietzsche

The convergence of Surrealists on New York began
with Max Ernst and continued when the leader of the
movement, André Breton, also arrived in the early
1940s. These were only two of many artist refugees
from France who had escaped the ongoing crunch of
the German army. New Yorkers had, of course, al-
ready heard of Surrealism. Some Am.eri<':‘an
painters—for instance the “Magic Realists"—
imagined that they were producing local versions of
Surrealism. But the bona fide proponents were as yet
unknown in the flesh. Their impact was larger than
was realized even while they were living in New York,
and their influence is not yet fully understood. The
misunderstandings which surrounded them in the
1940s remain today.

One reason for the incomprehension of the Sur-
realist impact on American painting was that it had
little to do with the continuation of prevailing art
conventions. With painting and sculpture considered
as a progressive development of Western esthetics
(shall we say from David to 1910-12 Cubism?) the
Surrealists were not concerned.

Perhaps my own experience with the Surrealist
movement might cast some light on the ways in which
the Surrealist program affected at least one Ameri-
can.

When | was a pupil at Lafayette High School in
Buffalo, | belonged to a coterie of young people that
had been bracketed off by the faculty as “the high
I.Q.-ers.” All of us were attracted to literature and
radical politics, and by the time most of us were 16 or
17, we became members of the Young Communist
League. We were ardent about Karl Marx and French
poetry. We ran a depot for the Spanish Loyalists to
collect clothing and money. We marched in front of
the Italian Consulate and shouted, "Down with Musso-
lini. Down with Fascism.” We picketed the leading
synagogue urging Jews to boycott all German im-
ports. It was our liking for literature, however, which
got us into trouble with the local Communist party.
“Why waste time with poetry when your talents would
be better employed writing pamphlets?” it asked.
Later we were found consorting with what were called
the "Yipsils"—in plain language, the Trotskyites.

It is difficult to imagine in 1977 what anathema
could be implied to left-wing liberals, fellow travelers
and actual party members by the very word
“Trotskyite.” But Trotskyites we were called, and
before long, a few other of my friends and | were
expelkled from the Young Communist League. The
Spanish war was by now over and the Moscow trials
had begun. The bookish and literary young were lined
up against each other, arguing passionately whether
;ri?;is:ayu:rr]acs)f ZﬁI:)t or if Stalin, with his systematic
ekt PPonents, was or was not a mon-

Our coterie grew smaller. Many of us had gone off
lo study elsewhere, but those who remained in Buffalo
;\(l);z(i;-?.:‘."oe\%:t gecame disillusioned with politics. The
L 2;:tmwa$,v of course, ;he hnal disillusion-

. y friends died in Spain and, after

SURREALISM

AND
NEW YORK PAINTING
1940-1948:
A REMINISCENCE

Carl van Vechten, Charles Henri Ford, 1935, photograph

Pearl Harbor, still more of them died in the Pacific. But
social consciousness is Not easily put to one side. We
believed in a necessary revolution which would elimi-
nate war and persecution, a revolution which would
destroy both capitalism and totalitarian governments.
But could society be changed with so much wicked-
ness in the world? The @Ppalling murder of Jews in
Germany, of dissidents N Russia, the barbarism of
modern warfare, the MISery in underdeveloped
countries—were these MOt an outgrowth of man's
imperfect nature?

We in Buffalo were MOt aware that these same
questions were beind d'SVCUSsed at length and in
depth among a group of Intellectuals in Paris who
called themselves “surrealists.” However, one day |
discovered them in the Albright Gallery (now the
Albright-Knox). The muselUm in Buffalo was and is an
excellent one with @ 9004 llbrary__on the shelves of
which | found Minotaure: the chief publication of the
Surrealist movement, as well gg copies of Cahiers
d'art, Surrealist catalogU®s. and, most wonderful of
all, reproductions Of the work of Max Ernst. His

N DIIRG fl SGE WO B Y

phantasmagorical landscapes both fascinated and 7
repelled me. Luckily, the director of the musetm
Gordon Washpurn, with whom | had taken man);
courses in art history, had stocked much literature of
Fhe Dadaist movement as well as Surrealism. My
immediate excitement amounted to an epiphany. |
had discovered an answer, ‘

Our coterie had begun to publish a magazine
palled Upstate, the purpose of which was to air our
!deas about art and literature, Except for the final
issue, the emphasis was regional; we were con-
cerned with “culture in Buffalo” (to quote John La-
touche’s funny song). There was one painter, and the
rest of us wrote fiction, poetry, and criticism. Our
“studio,” as we called our workshop where we pro-
duced Upstate, was also a meeting place where
endless, mostly political, discussions took place. We
admired Marx, Trotsky, and Freud. Group cohesion,
however, was severely shaken when | began to ponti-
ficate about Surrealism. | found myself saying things
like, “Duchamp and Tristan Tzara were right in de-
nouncing the art of the past. It is stultifying to have all
thatart around. Let us paint mustaches not only on the
Mona Lisa but on all overpowering masterpieces
which discourage new art from emerging.” Even my
Trotskyite friends got the shivers. Our one artist
nervously wanted to know where we would start (he
was thinking of his own rather sweet, lyrical figure
paintings).

My immediate answer was, “Let us start with the
academic artists in Buffalo. Down with the Annual
Show of Western New York. Down with the Clay Club.
Down with Charles Burchfield and Eugene Speicher!”
| then explained how the Unconscious contained the
residue of all we know and that true freedom can
come about only when the conscious mind and the
Unconscious are aware of each other. Having by this
time saturated myself in the First Surrealist Manifesto
of André Breton, | read aloud:

Logical methods are applicable only to solving problems of
secondary interest. The absolute rationalism that is still in
vogue allows us to consider only facts relating directly to our
experience. Logical ends, on the contrary, escape us. It‘is
pointless to add that experience itself is increasingly cir-
cumscribed. It leans for support on whatis mostimmediately
expedient, protected by the sentinels of common sense.
Under the pretense of civilization and progress, we »have
managed to banish from the mind everything that may rightly
or wrongly be termed superstition or fancy: Forbidden is any
kind of search for truth which is not in conformance with
accepted practices. Itwas apparently by pure chance thata
part of our mental world which we pretended not to be
concerned with any longer and, in my opinion, by far lhg
most important part, has been brought back to light. For this
we must give thanks to the discoveries of Sigmund Freud.
On the basis of these discoveries a current of opinion is
finally forming by means of which the human explorer will be
able to carry his investigations much further, authorized, as
he will henceforth be, not to confine himself solely to the most
summary realities. The imagination is perhaps on the point of
reasserting itself, of reclaiming its rights. If the depths of our
mind contain within it strange forces capable of augmenting
those on the surface or of waging a victorious battle against
them, there is every reason to seize them and submitthemto
the control of our reason. The psychoanalysts have every-
thing to gain but no means has been designated for carrying
out this undertaking, thus, until further natice, it can be
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Adolph Gottlieb, The Sea Chest, 1942, o/c, 26 x 34" (The Solomon R. Guggenheim Museum)

construed to be the province of poets as well as scholars. . .

| quoted then some random sentences which | thought
important:

Freud very rightly brought his critical faculties to bear upon
the dream.

The time of pure dreaming, that s, the dreams of sleep, is not
inferior to the sum of the moments of reality, the moments of
being awake. | have always been amazed at the way an
ordinary observer lends so much more credence and at-
taches so much more importance to waking events than to
those occurring in dreams

Cannot the dream be used in solving the fundamental
questions of life?

| believe in the future resolution of the two states, dream
and reality, which are seemingly so contradictory, into a kind
of absolute state of reality, asur—reality, if one may so speak

Let us note the hate of the marvelous which rages in
certain men. Let us not mince words: The marvelous is
always beautiful, in fact, only the marvelous is beautiful.

Breton apparently believed, along with Rousseau,
that man is basically Good and that it is society that is
Evil andmust therefore be changed to allow mankind
the freedom to become fully human and virtuous. All
Surrealist manifestations mustin some way contribute
to this interior revolution. At the same time fascist and
Stalinist tyranny must be sharply opposed. Even in
Paris much of the polemic which appeared in pam-
phlets and journals was therefore devoted to analyz-
ing political thought and action which was considered
oppressive or dangerous. Trotsky was heavily de-
fended: Breton even made a special visit to see himin
Mexico. Both men were too intelligent to wish to
transform art into propaganda or to place artists in
straightjackets, as they had been in Russia.

In 1942, on a visit to New York, | became friendly
with the poet Parker Tyler, who was an editor of a
publication called View. It was the first American
magazine to espouse the cause of Surrealism, al-
though it was also involved with the movement called

TIODETys ™ ATOICSEOT
NRUAKeS

D —

Neo-Romanticism (meaning Tchelitchew, Bérard,
Léonid and Berman). |, of course, read every issue of
View with rapt attention and felt increasingly that our
Buffalo magazine was provincial and rudderless. One
last issue came out—an issue devoted entirely to
Latin American poetry. It was professionally printed,
and after Parker Tyler received a copy he suggested |
come to New York and work as the managing editor of
View. | jumped at the chance, and in October of 19441
was working with the magazine. The owner and chief
editor was Charles Henri Ford. Contributing editors
were such writers of stature as Meyer Schapiro,
James Johnson Sweeney, Paul Goodman, Nicolas
Calas, Marius Bewley, Eduard Roditi, and Harold
Rosenberg.

In the two or three years previous a great many
“artists in exile” had come to New York by the escape
route of Marseilles. Breton and his friend Claude
Lévi-Strauss were broadcasting to France through
Radio Free Europe. Marce| Duchamp organized the
great French Refugee Aid exhibition. After that came
Breton’s newest publication, Triple V- Breton's follow-
ers in New York were, finally, more French than
Surrealist (or any other kind of “ist”). Breton disliked
English so much he refused to speak it or learn it. He
found the Americans—except for the happy few in
New York—to be barbaric and politically infantile On
the radio he heaped his sgom on Hitlerism and the
Vichy government with powerful rhetoric. Meanwhile
he was composing poems of considerable grandeur,
which few American writers sgemed to read One who
did, however, was William Garlos Williams; he was
filled with admiration for the purity and elegance of
Breton's classic French,

Breton remained intrangjgently dictatorial with his
fgllowers. Nico Calas wag assigned the role of cas-
tigating Salvador Dali—ong of the first major excom-
murlucations Dali was dengynced in @ prilliant article
inView entitled | Say His Flies Are Ersatz.” And from a
Surrealist point of view, Dalj had done the unforgiva-
ble: he had become Sympathetic t0 General Franco
and Spanish Fascism. Even worse, e had returned to
the Roman Catholic Church_The poets Louis Aragon

and Paul Eluard were put under interdict for going
over to the Communist Party and hence being parti-
san to the murderous Joseph Stalin. The excommuni-
cations continued, depending on Breton's political
and intellectual shifts. By 1948 only two of his original
followers remained, Duchamp and Tanguy.

You may well ask what all this had to do with
American art. In what way had the Surrealists and
other literary people affected the generation of artists
that rose in the late 1930s and early 1940s? In my
opinion, there was an important influence, but one
which is not obvious in the canvases and sculpture
which came about. One exception is the direct and
definable influence which can be seen in the work of
Joseph Cornell. Nineteenth-century romanticism is at
the core of Cornell's obsessive nostalgia for an elu-
sive past and the poets who long for “/e merveilleux,”
a wish for the sublime. But the specific Surrealist
admiration for such poets as Nerval, Noralis, Mal-
larmé, Rimbaud is plainly alluded to in Cornell's
boxes.

The poetic notion of the self as the repository of all
truth and the role of an entity called the Unconscious
seemed to have appeal for many artists. | once asked
Jackson Pollock if he had ever been influenced by the
Surrealists. He said yes, in one way: their belief in
“qutomatism” or making a picture without “con-
scious” control of what would happen on the canvas
before beginning one. He felt that Masson in particu-
lar had obtained some happy results utilizing “au-
tomatism."

Two Americans who came directly under the sway
of Breton—Robert Motherwell and David Hare—col-
laborated specifically with the Surrealists in produc-
ing the publication Triple V. They learned that the
artist ought to serve society as seer, prophet, or
magician in order to free all men of their bonds. To put
this into realistic language, American artists should
take themselves seriously as important members of
society and never apologize for such a vocation.
Three American writers, Paul Goodman, Lionel Abel
and Harold Rosenberg, wrote poems and essays
proclaiming not only the possibility but the need for

56




assimilating the Surrﬁih&rwn./’
Wam aboriginal and primitive

art was reflected in the early image painting of Adolph
Gottlieb, Lee Krasner, Bradley Walker Tomlin and
Mark Tobey. The obsession with strange creatures in

nature—the “biomorphic” image—appeared in the
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wider latitude—more freedom from conventional
esthetic restraints. It was Paul Goodman who located
the fact of the gesture as being one's personal markin
the same autobiographical sense that handwriting
can be an indication of character. Despite his addic-
tion to psychoanalysis, he was among the few to
understand the foolishness of examining subject mat-
ter as a revelation of the artist's personality. (Harold
Rosenberg's phrase “action painting” emerges as a
further vindication of automatism as a useful tech-
nique if we examine the roots of this notion. Artists
would no longer have to put up with hearing that a key
represents a penis, a box indicates a vagina, a
melting watch the passing of time, along the lines of
such “psychoanalytic” exegesis. This in no way did
away with the notion of “subject matter” in painting
and sculpture, but only the naive interpretation of
imagery as a way to understand artworks.

Three more publications appeared between 1946
and 1948, all of them influential in shaping the ideas of
artists of the New York School: /nstead, edited by
Lionel Abel and Matta; Possibilities, edited by Harold
Rosenberg; and The Tiger's Eye, edited by the poet
Ruth Stefan. The first two were more concerned with
importing the_werit thinkers as
Jean Wahl, Jean-Paul Sartre, Nicolas Chia
and others who were in reaction to the Surrealists. The

iger's Eye was largely devoted to the artists exhibit-
ing with Betty Parsons,and this publication .gives
perhaps the best indication of how Amerieans were

NEUAROE. KAl

DI —

work of Stamos, Bazjotes and Arshile Gorky. Max
Ernst's geologic metamorphosis was renewed in Clyf-
ford Still. Mark Rothko's early 1940s concern with
myths (a notion he hag picked up through Stamos)
was an echo of the studies of primitive mythology so
close to Kurt Seligmann, Almost all categories of

makes life tolerable informs their writing with an-ir-"
resistible liveliness. And at the time, that enthuéasm
was in itself attractive.

If the Surrealists did not practically advance the
cause of Liberty for all mankind by one iota, it can be
said that their vigor, their energy and their feeling for
poetry left its mark upon the artists of New York. A new

subject to which the Surrealists _g&t’tfcir
attention—magic,.insanity, sexual perversions, bla k\tﬁdom had come about which did much to encour-
Qe

humor—were of equal interest to the New York
painters: But the fact is that many of the Surrealists
were/not first-class artists. And if, in general, the
Americans disliked much of their work, it was be-
cause they felt it was old-fashioned, too literal and, in a

century Romanticism, to Gustave Moreau and the
Pre-Raphaelites. o

ASQ: Breton's political ideas, which-changed from
month~ta_month, few even-then could follow their
labyrinthine path, certainly not the New York artists. In
the light of subsequent events | find myself as-
tonished that | could have been as bemused as | was
by Surrealist pronouncements. Present-day
feminists, for instance, are appalled by the sheer
depth and silliness of the Surrealist cult of “The
Woman" which actually was no more than male
chauvinist piggery. Today we no longer accept as
gospel the theories of Freud, since work in the psy-
chiatric sciences has become more empirical and
less theoretical. The notion of a body/mind dualism, or
the state of the Conscious versus the Unconscious,
seems antediluvian—bad philosophy and bad sci-
ence. We know more today about the mechanism of
dreams.

However, the poetry of the Surrealists continues,
quite stubbornly, to be readable and moving. Their
beliefin “/le merveilleux" (the marvelous) as that which

Mark Rothko, Baptismal Scene, 1945 Walercolor, 19% x 14"
(Whitney MUSeum of American An)

5 oo

1
bim records with profound serr”
rne Sl e

l

cﬁrious way, even academic—a throwback to 19th-~

' V l i . \
(e,

age, fresh achievements in painting and sculpture.
Breton and many other of the artists in exile returned
to France or moved elsewhere. By 1949 the move-
ment had ended, and for some years afterward the art
of the Surrealists seemed old-fashioned, even passé.
What was once made to shock the bourgeoisie the
rich now eagerly acquire. Besides, the worst night-
mares invented by the Surrealists have been sur-
passed by actual events that have occurred in society.
Breton's dream of world revolution brings a wry smile.

Poetic texts have always had a profound influence
on the visual arts, and if today we find it fasionable to
believe artists are better off if they are semiliterate, this
is a mistake which can only drag art down into the
vulgarity and commercialism now everywhere evi-
dent. (The myth of a Jackson Pollock as a dumb,
drunken cowboy is only one example of the sort of
hagiography which passes for the truth.) The connec-
tions between words and pictures may often be quite
vague, and | am not proposing that art in any way be
simply a form of illustration. But | am remembering
that poetry can arouse the imagination. And | refuse to
declare that the word “inspiration” is a worn-out old
tag. Painting and sculpture do not spring full-born
from the artist's head, Athena-like. The poets of the
early 1940s, both American and European, played an
important role in inspiring some of the best art we
have had in the United States.®
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ANOTE ON SURREALISM AND THE BEATS

Joseph Masheck

The Beat writers were not out of touch with moder-
nity in painting. Lawrence Ferlinghetti wrote art
criticism, as the San Francisco correspondent for Arts
Digest (now Arts Magazine) from 1953 to 1955. Allen
Ginsberg studied art history with Meyer Schapiro,
wrote an early poem (“Cézanne’s Ports™) about the
great Gulf of Marseilles Seen from L'Estaque (c.
1883-85) in the Metropolitan, and considered his own
writing to be influenced by Cézanne. He eventually
drank and fraternized with “the Club” of the Abstract
Expressionists in New York. Furthermore, only after
the first reading of his recently written “How!" at an
artists’ and poets’ cooperative gallery (6 Gallery) in
San Francisco in 1955 did Ginsberg feel part of a
sympathetic creative community.

Michael McClure published in the Autumn 1958
Evergreen Review an “Ode to Jackson Pollock” that
celebrates the kinship he felt with the tragic hero of
Abstract Expressionism with as much grateful hom-
age as Hart Crane on Whitman (a connection that later
affected Jasper Johns in post-Abstract-Expressionist
painting): *. . . | say / we. |—you. You saw the bright-
ness / of pain.” Further: “ mean you. Held / yourself in
animal suffering. / You made your history. Of pain.”
McClure even touches on one of the main relations
between Action Painting and Beat writing, the (even
specifically gestural) process of suspending the con-
scious mind in dredging up the resources of the self.

Put it all down

in disbelief—waiting—forcing.

Each gesture painting.—Caught on

to the method of making each motion

your speech, your love, your rack

and found yourself. Heroic—huge—burning
with your feelings. . . .

The principal document from the Beat side for the
self-expressiveness admired in McClure's “Ode to
Jackson Pollock” is the essay on “The Essentials of
Spontaneous Prose” written by Kerouac to explain his
writing method to Burroughs and Ginsberg, who
admired it. This had appeared one issue earlier than
the “Ode” in the Evergreen Review for Summer 1958.
Kerouac felt his approach to composition to be influ-
enced by jazz phrasing and described it as a process
of “sketching.” Interestingly, even the widely preva-
Jent contemporary interest in jazz improvisation—and
Baroque instrumental improvisation as well—
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compare with the emphasis on Baroque oil sketches
and the less polished studies of Constable and
Turner, among the Romantics, in art scholarship
during the heyday of Abstract Expressionist painting.
But the roots of Kerouac's attitude trace back, as in
the case of Pollock (whose Jungian psychoanalysis
made clinical use of spontaneous drawing when
verbalization seemed to fail), to the equally visual and
literary preoccupations of Surrealism in the 1920s.

Kerouac's recommendation that one “If possible
write ‘without consciousness' in semi-trance (as
Yeats' later trance writing) allowing subconscious to
admit in its own interesting necessary and so ‘mod-
ern’ language what conscious art would censor”
recapitulates the Freudian-influenced “automatic
writing” advocated in André Breton's 1924 Manifesto
of Surrealism. Breton described “a monologue spo-
ken as rapidly as possible without intervention on the
part of the critical faculties.” The part of the Manifesto
headed “Secrets of the Magical Surrealist Art; Written
Surrealist Composition; or, First and Last Draft” in-
cludes the advice—“Write quickly, without any pre-
conceived subject, fast enough so that you will not
remember what you're writing and be tempted to
reread what you've written,”

Of course, there are differences between
Kerouac's attitude and Breton’s. The Freudianism
and revolutionary politics that were essential to Breton
struck Kerouac as distastefully liberal-intellectual,
even if Ginsberg, who turned to Kerouac for encour-
agement in spontaneity, would not have had this
difficulty with Breton's inspirations. All this involves
Kerouac's entire world-view, his blue-collar back-
ground as well as his freewheeling but compulsive
personality. For instance, Breton’s ideal of the dream
state has about it a distinct character of suspension
from the controlling Circuitry of a hostile external
order, even in explicitly political terms, whereas
Kerouac's up-all-night writing frenzies can seem
more a capitulation to alignating drudgery than a
Joyride, whatever he kept t|ling himself, although on
his own terms even Keroyac produced a Book of
Dreams (1961), Still, Surrealism was fundamental to
both Abstract Expressionist painting and Beat litera-
ture, especially because Brgton and other continental
Surrealists were in New york in the early 1940s,
thanks to World War ||,

One Iremarkably direct point of contact between
Surrealist modes of inspiration and Beats predates
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Kerouac's essay, if not his actual employment of
spontaneity, by several years. Ferlinghetti wrote a
review of an exhibition at the Oakland Museum of
paintings by the Belgian Surrealist poet Henri
Michaux for the October 1 number of Arts Digest in
1954. To him Michaux was an inspiration more for
his poetic method than as a plastic artist, yet his
admiring quotation of Michaux fits right in with Bre-
ton's Manifesto, Kerouac's “spontaneous prose,” and
even McClure's ode to Pollock:

Draw without any particular intention, scrawl unconsciously,
there practically always appear faces on the paper. . . . As
soon as | take a pencil, a brush, one after the other they come
to me on the paper, ten, fifteen, twenty. And savages for the
most part. .. . Are they me, all these images? Are they
others? From what depths do they come? ... There is a
certain interior phantom one must paint. . . .

In Ferlinghetti's view the contamination by any
pictorial imagery of what should always be an un-
compromisingly non-representational expressive-
ness in abstract painting was a serious fault. This he
repeatedly made clear in his critical essays, where
the highest praise for an expressionist abstraction is
that it is “true ‘open-form’ ” painting. And yet Michaux
had made the affinity between Surrealism and
“Beatitude” all the clearer: “. . . Itis the eye of the poet
that looks out at you, the gone eye of a barbarian in
Oakland.”

To suggest the continuity of a Surrealist tradition in
Beat art and literature involves an irony like that of
speaking of “anarchist tradition,” since the drift of the
Surrealist movement itself was so anti-traditional. In a
sense, with regard to the Beats, the writings of men
like Blake and Whitman and Ginsberg constitute the
exploration of a single poetic terrain, all along the
same ground, rather than an additive, layered, forma-
tive tradition per se. Indeed, the relation of Abstract
Expressionism itself to earlier, especially Germanic,
Expressionism is a similar question.

There is within the Beat movement itself a fascinat-
ing dialectic between radical originality and a more or
less deliberate vindication of antecedents. Some-
times this ambivalence backfires onto the reader, as
in moments when, attentive and responsive to the
Beat meaning, we may be tempted to such ambiva-
lent extremes as quitting scholarship or bringing
pedantry to bear, at almost the same time—a di-
lemma itself reminiscent of the famous dispute be-
tween Nietzsche and Flaubert about active versus
sedentary lifestyles. (See?) Both Surrealist and Beat
materials maintain a similar slipperiness toward “seri-
ous” investigation. Compare Ferlinghetti standing
before Michaux's paintings in Oakland: “What does it
mean to find Michaux hung up on the walls of a
municipal museum in this bright banlieue?"

Take as an example of the dialectic of tradition and
spontaneity the very title and theme of Kerouac's
definitively “spontaneous” On the Road (1957). The
notion of being uprooted, on the move, and open to
life as a steady stream of possible experiences itself
implicates any number of “road” themes, from St.
paul on the road to Damascus to Whitman's “Song of
the Open Road” to Marcel Duchamp's 1912 note in
The Green Box about the autobiographical “headlight
child” who, like a comet with its tail in front, “‘absorbs

58
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Now All
Artists Are
Surrealists

By MARTIN ESSLIN

.

l

v r'l
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drame surrealiste” in 1903.

THIS WAS THE MOVEMENT THAT WAS (AND IS)

René Magritte’s * Golconda" (I953)
a study representing the standard-

became editor of the pro-Communist

RE-EMERGENCE of surreal-
A ism — or perhaps we should
call it a new awareness of the
continuing influence of that school—
has been evident this season in retro-
spective exhibitions of the work of
several surrealist painters and sculp-
tors and in the publication of critical
studies of the movement's leading
poets and dramatists—artists who, as
recently as ten years ago, were
looked upon as passé and insignifi-
cant. The influence of the surrealists
is clear in several areas of the avant-
garde art of today—from the Beat
poets to the action painters and the
Pop artists, from the inventors of
“happenings” to the practitioners of
‘“concrete verse."”
The surrealists were even more

MARTIN ESSLIN, a London theatrical
producer and director of drama forB.B.C.,
is the author of “Brecht: The Man and
His Work,”” and "Theater of the Absurd.”

Louis Aragon, poet, who later

Paris newspaper Ce Soir.

shocking and revolutionary in their
day than artistic innovators usually
are. They aimed particularly violent
and insulting invectives at their op-
ponents, calling Anatole France a
corpse when he was still very much
alive; scorning Paul Claudel, the
great Catholic poet (who admittedly
had called them pederasts); and -ar-
ranging for cries of “Long live the
Germans!” at a public function in
Paris not long after the end of World
War I. Their initial claims as in-
ventors of a wholly new art were
particularly extravagant and, in ad-
dition, they presented to the outside
observer a picture of continuous in-
ternal feud and factional strife which
could not but reinforce the impression
of a crowd of silly humbugs. y
And yet, behind this facade of silli-

ness and mutual recrimination, the
surrealists produced major works in
literature, the drama, painting and
sculpture, as well as in the cinema, in
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photography and in a number of
totally new artistic fields. The lit-
erary output of their major poets,
however—difficult of access, recog-
nized by relatively few critics at the
time—is only now coming into its
own, often as a result of the success
of a new generation of writers who
have achieved greater popular success
(Ionesco, for example, would be un-
thinkable without Artaud and Vitrac).
In painting and sculpture, the surreal-
ists suffered from the fact that sur-
realism, being a literary movement
and a literary idea, does not really
represent a recognizable style. In a
period in which criticism of the fine
arts concentrated entirely on form,
texture and color, it became only too
easy to dismiss all surrealist painters
and sculptors as illustrators. This is
probably the main reason why sur-
realism’s reputation, in the fine arts
at least, declined as much as it did
in the late forties and fifties.

Time, the great solvent and clari-
fier in art history, is now restoring
the balance. The figures emerge. Max
Ernst, René Magritte, Giacometti,
Picabia, Man Ray, Chirico, Dali,
Henry Moore (a member of the sur-
realist movement between 1935 and
1939), André Masson, Arp, Yves
Tanguy are all being recognized as
major artists in their own right—
each different from the others, each
with his own approach to the world
and his own technique, yet all of
them owing a great debt to surrealist
theory and practice.

WHAT then is it that the surreal-
ists have contributed to the art of our
time? What is surrealism ? Above all:
Surrealism is more than merely a
method of painting, or a style of
writing. It is an attitude of mind,
almost a way of life; certainly a way
of looking at the world. That is why
it is not confined to literature or the

Forest,”

absorbed into surrealism.

Museum. of Modern Art.
Ma ‘s “Birds Above the
d in 1929.

A scene from Cocteau’s oft-lev:iVed “The Blood
of the Poet,” sumealist-influenced, theugh
he denounced the surrealists and they ‘him.

Tristan Tzara, leader of the dadaists,
whose “destructive antics” were

visual arts. It covers the spectrum of
artistic activity.

The term surrealism was first used
by Guillaume Apollinaire (1880-1918),
the eccentric French poet of Polish
origin—his real name was Wilhelm-
Apollinaris de Kostrowitsky and he
was born in Rome, the illegitimate
son of a Polish lady and an unknown
father who was rumored to have been
an ecclesiastical dignitary—who exer-
cised an enormous influence not only
on the avant-garde poetry of his
time, but also on painting. Apolli-
naire’s short and zany play ‘The
Breasts of Tiresias” (first performed
in 1917, but written in 1903) is sub-
titled “drame surréaliste.” In his

preface, and in the prologue to the
play, Apollinaire explained that what
he meant by surrealism was a mode
of capturing the essence of reality not
by copying nature, but by expressing
it in ways that make the work of art
more real (Continued on Page 35)

The nose-thumbing
artists of 40 years
ago whose aim was
the creation of

the 'super-recl'—-"-
or ‘sur-real’—today
exert an influence
that surpasses even
their extravagant
predictions.

oy

N
André Breton—his fir
ist Manifesto officially inaus
gurated the movement in 1924,

.33
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(Continued from Page 33)

than reality, i.e. super-real, sur-real.
“When man wanted to imitate the
action of walking, he created the
wheel, which does not resemble a
' leg,” Apollinaire wrote. In the pro-
: logue he argued that the artist must
be completely free to reshape the
world in order to achieve this super-
reality: “His universe is the play/
Within which he is God the Creator/
Who disposes at will/Of sounds, ges-
tures, movements, masses, colors/Not
merely in order/To photograph what
is called a slice of life/But to bring

forth life itself in all its truth...”
Apollinaire died on Armistice Day,
Q 1918. It was a significant, a symbolic
{ date. For the World War which ended
on that day had not only destroyed
: the political mold, but also the seem-
|
¥
A
-

ingly unshakably solid structure of
the social life of 19th-century Europe
and the seemingly unshakable canons
of what had once heen regarded as
the sublime and beautiful in art. The
seeds sown in the prewar era by men
like Jarry, Apollinaire (and the >
Cubist and post-impressionist paint- Collection Dr. Lydla Bau, Hamburg, Germany.

ers he had championed), the early THE GANG WAS ALL THERE—Max Emst painted leading surrealists in 1922. Front row: René

8 German expressionists, . the abstract -, i
g | experiments of painters like Malevich Crevel, Ernst (seated on Dostoevski’s lap), Theodore Fraenkel, Jean Paulhan, Benjamin Peret, Johannes

and Kandinsky, the destructive antics  Baargeld, Robert Desnos. Back row: Philippe Soupault, Hans Arp, Max Morise, Rafaele Sanzio, Paul
: (Continued on Following Page) Eluard, Louis Aragon, André Breton, Giorgio di Chirico, Gala Eluard.
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(Continued from Page 36)
dreams. This first nucleus of surreal-
ists already contained men of the
highest talent: Aragon, the brilliant
poet and fanatic, who once said that
compared to the surrealist revolution
the Russian revolution was a miser-
able little thing (and has ended up a
loyal follower of the Communist
party line) ; Paul Eluard (1895-1952),
one of the greatest poets France has
produced in this century, who during
World War II became the great
spokesman of the Resistance; Max
Ernst, the German romantic painter
and poet, with the gift of turning any
accidental blob of paint into a dream
landscape of haunting power and
lyrical delicacy; Rohert Desnos (1900-
1945), another poet of the dream
vision, who developed an uncanny
ability to dream with his eyes open
and then write down what he had
seen (he died in a German concen-
tration camp, at the very moment of
the liberation); René Crevel (1900-
1935), an eccentric bohemian poet

. Who committed suicide; Jacques Ri-
gaut (1899-1929), a black humorist
who publicly condemned himself to
death in 1919, when he was 20,
granted himself a stay of execution
for 10 years, and promptly killed him-
self at the age of 30; and. Francis
Picabia (1879-1953), poet and paint-
er, an older man of established repu-
tation who had been a dadaist and
looked at the surrealist movement
with a mixture of enthusiasm and
irony.

IN' his “Manifeste du Surréalisme”
(the first Surrealist Manifesto),
which officially inaugurated the
movement in 1924, Breton describes
their efforts to remove rationality,
and conscious deliberation, from the
-creative process. He and Soupault
had endeavored to write down any-
thing that came into their minds at
extreme speed.

“At the end of the first day,”
Breton says, “we were able to read to
each other some 50 pages we had
obtained by this method and to start
to compare results. On the whole,
Soupault’s efforts and my own
showed a remarkable analogy: the
same faults of construction, the same
shortcomings, but also, on the other
hand, an impression of extraordinary
fervor, a great deal of emotion, a
considerable number of images of a
quality of which we should not have
been able to produce even a single
example by deliberate rational effort,
a very special picturesqueness, and,
here and there, some passage of a
sharply comic flavor.”

Here, then, we have the principle
of surrealism as Breton and his
school understood it: the absolute su-
premacy of the subconscious impulse
in the process of artistic creation.
Hitherto, art had been regarded as
an act of supreme deliberateness and
rationality, the application of the
highest degree of conscious design,
learned skills and ingenious methods

(Continued on Page 40)
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(Continued from Page 38)

developed to produce foresee-
able and intentional effects.

Freud had pointed out that
behind the deliberate plan of
the artist, however, there had
always been at work a subcon-
scious motivation which made
use of and molded his con-
scious efforts. Breton was the
first to base artistic activity on
a voluntary abdication of con-
scious planning, a deliberate
passive yielding to the prompt-
ings of the subconscious.

There is a world of differ-
ence between this conception
and Apollinaire’s use of the
term surrealism, Nevertheless,
Breton and Soupault followed
Apollinaire in christening their
new method. “In homage to
Guillaume Apollinaire,” Breton
continues in his account in the
first Surrealist Manifesto, “who
had just died and who, we felt,
had at various occasions fol-
lowed a similar impulse with-
out, however, having abandoned
mediocre literary methods in
its favor, Soupault and I gave

the name Surrealism to the
new pure method of expres-
sion which we now had at our
disposal and which we made
available to our friends with-
out delay.”

The first Surrealist Mani-
festo includes a dictionary-like
definition of the new term by
Breton:

SURREALISM. Noun. Mas-
culine. Pure psychic autom-
atism by which it is intended
to express, be it verbally, in
writing or by any other
means, the true functioning
of thought. Dictation of
thought without any control
by reason, and outside any
aesthetic or moral preoccu-
pation.

And Breton followed this
definition with a short descrip-
tion of the kind found in
encyclopaedias:

Surrealism is based on the
belief in the superior reality
of certain forms of associa-
tion hitherto neglected, in the
omnipotence of the dream,
in the free play of thought.
It tends toward the defini-
tive destruction of all other
psychic mechanisms and to
put itself in their place in
the solution of the main
problems of life . . .

While insisting that nobody
before him had consciously
practiced surrealism asa meth-
od, Breton nevertheless listed
a.number of writers and paint-
ers who, he felt, had, without
knowing it, sometimes used
similar processes of direct ex-
pression of ‘the currents of
the subconscious. Chief among
these was that mysterious and
eccentric genius of the Ro-
mantic Agony, Isidore Ducasse
(1847-1870), a native of Mon-
tevideo who had written, under
the pen name Comte de Lau-
tréamont, a strange prose-
poem of wild dreamlike fan-
tasy about hatred, evil and
madne “Les Chants de Mal-
doror It contains the surreal-

(Continued on Page 43)
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(Continued from Page 40)
ists' favorite definition of beauty:
“Beautiful as the unexpected meeting
on a dissection table of a sewing ma-
chine and an umbrella . . .”

Among other precursors named by
Breton in hig first manifesto we find
Swift, de Sade, Chateaubriand (for
his exoticism), Constant, Hugo, Poe
(surrealist of adventure), Baudelaire,
Rimbaud, Mallarmé, Jarry, St.-John
Perse, Roussel and others. In a foot-
note, Breton added some names of
painters who qualified as surrealist
precursors: “In the past only Uccello,
in modern times Seurat, Gustave
Moreau, Matisse, Derain, Picasso (by
far the purest), Braque, Duchamp,
Picabia, Chirico, Klee, Man Ray, Max
Ernst and André Masson.”

AF'.['ER publication of the first
Surrealist Manifesto, with Breton as
high priest of the movement, the title
of the review Littérature was changed
to La Révolution Surréaliste and a
Bureau of Surrealist Research was
established in premises in the Rue
de Grenelle off the Boulevard St.
Germain. &

The revolutionary implication of
the title of the new publication was
quite seriously meant. Breton insisted
that the movement was far more than

(Continued on Following Page)

e &

Collection of Mr. and Mra. Robert Osborn.
CERAMIC—Joan Miro was a signatory of the
first Sumrealist Manifesto. This is his “Head."”
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(Continued from Preceding Page)
purely artistic, that it had two basic
slogans: “To change life!”, derived
from Rimbaud, and “To transform
the world!”, derived from Marx. For
believers in the supreme power of the
subconscious to have put their faith
in Marx, the extreme rationalist who
wanted to transform the world on
verifiable scientific principles (how-
ever mistaken he may have been in
this conviction), must appear as the
ultimate paradox. Nevertheless, in
those heady days following the Bol-
shevik revolution all antibourgeois
elements in Europe (and the United
States as well) were bound to pin
their highest hopes on the vociferously
antibourgeois Communists. Many of
the bitter feuds within the surrealist
movement had their origin in the
consequences of this first commit-
ment to Marxism. Aragon, Eluard and
a number of others became loyal
party members and were eventually
lost to the cause of surrealism. Breton
grew increasingly disgusted with the
dogmatism of the party, briefly
hitched his wagon to the star of Leon
Trotsky (whom he visited in his
Mexican exile in 1938) and later even
became for a time a supporter of the
postwar world-citizen movement of
Garry Davis.

Breton’s assumption of the mantle
of the supreme arbiter of surrealism,
with the power to adopt and to expel
anyone he wished, has made the his-
tory of the movement an endless
record of heresies and their persecu-
tion, of violent rifts and schisms, the
creation of splinter groups and the
most complicated maneuvers and
countermaneuvers among the various
factions. One has, in fact, to dis-
tinguish between officially recognized
surrealists and an outer fringe com-
posed of artists who were merely in-
fluenced by Breton's ideas at a dis-
tance, or have at one time or another
belonged to the movement before
being expelled and excommunicated.

One can, however, quite safely ven-
ture to say that it is the outer, rather
than the inner, circle which will give
the measure of the true importance
of surrealism. Indeed, some of the
most considerable creative artists
who bear witness to the influence of
the surrealist movement have never
formally belonged to it at all, or may
not even have been conscious of its
direct influence. On the other hand,
this should not lessen the value of
Breton’s insistence on the purity of
the inner circle. It was, after all, from
this inner core, and from Breton him-
self, that the initial impulse radiated.

WHAT of Breton's insistence on

pure automatism? Most of the writ-
ers and painters concerned used the
concept in the sense that they were
able to incorporate ideas produced by
yielding to passive subconscious im-
pulses into conscious and deliberate
work. Such use was, necessarily, far
less possible for those working in
such fields as the theater or cinema.

\*‘. S

Over all, the recognition of the
value of the subconscious impulse
proved immensely fruitful. Automatic
writing is only one of these methods.
The painters and sculptors among
the surrealists developed a number of
procedures by which their subcon-
scious could be stimulated: drawing
at extreme speed (Masson); collages
—i.e., the more or less chance juxta-
position of snippets of illustrations,
newspaper cuttings, etc.; working a
blob of paint on a piece of paper into
a pattern of surprising forms by fold-
ing the paper, rubbing other paper
against it, etc.; Marcel Duchamp's
“ready-mades,” which were construc-
tions including real objects that ap-
pealed to his subconscious—a lava-
tory bowl, a bicycle handlebar, etc.
From these Max Ernst, Kurt Schwit-
ters, Arp and Dali developed more
complex collages of real objects.

Present-day Pop art is the direct
descendant of these techniques. And
action painting clearly derives from
the method of ultra-rapid drawing
and reliance on the element of chance.
Max Ernst’s advice to young painters
in 1942 was: “Attach an empty tin
can to a thread a meter or two long,
punch a small hole in the bottom, fill
the can with paint, liquid enough to
flow freely. Let the can swing from
the end of the thread over a piece of
canvas resting on a flat surface, then
change the direction of the can by
movements of the hands, arms, shoul-
der and entire body. Surprising lines
thus drip upon the canvas. The play
of association then begins.”

ALL these techniques of painting
and sculpture are concerned with for-
~mal invention by free association.
Another group of surrealist painters
and sculptors proceeded in a totally
different way: they used well-estab-
lished traditional formal techniques
for the meticulous depiction of sub-
conscious contents. If the former
group might be called subconscious
formalists, the latter are the natural-
ists of the imagination.

Chief among the “naturalists” are
undoubtedly the Belgian René Ma-
gritte (1898) and the Spaniard Salva-
dor Dali (born 1904). Dali, long since
excommunicated by Breton, who ob-
Jjected to his commercialism and pub-
licity-consciousness (he renamed him,
in an anagram, Avida Dollars), never-
theless remains one of the chief
glories of surrealism. However bi-
zarre his behavior (he once gave a
lecture at the Sorbonne with his bare
right foot soaking in a pan of milk),
however cynical his attitude (in a
recent interview in the Paris periodi-
cal Arts he declared that he lived in
New York “because there I am in the
middle of a cascade of cheques which
arrive like diarrhea”), Dali is a very
considerable painter with the power
to project genuine dream images onto
his canvas.

Magritte, less showy and less pub-

(Continued on Page 46)
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licity-conscious, is perhaps even more
powerful a painter of bizarre night-
mare images. Using a Pop pictorial
style, Magritte manages to displace
his audience’s sense of reality by in-
vesting objects of every-day life with
frightening changes of place and
emphasis: a marble statue of a nude
woman which appears to be composed
of flesh above the navel—but lacks a
head; an athlete raising a pair of
dumbbells—one of them covers his
head—no, it is his head, etc.

One of the century’s greatest sculp-
tors, Alberto Giacometti, of Italian-
Swiss origin (1901-1966) also derived
a great deal of inspiration from both
official and unofficial surrealists: his
forests of thin, elongated bodies
walking through a dessicated world
are among the most powerful images
of our time. His “Palace at 4 A.M.”
at the Museum of Modern Art is a

D D e T e Rl

66The influence of surrealist
techniques and conceptions is
even wider in the field of litera-
ture than in the fine arts.99

fine example of his surrealist period.

Man Ray (born 1890 in Philadel-
phia), the first American to join
Breton's circle, was among the pre-
cursors of the movement in New York
during the First World War. He is a
painter, maker of surrealist objects,
collagist, and, above all, a virtuoso
with photographic techniques: he in-
vented rayograms, pictures taken
without a lens which turn the most
ordinary objects into fantastic appa-
ritions.

Joan Mir6é (born 1893), another
Spaniard and a slgnatory of the first
Surrealist Manifesto, is, unlike Dali,
an almost nonrepresentational paint-
er who builds up his canvas from the
simplest blobs of paint—schematized,
childlike images of reality, ideo-
graphs,

Paul Klee (1879-1940) never of-
ficially belonged to the surrealists,
but was revered by them: he, too,
uses ideographs, in a manner not
unlike Miré’s.

IN the field of literature the in-
fluence of surrealism is certainly even
wider than in the fine arts; yet the
fact that it is so widespread—and the
influence often indirect— makes it
far more difficult to be specific in
showing how the work of a certain
poet or novelist derives from surreal-
ist inspiration.

Modern French poetry is certainly
profoundly affected by surrealist
techniques and conceptions. In ad-
dition to the founder members of the

(Continued on Page 48)
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movement, René Char, Jacques
Prévert (the author of many
of the most ramous popular
chansons of the last decade
and scenarist of many famous
films), Raymond Queneau, who
is also a novelist, Julien Gracq
and René Daumal were at one
time or another active sup-
porters of Breton. (But is
there, in point of fact, any ma-
Jjor poet now active in France
who does not bear the mark
of his influence?)

As to non-French literature
—where is one to draw the
line? e. e. cummings certainly
shows surrealist influences. So
do the Beat poets, with their
insistence on spontaneity. So
does Samuel Beckett, in his
prose works—a record of a
multitude of voices speaking
from the subconscious (al-
though Beckett, a great mas-
ter of form, consciously shapes
the material).

IN drama, there is Antonin
Artaud (1896-1948), the the-
oretician of the Theater of
Cruelty, who was one of the
most active members of the
surrealist movement until he
was excommunicated by Bre-
ton for the sin of wanting
to start a company playing
to a paying public. Artaud
deeply influenced modern
playwriting, as well as tech-
niques of staging, thus carry-
ing the surrealist influence
far and wide into the con-
temporary theater. Ionesco,
Adamov and the numerous
adherents of the Theater of
the Absurd clearly also de-
rive from the surrealist im-
pulse to seek the sources of
creative energy in the dream
and the subconscious.

In the cinema, too, sur-
realist influence has been
powerful and pervasive. One
of the greatest French direc-
tors, René Clair, started out
as an avant-gardist deeply in-
fluenced by 'the surrealists
(one of his first films, “En-
tr'acte,” was made in collabo-
ration with Picabia) ; Man Ray
made a number of highly in-
fluential experimental films;
the surrealist poet Robert
Desnos wrote several scena-
rios; and Luis Bufiuel made
two films in collaboration
with Dali— “Le Chien Anda-
low” (1928), and “L’Age d’Or”
(1930). The first of these
contains one of the most fre-
quently quoted surrealist imag-
es: a group of monks drag-
ging a piano on which lie the
rotting carcasses of asses.
Nor can Cocteau's films be
considered uninfluenced by
the surrealists, although the
surrealists  strenuously de-
nounced Cocteau—and Coc-
equally strenuously, the
lists. And again: which
film-maker of imagination
now active would claim not to
have felt the influence of one
or more of these great pio

(Continued on Page 52)
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ficially of the surrealists, but was revered by them.

(Continued from Page 48)

neers, and thus ultimately that of
the surrealists themselves?

ANDRE BRETON, the founder of
the surrealist movement, was 70
years old on Feb. 18 of this year.
Most of the pioneers who are still
alive have already passed, or are
rapidly approaching, the Biblical age
of three score and ten. The avant-
gardists of the twenties and thirties
have become revered elders. When the
numerous, and often ludicrously petty,
controversies generated by Breton’s
pose as the Pope of Surrealism were
at their height, the temptation to dis-
miss him and all his works as the
expression of childish fads and pre-
tentious crankiness was understand-
ably great. Today we can overlook
these storms and merely be amused
at the almost incredible political
naiveté displayed by what, after all,
were artists who had no idea what-
ever about politics.

But if we disregard these aspects of
surrealism, what r ins is a truly
impressive achievement: no less than
a complete reshaping of man's con-
cept of artistic creativeness, the un-
covering of vast areas of new sources AR
of creative energy. Insofar ag there A
can hardly be an artist today who is ; i
unaware of the fact that his creative
power has subconscious sources,
which he must deliberately nourish
and cultivate, all artists are surreal-
ists in our time.
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