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DiUn jour a ltautre: A Tale of Love, War and Friendship

Whitney Chadwick

Abstract

Surrealist histories tell us little, if anything, about the friendship that developed between the painters
Leonora Carrington and Leonor Fini in the late 1930s, or about the importance of the intellectual and
artistic exchange that took place between the two after Max Ernstis arrest and imprisonment in 1939. Fini
is primarily noted in surrealist literature for her refusal to join the movement officially and her resistance to
Bretonis authority. Carringtonis years in France before World War Il are most often chronicled in relation
to the better-known Ernst.

The friendship is documented in letters written by Carrington to Fini in the autumn and winter of 1939.
The correspondence that began in Paris in 1937, and intensified after Ernstis arrest, affirms the strength
of the bonds that existed among the surrealists, male and female. It also encourages a reassessment of
the significance and enabling quality of female friendships for women artists in the surrealist circle. While
the letters do not change the facts of Ernstis imprisonment, or Carringtonis subsequent mental collapse
(documented in Down Below, published in 1944), they provide important new material about Carringtonis
creative life and her state of mind during this critical period. They point to the admiration of the younger
artist for the already successful and independent Fini. And they register an independent creative
intelligence that enabled Carrington to internalize trauma, register its effects viscerally and verbally and,
ultimately, transmute its dynamics into artistic expression.

Introduction

The facts are well-known. Indeed they shape one of surrealismis enduring narratives of love and loss,
creative collaboration and destructive power.l We know that the young English painter Leonora
Carrington met the German Surrealist Max Ernst in London in June 1937 on the occasion of the opening
of Ernstis exhibition at the Mayor Gallery, and that she soon followed him to Paris. There, with her
mother's financial assistance, the couple moved into a rented apartment on the Rue Jacob.? Anxious to
escape the jealous outbursts of Ernstis young wife Marie-Berthe Aurenche, and the painteris conflicts with
André Breton over his friendship with the poet Paul Eluard, they purchased (also with Carringtonis
mother's assistance) a traditional but derelict eighteenth-century farmhouse in the village of Saint-Martin
diArdeche, thirty miles north of Avignon. They began restoration in the spring of 1938 and were in
residence by the summer. While Carrington planted a garden, set up the kitchen and painted the
occasional panel for the interior (including one bearing a somewhat fearsome image of a composite
mermaid/horse/woman), Ernst installed concrete bas-reliefs of fantastic animals on the exterior and
throughout the garden. This bestiary, as well as the coupleis paintings, and the collages Ernst produced
for the short stories Carrington was writing at the time, provide ample evidence of their mutual
involvement in each other's creative practices. Their works mingled themes, images and psychic avatars,
from Ernstis Bride of the Wind and Loplop The Superior of the Birds, to Carrington's horses. These alter
egos, which include images of liberation as well as transitional beings that challenged the oppositional

stability of terms like male/female, animal/human, mythic/real were soon absorbed into a developing
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mythology of the surrealist couple. Linking all of these imaginary creations were the bird and horse
hybrids that by 1938 were central to both artistsi personal mythologies of individual freedom, as well as
surrealismis embrace of a notion of the couple that challenged dominant post-World War | bourgeois
norms.

During the summer of 1939 the house at Saint-Martin diArdéche became not only a gathering
place for surrealist friends, but the site of a powerful narrative linked to concepts of liamour fou and
surrealist collaboration. This narrative has dominated much subsequent writing about the period and its
importance to the lives and work of Carrington and Ernst, as well as other surrealist couples. It also traces
the end of Carrington and Ernstis idyll to the outbreak of war in September 1939, and Ernstis arrest as an
enemy alien, and his confinement in a prison camp at Largentiére, followed by a stay at Les Milles,
outside Aix-en-Provence. Released and allowed to return to Saint-Martin at Christmas, he was rearrested
in May 1940, taken to a prison camp in Loriol, and then back to Les Milles. Finally released, but now
sought by the Gestapo, who had included his work in the Degenerate Art Exhibition of 1937, he slowly
made his way back to Saint-Martin. There he discovered that Carrington, suffering from a nervous
collapse, had fled the village with a friend. In Santander, Spain, she was institutionalized in a psychiatric
clinic and treated with powerful shock-inducing drugs. When Carrington and Ernst met again, by chance,
in a Lisbon market in 1941, he was in the company of the American heiress Peggy Guggenheim, whom
he would later accompany to New York and marry. Carrington meanwhile had entered an arranged
marriage with Renato Leduc, a Mexican diplomat and friend of Picassois, who provided asylum for her in
Madrid and then passage out of Europe. The love affair between Carrington and Ernst was over: iHe
wanted us to get together again,i she later recalled, tand | couldnit do it. You see, after all that had
happened, | was no longer the same person. There was no going back.i® Ernstis emotional response to
the chance encounter in a Lisbon street market is conveyed in a letter written to the painter Leonor Fini
on 8 May 1941. il have been in Lisbon for three days, but upset and confused,i he writes. il have found
(and lost again) Leonora. ... She is unrecognizable. She lives with Renato Leduc ... she has not spoken

about her life for a year. It beats all the Kafka stories. She is defeated.i’*

Uncoupling the surrealist couple

There is, however, a third figure in this tale, one generally mentioned only anecdotally in histories of
Carrington and Ernst. Leonor Fini, a former lover and life-long friend to both Ernst and Carrington, played
a crucial, if often unacknowledged, role in the dramatic love story that began in Paris, flowered at Saint-
Martin diArdéche during the summer of 1939, and continued after the war. Her relationship to Carrington
and Ernst is also central to a more complete and more nuanced version of the period between 1938 and
1940. The friendship between the two women T affectively, intellectually and creatively rich and important

T can be traced in letters written by Carrington to Fini (or rather what remains of a one-sided
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correspondence as, to date, Finiis letters have not been recovered).” These letters provide another point
of entry into Carringtonis life after Ernstis arrest.’ They affirm the strength of the bonds that existed
among the surrealists, male and female. They call for a reassessment of the significance and enabling
quality of female friendships for women artists in the surrealist circle. And they provide further evidence of
the emotional nurturing, and intellectual and creative exchange already known to have existed between
women from Jacqueline Lamba and Dora Maar, to Leonora Carrington and Remedios Varo.

As is well-known Fini, who met the surrealists and began exhibiting with them sporadically in
1935 when she contributed work to a group drawing show held at the Galerie des Quatre Chemins,
rejected Bretonis authority and refused to officially join the group. Her embrace of commercial activity as a
livelihood, and her decision to live within communities of friends and/or lovers (sometimes of both sexes)
in which she remained the emotional, intellectual and artistic centre (and to which she provided significant
financial support), rather than to identify with Bretonis autocratic and, reportedly, homophobic world, has
no doubt contributed to her subsequent marginalization in surrealist histories.

Fini and Carrington met sometime after the latteris arrival in Paris in 1937. By that date Fini and
Ernst, who had become acquainted in 1933 and who were, briefly, lovers, had settled into a close and
affectionate friendship that lasted for many years. It was Ernst who introduced Fini to the surrealist circleis
daily meetings at the Café de la Place Blanche, as he would Carrington four years later. He inscribed a
copy of Une Semaine de Bonté (1934), his first collage novel, to her with the words: iTo Leonor Fini. The
more | think of her, the more | forget the devil. Max Ernst.)’

(He [Ernst] was sympathique and very friendly toward me and | felt quite sensual towards him,b
she later reported to her biographer, tbut nevertheless in the end | remained indifferent because he was
always involved in four or five adventures with different women and so there was reason to keep my
distance.i® Nevertheless the friendship quickly expanded to include Carrington. A photograph taken in
Paris in 1952 when Carrington attended the opening of her exhibition at the Galerie Pierre shows the two
women posing as mirror images, while journalists reported on the phenomenon of fles deux Leonor
fisurréalisentod [Fig. 1].9 Asked years later about this period, both women spoke of the warmth and
admiration they had for each other. In an interview with the author in the early 1980s Carrington
commented: iShe was marvelous. You must tell her that even today | think of her often.i™ Fini,
interviewed at her summer home in St. Dyé-sur-Loire in 1982, observed with passion that in her view

Carrington, ithough never a surrealist ... was a true revolutionary!i**
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Fig.1: Photographer Unknown, iLes deux Leonor fisurréalisentdi (Leonor Fini and Leonora Carrington), black and
white photographs, Paris, 1952, (dimensions in centimetres) (Photo: Leonor Fini Archives, Paris).

Saint-Martin déArdéche
As apprehensions about impending war intensified in the summer of 1939, a growing exodus of Paris-
based surrealists began, and friends arrived at the house in Saint-Martin diArdeche. Fini, travelling with
her male companions, the writer André Pieyre de Mandiargues and the painter Federico Veneziani,
arrived and took up residence for some weeks. There they joined the American photographer Lee Miller
and the English painter Roland Penrose, along with visitors that included Peggy Guggenheim and Tristan
Tzara, among others. While at Saint-Martin, Fini produced a full-length portrait of Carrington. Although
subsequently destroyed, the paintingis evocation of a delicate and pensive Carrington offers an
interesting counterpoint to the steely and resolute figure of the painter that dominates the other painting of
Carrington that Fini executed the same year. That large multi-figure composition, titled La Chambre Noire,
or The Alcove: An Interior with Three Women, includes a portrait of the artist in addition to a monumental
full-length portrait of Carrington as a medievalized warrior/guardian.12

The idyllic summer ended, as idylls often do, in anger, regret and loss when the unexpected
arrival of Tzara sparked a bitter quarrel between Fini and Carrington that resulted in Finiis abrupt
departure. Before fleeing the house with Mandiargues and Veneziani, she attacked the unfinished portrait
of Carrington, scraping away its surface with a knife.* A subsequent furious letter elicited an anguished
response from Carrington and an intervention by Meret Oppenheim.14 Oppenheimis letter to Fini calmed

the waters and prompted a conciliatory letter that arrived in Saint-Martin diArdeche in September, around
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the time of Ernstis arrest and imprisonment. This letter led to a more intense exchange of letters in a
correspondence that had most likely begun the previous year.

While the letters do not change the facts of Ernstis imprisonment, Carringtonis subsequent
mental collapse and the gradual unravelling of the Saint-Martin idyll, they provide important new material
about Carringtonis creative life and her state of mind during the critical months after Ernstis arrest. They
point to the admiration of the younger artist for the already successful and independent Fini and reveal
the depth of the exchange between the two artists. They also register an independent creative
intelligence that enabled Carrington to internalize trauma, register its effects viscerally and, ultimately,
transmute its dynamics into art.

On 16 September 1939, writing from a café/hotel in the village of Largentiére, west of Saint-
Martin, where she had moved to be closer to Ernst, and using the familiar tu form of address that she had

rejected during the height of the quarrel, Carrington wrote:

Your letter was the first good thing to happen to me for a long time. | am deprived, tortured and

half-mad. ... Listen T | feel closest to you of all my friends. | suffered terribly from our quarrel.

Apart from the affection | have for you, | have missed all the magnificent things you do and say.
Acknowledging her great relief that the friendship has been salvaged and the diquarreld resolved,
Carrington turns to more immediate concerns. She confesses to feeling like an fold dotard,i to being able
to draw nothing but horses which have, she says, become an (obsession,i and to (feeling ill at the sight of
a piece of cake.{

Both the growing obsession with horses and the physical revulsion at the sight of food would
shape her psychic response to the trauma; they also build upon a familiar visual and literary iconography
of these years. Beyond all other images in her painting and writing at this time (and later), it is the horse
that emerges as the most powerful signifier of psychic energy and freedom. Carringtonis well-known 1938
self-portrait, The Inn of the Dawn Horse, includes both the nursery rocking horse that she has credited
with liberating her imagination as a child (here fixed to the wall above her) and a second, similar, horse
that runs free through the landscape outside the window.*® Many of her short stories, as well as the
novella Little Francis, also assign powerful psychic roles to horses. At the same time, the letters to Fini
anticipate the psychic and psychological pain she would later chronicle in Down Below (En Bas), the first-
person account of her flight from San Martin diArdeche and from Europe, published in New York in 1944,
and they reveal the mingling of fears of physical fragility and loss of substance with metaphors of
devouring, consumption and sacrifice.*®

(Already,b she continues, in a foreshadowing of the psychic and psychological pain that suffuses

Down Below,

I have noticed some signs of madness in myself. | eat alone on the terrace with five cats. At night
I walk from one side of this terrace to the other. | count the steps that | take (17) and believe that
someone follows me T truly T there is no one, but | cannot convince myself. If only | could see
Max this would be less terrible.
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Perhaps the most remarkable feature of the letter, given the circumstances and Carringtonis evident
emotional distress, is that it reveals her determination to transform her grief and loss into art. She reports
that she has begun a short story (or perhaps has returned to an earlier story) whose main characters are
based on Fini and Mandiargues. The ruined chateau that lies at the heart of this tale, as well as many of
its other images, resonate with the apocalyptic forebodings that have begun to obsess Carrington, as well
as with the gothic element in works of Lewis Carroll, Hans Christian Andersen and M. R. James that she
reports reading at the time, along with Baudelaire, Lautréamont and Nerval. The increasingly dark images
that shape her perceptions of the world around her after Ernstis arrest also colour her psychic response
to the local inhabitants of the region and to the instability of her personal situation: a foreigner and a
young woman living along in the French countryside amid conservative and often suspicious villagers,
some of whom had not bothered to hide their disapproval of the coupleis casual social attitudes.’ After

communicating her épanici to Fini, she returned to the story:

I have written a story (in English) with you in it. | had intended to translate it and send it to
you, but all these things prevent me from continuing. You had a chateau in a city of ruins and
André was there. He bewitched some chickens and some butterflies and we made dinner out of
chickens that fell from the ceiling in flames and were hung from a tree made of foie gras, and
other dishes with chickens playing a cake disguised as a piano and surrounded by small birds
mummified in the positions of dancers. And you caught a chicken in the air with your mouth and
threw it. ... You had the head of a cat and hands covered with fur. ... Now | can't continue, the
idea of these chickens turns my stomach. ... | am fatally sad.

The letter ends with observations on the town and on her earlier grief at Finiis destruction of the painting

of her. She concludes:

This [Largentiére] is rather a nice little town. | have nothing to do except take walks and you know

how | detest walks. | talk to the cats which are nervous and won't let me touch them. | am relieved

that, in destroying this painting [the portrait of Carrington], you have not wanted to destroy me. ... |
was afraid of dying after this T more now. | also had much grief from seeing this destruction. Write
me, Leonor. | embrace you and | do not know how to say how happy | am to have your letter.

The istoryl to which Carrington refers probably originated in the period before Ernstis arrest, a
period in which her short stories reveal a growing reliance on psychological displacement. Disquieting,
often sinister meanings are projected onto mundane objects, or recontextualized within expressions of
culinary excess, gluttony, wicked satire and human/animal substitutions that dominate both Carringtonis
early paintings and stories, and accounts of life at Saint-Martin during the summer of 1939. They begin
with the first paintings Carrington exhibited with the surrealists in the Paris and Amsterdam exhibitions
and include The Horses of Lord Candlestick and The Meal of Lord Candlestick (both 1938). In the former
four wild-eyed horses, their manes and tails erect as if electrified, appear to throw off gravity and the laws
of nature as they recoil, rear and, in one case, leap into the branches of a nearby tree as a volcano erupts
in the distance, emitting a plume of ash that echoes in the lifted tail of the steel grey horse. In contrast, in

The Meal of Lord Candlestick, as Susan Aberth observes, the artist
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presents us with an unholy cannibalsi banquet in lieu of the Eucharist; this is Carrington at her

most blasphemous and satiric. A group of grotesque female characters, spectre-like in their

whiteness and possessing heads both phallic and horse-like, are seated above a table

overflowing with perverse and inventive dishes. Although presented on elaborate platters, the

food is more alive than dead: a pink flamingo sports a barrister's wig, a pony wears a wreath of

flowers, a duck skeleton sits upright and alert, and a reclining boar spouts vines from his anus.

This is the hallucinatory realm of Hieronymus Bosch, with all the internal logic of a nightmare.®

In an undated letter written from Largentiére, Carrington reports that she has been re-reading
Baudelaireis Les Fleurs du mal, and she observes that these poems make her think of paintings: (It
reminds me somehow of the atmosphere of the works ... the atmosphere of solitude and danger that
surrounds inanimate objects.i She goes on to say that she has a great urge to (see these works again,b
and notes, il am starved to see something of this.i Although Carrington does not specify which work, or
works, had inspired this meditation, she does conclude by saying: il pray you, tell me if you make some
works.b

Her interest in the question of the relationship between literary and pictorial mood is reinforced
when, writing on 5 October from Largentiére, Carrington inquires if Fini has received the letter with the
Baudelaire poem. She also notes that in the interim she has returned to the house at Saint-Martin
diArdéche, to take care of the cats and to look for the original manuscript of her story (the one with you
and André in it).i Ernst is now working in the office of the captain, she tells Fini, accompanying this
information with a drawing of a hand in the familiar pose of the mal occhio or malediction. She expresses
dismay that he has been assigned the job of making up file folders for the captain, a task that she refers
to as tunnecessary,i but ta way of getting out of the shit.i Although feeling fill and sick to my stomach,i she
is clearly relieved by the prospect of seeing Ernst for ten minutes the next day. Returning to the subject of
the story, Carrington continues that she intends (to keep on with it and translate it afterwards [into
French] for Fini. For the moment, she will provide some passages in order to convey an idea of it. It is
particularly important, she emphasizes, that Fini understand that the story is set in a strange town of rose-

coloured ruins:

| am there with my two horses, and | notice a flock of butterflies which are all headed in the same
direction T | follow them and arrive at a fountain where André, happy and covered with butterflies
is seated. Walking on | come to a ruined chateau full of cats. | meet you and we look at each
other in a mirror. You have a lynxis head and | a horseis head. We are very contented and we
follow a passage that leads to the kitchen.

André is seated in the middle of a vast room surrounded by chickens, some of them already
plucked and walking about shocked and awkward in their nudity. Others are seated on his knees
and shoulders. You say; iThe chickens are dedicating themselves to André, despite the fact that it
pleases him to cut their throats with scissors.i André wearing a dreamy smile, cuts off the head of
the closest one. She jumps toward me, covering my sweater with blood. This horrible and
headless chicken persists in following me. And there are dishes that André has made: a plump
fowl congealed into a danceris pose in a purée of duck liver, cream and plover eggs. Its meat is
completely covered with a glaze of foie gras and cherry preserves. His stomach is full of Halva
and chestnut ice cream ... and the plate is decorated with canaries in the poses of dancers.
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The culinary excess continues but, as Carrington notes (it is necessary that | translate it slowly.i The
accumulation of references T from a city of ruins and a rose-coloured chateau full of cats, to André seated
in a room surrounded by chickens, and to Fini wearing the head of a cat (or a lynx) and hands covered
with fur T recalls Finiis imposing and theatrical diptych D'Un jour a l'autre (c. 1938). Whether Carrington
had actually seen the painting, either in Paris before the war or later, remains unclear, as does the exact
date of its execution.

Finits DiUn jour a ltautre | & Il [Figs 2-3] depicts the interior courtyard and pool of a deserted
classical villa in two panels. Flowers, feathers, eggshells and fish bones float on the surface of the water

in the first panel. In the second, the pond is filled with (mostly) female figures in somnolent poses.

Fig. 2: Leonor Fini, DiUn jour a lfautre, panel |, c. 1938, oil on canvas, each panel 73 x 54 cm (Photo: Weinstein
Gallery/Leonor Fini Archives, Paris).
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Fig. 3: Leonor Fini, DiUn jour a lfautre, panel I, c. 1938, oil on canvas (Photo Weinstein Gallery/Leonor Fini Archives,
Paris).

While not dportraitst in any true sense, these figures include windblown females with dishevelled hair and
torn clothing that represent Finiis female avatars of the late 1930s. To the left of the steps, a dark-haired
woman in a long gown twists her body and stares into the distance as another woman reaches up from
behind to embrace her. To the left, chickens peck at a seated young man who is bound to a chair; on the
opposite side of the pool a woman, her hands covered with fur, peers out from beneath a lynx skin. So
closely do the pictorial iconography and the images of Carringtonis fstoryl about Fini and de Mandiarques
parallel one another, that it is impossible not to see a connection, even though imposing readings across
media, as we know, often reveals more about the spectator than the artist.

Finiis biographer Peter Webb has stated that the artist told him in conversation that (the villa had
been ruined by the cruel cataclysm of war,i a remark that appears to link the painting firmly to this period,
but that may also call into question the 1938 date as that year was still a period of some optimism in
France about the possibility that a (cataclysmi might be avoided.™ Although Webb concludes that ithe
most prominent woman is clearly Leonor herself,i to this viewer the standing female figure in the water is

not clearly identifiable as a specific likeness of either Fini or Carrington. One might argue that it shares
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features with representations of both from these years. This can be seen in Finiis many self-images from
the late 1930s (for example, the reclining woman in the striped skirt in Figures on a Terrace [1938]) [Fig.
4], and in photographs taken of Carrington at Saint-Martin diArdeche during the summer of 1939,
including Lee Milleris Leonora Carrington (1939) [Fig. 5]. Taken in the farmhousetis kitchen, Milleris

photograph captures a characteristic Carrington gesture in which she turns her body away from the
camera and appears alert to something in the distance.

— o —
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Fig. 4: Leonor Fini, Composition with figures on a terrace, 1939, oil on canvas, 99 x 79 cm., Edward James
Foundation, West Sussex (Photo: Leonor Fini Archives, Paris).
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Fig. 5: Lee Miller, Leonora Carrington at Saint-Martin diArdéche, 1939, black and white photograph (Photo Lee Miller
Archives, England 2011).

While questions remain as to the paintingés history during this critical period (it might, for example, have
left Paris with Fini in 1939), what is clear is that Finils painting and Carringtonis (storyi are deeply
intertwined in the imaginations of both artists, and that they lie at the heart of a friendship of signal
importance to both women during these difficult years. That Carrington and Fini exchanged clothing and
occasionally posed themselves as twinned images can be seen, both in photographs from Saint-Martin
and in others taken after the war [Fig. 6 and Fig. 1]. While the precise dating of the Fini painting remains
to be determined, its place within, and its importance to, the relationship between both women remains

indisputable.

Fig. 6: Photographer Unknown, Leonora Carrington and Leonor Fini with two English friends at Saint-Martin
diArdéche, 1939, black and white photograph (Photo courtesy Sir Philip Powell).
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Finiis letter was accompanied by a gift, a rose-coloured knit sweater that greatly lifted
Carringtonis spirits, and, echoing Carringtonis earlier insistence on the chateauis rose-colored ruins,i
quickly found its way into her writing. it [the sweater] is of immense beauty T living animal and
marvelously rose-colored,i she wrote on 7 October, and, as a result of this gift, she has tadded a pink
goat with a fleecy pelt like this knitting to my story. | include it and my caresses inside. | thank you for this
gift.b

The story included by Carrington, or more accurately, the excerpt of a story, tells of the arrival of
a flock of peacocks on a terrace (Carrington and Ernst kept peacocks at Saint-Martin). In their wings they
carry a rose-coloured goat that emits cries of terror. The goat is presented to Salonique who demands the
loan of its rose pelt in order to receive Satan. The peacocks are instructed to remove the goatis pelt and
the sacrificial goat is stripped of its beautiful coat by pulling on its tongue in order to draw out the innards
and separate them from the pelt. This somewhat diabolical act not only leaves the goat idressedi only in
its bones and flesh, it represents the animalis silencing and, ultimately, its death as the goat executes a
lewd dance and falls dead in front of the preening Salonique, now fsplendid in the goatis rose-colored fur.
Salonique advances, ordering the peacocks to comb his mane and declaring to all that iNo one has loved
like me.j

Speaking to the tbird-chimeras{ that are present, Salonique lauds the power over Satan that the
rose-pelt bestows on him, but also calls on the birds to weep because the pelt is torn apart inside. The
excerpt concludes with a ideath song,i but Finiis gift continues to reverberate in Carringtonis subsequent
letters. Three days later, writing from LiArgentiére on 10 October, she reports her delight in receiving a
letter from Fini that contains information about paintings. il think often about these works while wearing
the rose-colored fur,i she confides. Clearly uplifted by Finils generosity, she reports that she has been
working and has seen Ernst, twho found my knit sweater T rose T fur T very beautiful.i Forwarding Ernstis
affection to Fini, she says that he appears gaunt and although she brings food to him every day, he grows
thinner and thinner. ¢This torments me horribly,i she adds, éand | cry with impotent rage.

In the next paragraph, this rage is sublimated into a meal in which there is a dish made with a
very beautiful dead woman, who has the flesh of a chicken (de Bresse). Lying in some jam, halva and
preserved fruits, she is stuffed with goose and preserved white mice. The story ends in a very tragic way.{
The choice of a poulet de bresse in this context is surely not coincidental. Not only considered the
epitome of French breeding (in 1936 experts in France were called in to determine the purity of the breed
and to this day it is considered the ultimate both in breeding and in quality), its methods of slaughter are
carefully prescribed to retain the unblemished skin. They include stunning by hand, after which the
chicken is bled from the nose to the palate to hide the wound and eviscerated (the intestine may be
removed through the anal opening to insure that no incision mars the animalis pen‘ection).20 Considered
in this light, Carringtonis description of the method Salonique employs to ensure the capture of a perfect

rose pelt from the goat reads as a grotesque satire on Franceis preoccupation with its national bird.

)
@ Papers of Surrealism, Issue 9, Summer 2011 12



© Whitney Chadwick, 2011

Carrington relates her description of the woman with the flesh of a poulet de bresse (generally a
capon or male bird) to her current interest in reading Baudelaire and Lautréamont, the latter because this
disgust enrages me in a good way.l Her own idisgusti a month after Ernstis arrest is amplified in her
Swiftian observations about the people she meets on the cafe terrace at Largentiére. In the letter of 10
October she also reports: il feel very lost when | leave my room and see the putrefying pork-like faces of

these people.i Later in the same letter, she alludes to the imonstrous life she is leadingi:

| am becoming very distracted and believe myself back in the convent, when | carry things to Max
to eat, the guards squash the tomatoes and cheese and make incisions in the sausage in order to
see if there are not some letters inside! | laugh with rage. | speak to no one and | am filled with
contempt for people. This life is unendurable. If only | could speak for an hour, if | were able to
name the pigs and say what | think of people, if | could [indecipherable word] on people for their
folly and their pestilential and foul mediocrity. ... While waiting | eat plates of bile, thickened and
greenish like vomit. | am sickened and | have a permanent diarrhea as if my body is not able to
contain all my disgust.

On 11 October she added a brief postscript reporting her exhaustion: (Oh Leonor. Truly if rage could Kill
these monstrosities of people. They believe in the hotel that | am mad because this morning | kicked the
table and chairs while breaking an ashtray and a bottle and crying fiShit!o 6l will burn with rage until my
destruction is complete,i she continues, tbhut NEVER NEVER will | become passive or docile. Leonor, you
are like me and | embrace you still more with admiration and affection.j

As the weeks dragged on, Carringtonis desperation grew. In November Ernst was transferred to a
larger camp at Les Milles near Aix-en-Provence. By this time, the weather had grown cold and Carrington
reports that her bones hurt and that, unable to decide what to do next, she has taken to climbing the hill to
the prison despite the fact that except for a few guards it is deserted. She has no feelings except hunger,
she says, and is sending packages to Ernst. il love you enormously,i she tells Fini, iwith tenderness and
admiration. | am happy writing you. But this is a very empty letter. | would like to have some energy ... but
| long to fall from the earth and to be licked by a beautiful pure horse ... to abandon myself completely ...
perhaps even to die but without turmoil.i The letter ends with a request that Fini write to Ernst at Les
Milles.

Saint-Martin ddArdéche, Once More

Ernstis release and return to Saint-Martin diArdeche at Christmas provided a welcome, if temporary,
return to normality. By January 1940, when the correspondence resumes, Carringtonis letters indicate
that she and Ernst have re-established the previous yearis domestic rhythms. Even so, food remains a
constant preoccupation, almost an obsession, as she struggles to maintain her equilibrium. On 30
January she wrote to Fini reporting that (Georges) Hugnet has written a trather stupidi review of her book

of short stories, La Dame Ovale (published in 1939), that gives her fa feeling of hunger and miseryl and
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that she is rereading M. R. Jamesis ghost stories. She has also made a igood dishi out of rice, chopped
onion, black olives, two beaten eggs, black pepper and canned tuna cooked in the oven and finished with
a sauce made from tomatoes, small whole onions, olives and cream. In conclusion she notes that her
mother thas written and sent good things to eat (creamed mushrooms, peas, cake, etc.) and a completely
rotten pheasant (it was a voyage of two months).{

In early 1940 Fini travelled to Paris from Arcachon, where she and her companions had taken
refuge. On 7 March Carrington noted that she was pleased to have received Finiis letter and that, in
addition to having begun a new story about some (pederasts who eat chickens marinated live in honey
[and are] then killed by suffocating them in boiling patchouli vapors,i she had recently cooked some very
good things, including an texquisited cake, a Bakewell Tart based on an old English recipe. Carringtonis
directions include making a pate brisée based on the one Leonoris mother had taught the two friends in

Paris:

During this period [i.e. the baking of the pastry] mix one handful of butter and a handful of sugar
into a paste. Then add one and a half handfuls of almonds, roasted and chopped (rather fine) and
one beaten egg. Take the pate brisée out of the oven and cover it with a thick layer of raspberry
jam. On top of this put the almond mix, etc. and put it in the oven (at a very low temperature). It
will be cooked when you see that it is slightly risen and golden. Make this tart, | pray you; truly it is
very good.
Later she takes up the theme of cooking again: il very much like your painting with the fish,i she writes,
and tyes, | would also love to see you; we would be able to make some dishes better than those last
summer because there is an oven now and the stove is installed. | like this cooking very much and |
become like one possessed at five o'clock in the afternoon when | am preparing the dishes.i The actual
cooking (always inventive) that takes place in the Saint-Martin kitchen, the fictional cooking that nourishes
the deep vein of satire and black humour that suffuses the stories written around this time at Saint-Martin
diArdéche, and the roles of food and nurture in shaping Carringtonis response to the traumatic events of
these years, mingle in her letters to Fini and in stories that, as Marina Warner observes, foreshadow the
more acute breakdown Leonora suffered in 1940./*

One of these tales is the short story iMonsieur Cyril de Guindrei, the tale of a beautiful elderly
man with the face of an talbino orchidi who lives in an isolated country house. It is one of several written
at Saint-Martin diArdéche between 1937 and 1940 that include themes and images which also appear in
the letters exchanged with Fini during those years (the others are the novella iLittle Francisi and the story
(Pigeon Volef). All of these stories point toward Carringtonis elaborate fictionalizing of gender and sexual
ambiguity within contexts of savage satire and gluttonous spectacle.?

iMonsieur Cyril de Guindred encapsulates the mingling of the Gothic grotesque and the surrealist
uncanny that saturates the work of authors beloved by Carrington and recommended by her to Fini during
these years, in particular James, Swift, Baudelaire and Lautréamont. In it she returns to the obsessive
preoccupation with youth and old age, desire and sexual ambiguity, that also pervades (Little Francisi and

{Pigeon Volei Cyril is, despite his age, tvery beautifuli as he reclines on an iice blue couch.i Among the
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darkest of Carringtonis stories from this period, its themes include incest, madness, the Catholic Church,
homosexuality, lechery and gluttony. When Cyrilis friend Thibaut, a young man as precious in dress and
behaviour as Cyril, who possesses igolden skin like the corpse of a child preserved in an old and
excellent liquori and twearing an elegant dressing gown the [rosy] color of trout flesh,i arrives at the house
for tea, he demands to know why the garden is tinfested with nymphs.f

The nymph in question turns out to be Cyrilis daughter, the product of a loveless twenty-year
marriage during which his wife was committed to a sanatorium and his daughter placed in a convent,
where she became a particular favourite of a lecherous visiting Abbot well-known to Cyril. Cyrilis
response to his wifeis pregnancy included a fantasy in which he imagined ithat | had sexual relations with
a mermaid who was forever fondling me with her heavy limp tail, wetting my pink dressing gown.j

The mermaid has multiple points of intersection with the culture of Saint-Martin diArdéche in the
months before and after Ernstis arrest. The image surfaces in a letter Carrington wrote to Fini on 10
October 1939, and in which she refers to a inew story with a room in rose velour in which there is a very
luxurious bed, on which reposes a Siren who sleeps while making clumsy and limp movements of her fish
tail. The idea of a wet creature in a velour room pleases me.f

These elements reappear in Carringtonis Portrait of Max Ernst (c. 1940) in Ernstis rose-coloured
feathered cloak with its forked tail [Fig. 7]. And they resonate in the costuming and sexual ambiguity that
suffuses a casual snapshot taken in front of the house at Saint-Martin in the summer of 1939 [Fig. 6] that
shows Carrington holding hands with Fini and a young, unidentified, tfemaleb visitor. That figure and her
companion, identified by Webb as ftwo unknown women,i were in fact Joan Powell, a school friend of
Carringtonis and her teenage brother.”® The latter was icostumeds by Fini and Carrington for the
photograph and his floral summer frock and hat, the latter secured under his chin by a swath of white
netting, suggest a slightly tgagai Englishwoman tof a certain agei in search of roses to clip.?* Carringtonis
gaze rests not on the boy, but on Fini whose hand she also holds as the two women, dressed alike in
long skirts and old-fashioned lace blouses, gaze into each otheris eyes. A cascade of spun fibre envelops

Finiis body and falls to the ground like the manes of the wild horses Carrington painted, drew and wrote

about.
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Fig. 7: Leonora Carrington, Portrait of Max Ernst, 1940, oil on canvas (Photo: © 2011 Leonora Carrington/Artists
Rights Society (ARS), New York).

The snapshotis play with doubling, masquerade and transgendering, light-hearted as they are
here, continues themes that preoccupied the three artists at the time. Here the four ifemalef figures are
carefully posed in front of a sculpture of Ernstis Loplop, a private symbolic being that often assumed
hermaphroditic characteristics in the artistis personal mythology.? In another, related photograph Fini
plays actively with the white fibre, piling it over her head in a way that recalls Carringtonis Maremaid
(1938), a painted door panel for the interior of the house that depicts a voluptuous hybrid horse with a
womanis distorted features underneath a tangled mane of white hair and a mermaidis forked tail.”®
Carringtonis painting in turn echoes the theme of Ernstis sculpture Meermaid (1939) designed for the
exterior of the house. The painting, sculpture and photograph, linked iconographically and symbolically
here, have echoes in the Portrait of Max Ernst. And although the voluptuous feminizing of animal/human
hybrids that appears in Maremaid is not unknown in Carringtonis painting of these years, it is unusual,
and far more characteristic of Finiis hybrids, particularly her hybrid sphinxes with their large breasts, nude
female torsos and carefully modelled hindquarters and tails.”’

Returning to the story of (Monsieur Cyril de Guindre,0 we find Cyril calling for his servant
Dominigue and requesting that he lay out ithe angora gown ... and the popeis striped stockings,i both of
which direct attention to the striped stockings which Fini wears in Erwin Blumenfeldis 1938 photograph of

her and in Carringtonis portrait of Ernst. As Carringtonis story moves between horror and desire, a sinister
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manservant serves up a ritualistic meal filled with delicate dishes that include the now-familiar ipoulet de

bressel:

a plump fat chicken with stuffing made of brains and the livers of thrushes, truffles, crushed sweet
almonds, rose conserve with a few drops of some divine liquor. This chicken, which had been
marinated T plucked but alive T for three days, had in the end been suffocated in vapours of
boiling patchouli: its flesh was as creamy and tender as a fresh mushroom.?®

As they ate while listening to music played by a little boy dressed as an angel, Thibaut spoke of a suit he

intended to have made, a suit intended not for going out in, but for the boudoir:

The trousers are to be made of rosy beige fur, and very delicately striped in another color, like the

pants of a Persian cat. The shirt will be of a very pale green like the feathers of a dying kingfisher,

half-hidden by an acid-blue jacket, brilliant like the scales of a fish. What do you think of it?
The image of the trousers originates in a drawing of a long-haired wasp-waisted young woman wearing a
flat-brimmed Spanish hat and a pair of gaucho pants made from the striped fur of a catis hind legs that
Carrington included in a letter written to Fini written on 7 March from Saint-Martin. {You don't believe that
a pair of fipantaloonst made exactly like the legs of a cat could be beautiful T? she asks: iThis would be
possible to do with a soft fur with long hair and tiger stripes. | think about this when | look at the backside
of the cats.i She concludes with texpressions of friendship to André and Federico from Max and |
embrace you.j

Here again the juxtapositions of cats, mermaids, fish and feathers recall Ernstis sculpture, Finiis
paintings and Carringtonis writings, but they also introduce the dark, foreboding atmosphere that Rachel

Carroll evokes in her article on spectacle and savagery in Carringtonis fiction:

In pursuit of the apparent emptiness of femininity Carringtonis narratives discover a double

savagery: the literal and symbolic sacrifice of the feminine at the heart of patriarchy and  the

aggression of the feral womantis revenge, which places a voracious orality at the vacant center of

femininity.29
iMonsieur Cyril de Guindrei, like (Little Francisi and éPigeon Volel, focuses on intense and passionate
relationships that slide toward incest, transsexuality and bestiality. Half asleep Cyril finds himself
fcompelled, quite against his will, to taste [his daughteris] lips.i Opening his mouth and moving toward
her, he meets laughter and evasion as he itrembles with horror and desire.t When the abbot arrives, he
has fa hand long and thin like a womanis and like the cast skin of a snakel while Cyrilis daughter
Panthilde, dressed in a convent uniform, has lips that are tblack and gleaming like the back of a beetle.t

In iMonsieur Cyril de Guindrei Carrington creates an ambivalent construction of both femininity
and masculinity in which the margins of the feminine expand into the spaces of a wilderness in which
domestic rituals like cooking fail to produce a symbolic order; where appetites of various forms threaten
not just social order, but also corporeal, sexual and psychic boundaries. Carringtonis awareness of this
shifting territory, and her ability to give it symbolic form, owes much both to the tranquillity of the first year

at Saint-Martin diArdeche with Ernst and to the artistic and psychological nurture provided by her
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relationship with Fini. Carringtonis dream of once again cooking with Fini in the kitchen at Saint-Martin
diArdeche would not be realized. The second interlude at Saint-Martin ended when Ernst, denounced by
a fellow detainee, was rearrested and taken to Loriol in the Department of Drdme, then returned to Les
Milles. He would escape twice, but upon his return to Saint-Martin he would find the house abandoned

and Carrington gone.

' | want to thank the many people who have contributed to this essay by making new material on
Carrington and Ernst available, and/or by providing advice and assistance on the text. Special thanks to
Georgiana Colville, Richard Overstreet, Natasha Staller, David Lomas, Jonathan Katz, Dolores Hayden,
Susan Rubin Suleiman, Nancy Cott, Aube Elléouét, Elisa Bourdonnay, and Tirza True Latimer. This
essay is part of a longer study of the importance of female to female friendships among the women
associated with the surrealists. Susan Rubin Suleimanis perceptive article iThe Bird Superior Meets the
Bride of the Wind: Leonora Carrington and Max Ernsti was first published in Significant Others: Creativity
and Intimate Partnership, eds Whitney Chadwick and Isabelle de Courtivron, Thames and Hudson,
London and New York, 1993, 93-117.

% For more comprehensive chronologies of this period, see Solomon Grimberg, Leonora Carrington: What
She Might Be, exh. cat., The Dallas Museum of Art, Dallas, TX, 2008: Juliet Roche, Max et Leonora: Récit
d'un investigation, Le Temps qu'il fait, Cognac, 1997: Silvana Schmid, Loplops Geheimnis: Max Ernst und
Leonora Carrington in STdfrankreich, Anabas-Verlag GTnter K2mpf Gmbtt & Co. KG, Frankfurt-am-Main,
2002. On the subject of Carrington, Fini and animal images, see Georgiana M. M. Colville, iBeauty and/ls
the Beast: Animal Symbology in the Work of Leonora Carrington, Remedios Varo and Leonor Fini,{ in
Surrealism and Women, eds Mary Ann Caws, Rudolf Kuenzli, and Gwen Raaberg, The MIT Press,
Cambridge and London, 1991, 159-181.

® Interview with Leonora Carrington, New York, 1983.

* Max Ernst letter to Leonor Fini, Lisbon, 8 May; ficoll.privée/Musée des Lettres et Manuscrits, Paris.

® Unless otherwise indicated, all direct quotations from letters are from a private collection;
ficoll.priv@e/Mus®e des Lettres et Manuscrits, Paris.o

® See, for example, Surreal Friends: Leonora Carrington, Remedios Varo and Kati Horna, exh. cat.,
Pallant House Gallery, Chichester, West Sussex, and Farnham, Surrey, Lund Humphries, 2010. Finiis
dislike of Breton and her refusal to officially join the surrealist movement, even though she participated in
surrealist group exhibitions beginning in the early 1930s, have clearly impacted her subsequent
marginalization in histories of the movement. Nevertheless, as an indefatigable correspondent, her
archive has proved a critical source for valuable documentation of this period. | am grateful to Richard
Overstreet, Director of the Leonor Fini Archives in Paris, for his assistance in tracing this aspect of the
history.

" Peter Webb, Sphinx: The Art and Life of Leonor Fini, The Vendome Press, New York, 2009, 33-34.
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® Ibid., 34.
® The newspaper source is unknown.

1% |Interview with the author, New York, 1983; Webb, citing Finiis use of Carringtonis title La Dame Ovale
for a painting of 1956 as evidence of the two artistsi continuing friendship, relates that in 2002, Carrington
told him that éshe had always thought of Leonor as a very good friend whom she loved, and had been
strongly impressed by her beauty and intelligence from their very first meeting in the 1930s,i Webb,
Sphinx, 196.

™ Interview with the author, St. Dyé-sur-Loire, 1982.

'2 These paintings are the subject of a forthcoming article titled diAdieu mes amis:é Leonora Carrington,
Max Ernst and Leonor Fini at Saint-Martin d'Ardéche,i to be published by Manchester University Press.

3 The details of this quarrel are elaborated by Webb in his biography of Fini; Sphinx, 80-84.

! The letter is cited in translation by Webb, Sphinx, 81. The correspondence, now in a private archive in
Paris, was consulted there by the author.

15 Carrington brought the unfinished painting with her from London and finished it in the rue Jacob studio,
using as a model a rocking horse discovered in a Paris flea market. Although in many ways the painting
responds to Ernstis influence on her life at this time, an influence that dates to her motheris gift to her of a
copy of Herbert Read's Surrealism with its reproduction of Ernstis Two Children Menaced by a
Nightingale, it was also during this period that Carrington and Fini became acquainted. Carringtonis
identification of the feminine with the image of the horse and its mythological powers also resonates in
Fini paintings like Europa (1942), a painting that contains an image of the artist, bare-breasted and
wearing a red cloak being carried through choppy seas on the back of bull as her paintings float alongside
nearby. The painting also relates to Finiis 1933 design for a floor mosaic on the subject of The Charge of
the Amazons in which a group of muscular women mounted on war horses prevail over male warriors,
one of whom lies prone beneath the horses; the image is reproduced in Webb, Sphinx, 33. | want to thank
Richard Overstreet for pointing out the interesting parallels and intersections between Carrington and
Finits mythological identifications of women and horses.

16 Originally written in English and the text lost, iDown Belowi was dictated in French to Jeanne Megnen
in 1943, and published in VVV, No. 4, February 1944, in a translation from the French by Victor Llona.
See Marina Warner, fintroductioni to The House of Fear, Notes from Down Below, in Leonora Carrington,
The House of Fear, Notes from Down Below, E.P. Dutton, New York, 1988.

7 see, for example, Roche, Max et Leonora, 74-76.

'® Susan Aberth, Leonora Carrington: Surrealism, Alchemy and Art, Ashgate, Aldershot, 2004, 41.

! The 1938 date is also earlier than the date that appears in Gérald Messadiéis monograph on Fini
published in Milan in 1951, but the accuracy of Messadié's dating cannot be established at this time.

% See, for example, http://www.pouletbresse.com/site/ (accessed 6 February 2011).
' Marina Warner, filntroductiond to The House of Fear, 8.
2 {Monsieur Cyril de Guindrei was first edited and published by Jacqueline Chénieux, in Pigeon vole

contes retrouvés, Le Temps quiil fait, Cognac, 1986, 23-32. An English version, translated by Katherine
Talbot, was published in Leonora Carrington: The Seventh Horse and Other Tales, Virago Press, London,
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1988. See also Rachel Carroll, iSomething to See: Spectacle and Savagery in Leonora Carringtonis
Fiction,i Critique: Studies in Contemporary Fiction, Vol. 39, No. 2, 1998, 154-166, and Sonia Assa,
fiGardens of Delight or, Whatis Cookind? Leonora Carrington in the Kitchen,i Studies in Twentieth-
Century Fiction, Vol 15, No 2, 1991, 213-237.

% Webb, Sphinx, 84.

* See my Women Artists and the Surrealist Movement, Little, Brown and Company, Boston, 1985, 82;
the snapshot was loaned to the author by Joan and Philip Powell.

% Werner Spies, Max Ernst - Loplop: The Artist's Other Self, Thames and Hudson Ltd., London, 1983, 88-
100, and passim.

%% Reproduced in Leonora Carrington: What She Might Be, The Dallas Museum of Art, Dallas, 2008, 30.

2T A similar overtly sexualized and disturbing treatment of female/animal hybrids can be seen in
Carrington's paintings Down Below and Villa Pilar (both 1941), which allude to the tortures, terrors and
other indignities she suffered when institutionalized in Spain.

2 Carrington, iMonsieur Cyril de Guindre,i in Leonora Carrington: The Seventh Horse and Other Tales,
39.

¥ Rachel Carroll, fiSomething to See:0 Spectacle and Savagery in Leonora Carringtonis Fiction,§
154.

Whitney Chadwick is the author of Women Artists and the Surrealist Movement, the first full-length study
in English of the women artists associated with surrealism (1985) and has written extensively on
surrealism, gender and contemporary art. Her other works on surrealism include Myth in Surrealist
Painting, 1929-1939: Dali, Ernst, Masson (1980) and Leonora Carrington: La Realidad de lilmaginacion
(1994). She was also the co-curator and editor of the exhibition and book Mirror Images: Women,
Surrealism, and Self-Representation, organized by the List Visual Art Center at the Massachusetts
Institute of Technology (1995). Her exhibition catalogue work on contemporary artists includes essays on
the work of Mona Hatoum, Nalini Malani, Leonora Carrington, Maria Elena Gonzales, Philip Curtis and
Lee Miller, among others. She is also known for her book Women, Art, and Society, published by Thames
and Hudson and widely translated.
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The Fascination of Filiger: From Jarry to Breton

Jill Fell

Abstract

In 1948 André Breton discovered the work of Charles Filiger through a long article by Alfred Jarry
written in 1894 in praise of this reclusive artist. Bretonis subsequent fascination with Filigeris work
may however have been based on the false assumption of Jarryls continued admiration. Filigeris
naive, mediaeval style and religious subject matter matched that of the magazine LiYmagier,
launched by Jarry and the critic Remy de Gourmont. In admiring Jarryis choice of Filiger for the only
long article that he wrote on a single artist, Breton failed to realize that Gourmont was probably the
prime mover in the affair. He did not notice that Jarry lost interest in Filiger after breaking with
Gourmont. Breton also failed to appreciate that many of the Filigers that he himself collected were of
a geometric style, different from the earlier religious paintings praised by Jarry. Despite reproducing
Filigeris paintings in later texts, such as LiArt Magique, Breton admitted his inability to explain his
attraction to them. His inclusion of Filigeris name with only suspension marks after it in a dossier
devoted to mediumistic painters is the most potent sign of his hesitation in assessing this strange
artist with whose paintings he surrounded his bed.

Early in his career, the Alsace-born artist Charles Filiger (1863-1928), and Maurice Denis (1870-
1943), were described by the young critic G.-Albert Aurier as representing a pure and sincere strain of
mysticism and as being heirs to the illuminators of the thirteenth century. In his important article iLes
Symbolistesi of 1892, Aurier reproduced a religious woodcut of Denisis side by side with Filigeris
Sainte en priére." Denis went on to become the theoretician for the Nabi painters and today has a
museum named after him. After a brief period of fame alongside Gauguin in the 1890s, Filiger, on the
other hand, vanished from public view until rediscovered by André Breton through a little known article
by Alfred Jarry.

Precise information about Filigeris life and work has only recently begun to crystallize. Even
the spelling of his name is in doubt. At first he signed his paintings with two dlis, Filliger, but later with
only one. The son of a wallpaper manufacturer, Filiger was born in Thann, near the German and
Swiss borders, some forty to fifty miles south east of Epinal. He lived his last forty years in Brittany
and died there, impoverished, at the age of sixty-five in 1928. He had no home of his own and relied
on local families to take him in, moving from place to place. Subject to frightening hallucinations, he
spent several spells in mental institutions and was long thought to have committed suicide. In fact he
died in great pain after a failed operation at the civil hospital in Brest.’

Despite the very favourable notices of his mystical paintings in the 1890s, Filigeris
subsequent isolation in Brittany and secretiveness about his work led him to be forgotten by the
critics, who had no reason to believe that he was still painting, or even alive. His formative spell in
Paris [Fig. 1], when he attended the Académie Colarossi, had the opportunity to visit the museums
and exhibitions, and may also have joined occultist circles, was compressed, at the very most, into

the years 1886-89. Henceforward he would always carry reproductions of Giotto and Cimabué, the
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artists whose paintings had most influenced him, among his meagre possessions, but would never

again visit the originals or the other Louvre masterpieces in person.

.

4 S

Fig. 1: Filiger in his Paris studio, c. 1888, (Photo Routhier, Studio Lourmel and Musée Départemental Maurice
Denis).

Filigeris strange paintings, currently very sought-after, might have sunk into oblivion had Breton not
identified the painter as the discovery of Alfred Jarry, one of the writers he most admired, and then
proceeded to single Filiger out as the most interesting of the Pont-Aven group.3 Bretonis pursuit of the
painteris work became a private quest, lasting over ten years, yet his written allusions to it are
extraordinarily sparse. Breton was following in the steps of the writer Charles Chassé, whose work on
the Pont-Aven group he had read.” Chassé had made many unsuccessful attempts to interview Filiger
in the 1920s and had to rely on second hand information. During the last thirty years of his life Filiger
painted for himself, ceasing to send pictures to the Paris exhibitions and hiding his paintings from the
potential representatives of the predatory dealers he imagined were after them. Many of his surviving
paintings remained in Brittany in the hands of the families who had looked after him. Breton set

himself the task of finding them.
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Thanks to Bretonis perseverance, many of Filigeris paintings have now come into the public
domain. Although his painting career began within the Symbolist milieu and he tends to be associated
with the Pont-Aven group, his later work, the intricate and repetitive paintings he called Chromatic
Notations, and whose dating is problematic, is now as likely to be analysed in relation to Outsider art
as to either Symbolist or surrealist.’ By virtue of the spiritual, even mediumistic quality of his art,
Filiger has been set alongside Georges Rouault and Yves Klein as one of the most profoundly
mystical painters of the twentieth century.®

Bretonis sudden and late interest in Filiger resulted from his reading of the eight volumes of
Alfred Jarryis T uvres compl tes, published in 1948.” In volume seven he encountered Jarryis article
titled ¢Filiger,i originally published in the Mercure de France in October 1894, the only long article that
Jarry devoted to any artist.® Breton already regarded Jarry as one of the torchbearers for surrealism.
He placed absolute faith in his critical judgement. On the basis of his article, Breton began to look for
Filigeris work and marked him out in turn as one of the beacons on the road to surrealism. Jarryis
support for Filiger had been peculiarly short-lived, however. My argument in this article is that his
apparent admiration for Filiger in 1894 had been an attempt to please the writer and critic Remy de
Gourmont, who was already supporting Filiger and was also helping to advance Jarryis own career at
the time. After 1895, when Jarry quarrelled with Gourmont, there is no further record of Filigeris name
in the index of Jarryis works. If Jarry had harboured a continuing admiration for Filigeris work, he
would surely have included him in his dcelui qui é § (ithe one who é §) list, published in the first
Almanach diUbu in 1899. The list includes 135 writers, artists and actors of Jarryls immediate
acquaintance, whom he respected enough to anoint with a Homeric nickname (for example Toulouse-
Lautrec, best known for his posters, became icelui qui affichel [ithe one who postsi] and Henri
Rousseau, icelui qui douanaiti [ithe one who used to be a customs officerﬁ]).g The absence of Filigeris
name from this long list is particularly telling.

As far as Breton was concerned, however, Jarryis 1894 article on Filiger was enough to
persuade him of the artistis absolute worth. After discovering it, he assigned Jarry the prophetic role
of finitiator and enlightener,i pointing the way ahead for the plastic arts.™® Breton placed Jarry and
Filiger among the few who had shone a light on a hidden road, uncovered by surrealism, but too long
obscured by such movements as Impressionism, Fauvism and Cubism, focusing as they did on
external appearances. His préface-manifeste (preface-manifesto) to Mira Jacobis exhibition of
Symbolist drawings at the Bateau-Lavoir in 1958 declares that the exhibition could do no more than
aim, as he puts it, ito ficatch the essenced of [the artistsi] thought entirely bent towards their interior life
é 0" Later published as the article iDu Symbolismei it carries three reproductions of Filigeris paintings
from his own collection.'” Breton pronounced Filigeris work to be the most outstanding to have
emerged from Pont-Aven but, apart from likening him to the mediseval illuminators, as Aurier had
done, he was unable to find a precise visual equivalent to the artistis combination of the sensual and
the mystical. In LiArt Magique he suggested that Filigeris work could be regarded as the plastic
equivalent of Germain Nouveauis Po mes diHumilis, crediting him with irediscovering in the moorland
flowers and weather-beaten griffons of the Armorican churches the fiextreme farawayd of a religion so

nearly extinct that it had turned back into witchcraft.i*® This is his most detailed pronouncement on the
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painter. His few references to him outside the context of Jarryis article belie the considerable number
of paintings he persevered in accumulating.

Breton not only collected Filigeris paintings but hung them by his bed, believing them to
emanate a talismanic power, no doubt relating to the ancient magical source into which he thought
Filiger had tapped.** In total, he eventually acquired twenty-six gouaches, in addition to a watercolour
and a sketchbook. He found the spiritual quality of Filigeris paintings difficult to put into words. He was
fascinated by the symmetry and colours of his favourite painting, which he called simply Composition
symbolique [Fig. 2], but did not attempt to analyse it, limiting himself to a careful description of the
objects depicted and their shapes and colours: the sky is royal bluei; the horses imoss greeni; the
ears of corn dgooseberry red.i iThe whole,i wrote Breton, fis like the filigree work of a crown
suspended over a butterfly.d He would have liked to call it {The Talisman,i he said, if that title had not
already been taken: il just let myself be swept along by love,i he wrote in 1951, imy excuse is that
nothing else has cast such a lasting spell on me, nor shown itself to be so impervious to my changing

moods.i*

Fig. 2: Architecture symboliste aux deux taureaux verts, c. 1900-1914, (Musée des Beaux Arts, Quimper, Photo
Calmels Cohen).
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In his wholehearted embrace of Jarryis praise of Filiger, Breton failed to notice two things:
first, that the paintings Jarry had described of saints and the Holy Family were mostly of an earlier,
quite different style from the ones that he himself prized and bought; second, that Jarryis support for
the artist ceased at the end of 1895, at the same time as he broke his professional relationship with
Gourmont. Whether Breton would have reconsidered his admiration of Filigeris paintings in the light of
Jarryis apparent change of heart is difficult to say. The reasons for the break with Gourmont were
mainly personal, resulting as they did from the unwelcome advances of Gourmontis nymphomaniac
mistress, Berthe de Courriére, patron of LiYmagier. Filigeris requests for financial help had also
become impossible for Jarry to meet. A letter from Filiger of August 1895 refers to Jarryis earlier
inoble disinterest,i saying that a sum of 1,000 to 2,000 francs would help him to clear his debts.™®
Filiger writes urgently that he needs a devoted friend more than ever and hopes (vainly in the
circumstances) that the writer will not leave him in the lurch.

Can we divide the personal from the professional here? Does Jarryis flight from an
embarrassing relationship cancel out the admiration for Filiger that he had apparently shared with
Gourmont? How far had his wish to find favour with his mentor influenced the impact of Filigeris
paintings on him? These are questions to ponder. Bretonis own enthusiasm for Filiger is enough to
validate the painteris label as a precursor of surrealism, but it is important to record that his initial
esteem of Filiger was built on a shaky premise. Filigeris extraordinary and obsessive Chromatic
Notations might never have come to public notice if Breton had realized that Filiger was a part of the
Gourmont baggage that Jarry deliberately abandoned.

The title of this article, iThe Fascination of Filiger,i thus relates more to Bretonis confessed
irrational fascination with the painter than to Jarryis. It also refers to Filigeris own fascination with the
boys he sought as models, one that constantly got him into trouble. When he died in 1928 all the
paintings and drawings he had kept were thrown on a bonfire. Why? Mira Jacob, the Filiger expert
and collector, quoted her informant as saying: iParce quiil peignait de petits gar-ons nus et que ce
ni@tait pas proprei (Because he painted little boys in the nude and it wasnit decenti).”’ Filigeris La
Priére, showing a naked boy kneeling, [Fig. 3] was exhibited in 1892 and was typical of the many
studies of young nude boys that he continued to make. By the time Breton had finished pursuing
Filigeris work, he cannot have been ignorant of the painteris sexuality, but he let the spell of the
paintings and his blind trust in Jarryis critical instincts overrule his professed homophobia.® He is also
likely to have learnt of Filigeris mental imbalance and schizophrenic tendencies, but elected not to

discuss his art in that context.
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Fig. 3: La Priere, 1892, (Musée Départemental Maurice Denis).

Jarryis approach to Filigeris work had been much more cerebral than Bretonis and focused
on the notion of (simplicity.i His article iFiligerd was written in reference to a well-known article
published three years earlier by the critic Alphonse Germain, (Theory of the deformers: exposé and
refutation,i which had attacked C®zanne, Gauguin and van Goghis over-simplified forms: 6As long as
they carry on mixing up the simple with the deformed,i he had written, (as long as they distance
themselves from natural laws, they will never achieve decorative beauty.f)19 Never one to be satisfied
with accepted categories and definitions, Jarry focused his attention on the words deformer, simple
and beauty. He turned the term deformer into a compliment and, using it of Filiger, gave it a new twist:
as the term for a painter twho paints what 1Si (ice qui EST(), he wrote frather than what is
conventional.i*°

When Jarry wrote ice qui ESTi in his article he may have been recalling £douard Dujardinis

notion of essences in his famous 1888 preview of Louis Anquetinis exhibition, where he coined the
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term Cloisonisme [sic].?* In his article Dujardin evoked Epinal images, whose painters, he wrote,
would try to fix the fintimate reality or essence of an object in the fewest possible lines and basic
colours,i the technique that Filiger was following in his paintings of the time.** Not normally given to
citing the opinions of his contemporaries at length, Jarry reprinted a large extract from the article
under the heading ¢DiArtd in his short-lived journal, Perhinderion (1896), but attributed the fragment to
the art critic, Félix Fénéon, in whose Calendrier column of March 1888 the review had appeared.
Although a footnote in La Revue Indépendante gave Dujardin credit for the article, described as
fnotes,i Jarry either believed or knew that the central section that he elected to reproduce had come
from the pen of the man he would dub icelui qui silencei (ithe one who is silentﬁ).23 The gesture of
attribution was a very deliberate one.

In his Mercure de France article of 1894 Jarry had already related some of Filigeris paintings
to specific Epinal images. But this early venture into serious art criticism was never repeated.
Publishing the theoretical part of the Anquetin review seems to have been a substitute for expressing
his own aesthetic values and thus falling back into the category of critic that he wanted to avoid. The
desire to (catch the intimate reality or essence of an objecti was certainly the same quality that he had
admired in Filiger. His inclusion of the extract under F®n®onis name was quite likely a tacit declaration
that his allegiance had shifted from Gourmont, eminent literary critic and founder member of the
Mercure de France, to F®n®on and to F®n®onis more topical rival journal, La Revue blanche. With the
support of Fénéon, Jarry was later to become one of its reviewers and then social commentator,
writing for the journal from July 1900 until its demise in April 1903.

Certainly the combative, satirical tone of La Revue blanche was to suit Jarry. His writing,
including his article on Filiger, was frequently driven by his urge to challenge the existing order. For
his early exhibition reviews he had sought out the latest avant-garde painting and selected the more
extreme and controversial for comment. There is no denying, however, that he had composed his
article on Filiger mainly as a piece of publicity for the forthcoming journal, LiYmagier (1894-1896), to
be jointly edited by Gourmont and himself, and in which illustrations by Filiger and four other Pont-
Aven artists whom he mentions would appear.24 As his first long article devoted to a single artist, it
also acted as an important rung on the ladder towards his own literary career. Thirdly, although the
article was not explicit, it flew in the face of the existing prejudice against the work of homosexual
artists and writers. Jarryis semi-autobiographical play, Haldernablou, on the theme of sexual attraction
between two young men (in fact Léon-Paul Fargue and himself), had been published in the Mercure
de Franceis July 1894 number and was about to be reprinted in his first collection of poetry and prose,
Les Minutes de Sable Mémorial, in September the same year.

Jarry was not actually going against the grain of avant-garde criticism with his article on
Filiger. There had been five previous acknowledgements in print of the painteris outstanding talent.
Albert Aurier had been the first to notice Filigeris drawings as early as 1890.?° Emile Bernard saw his
paintings in Brittany in the summer of 1891 and in December published a long letter in La Plume,
praising his Sainte-Famille as a masterpiece and hailing him as a probable genius.26 Filiger then sent
six paintings to the Salon de la Rose+Croix in March 1892, attracting the praise of both Fénéon®’ and

Gourmont.”® As we have seen, Aurier reiterated his admiration for Filigeris genuine vein of mysticism

. Papers of Surrealism, Issue 9, Summer 2011 7



© Jill Fell, 2011

in his article tLes Symbolistes.ﬁ29 Gourmont now commissioned Filiger to provide an illustration for two
of his books, Le Latin mystique (1892) and Lild®alisme (1893), and was by this time corresponding
with him on a regular basis. As Filiger had at first refused to see Jarry, it is certainly likely that
Gourmont wrote the letter of introduction that gave him access to the painter.*® From the evidence of
Filigeris subsequent warm letters to Jarry, there is no doubt that he saw Filiger in person. In the first of
these, written in August 1894, the painter is at pains to assure him ilive been working hard since | saw
you.i** Count Antoine de la Rochefoucauld, who went so far as to give Filiger an allowance for several
years, had published a long article on him in the Salon de la Rose+Croixis journal, Le Coeur, a whole
year before Jarryﬁs.32 It is certainly Gourmont who should receive the credit for pointing Jarry towards
Filiger. Breton acknowledged him as co-editor of LiYmagier with Jarry, but was too dazzled by Jarryis
unexpected long article on the painter to perceive the older manis role in the affair. Nor did Gourmont
receive his due homage from Breton or the other surrealist writers for his role as promoter of
Lautr®@amont after finding the sole known copy of Lautr®@amontis Poésies at the Bibiotheque Nationale
and then bringing the writer to public notice with his article (La Litt®@rature iMaldoror.oi*® Bretonis
reference to his contribution is a glancing disparagement: iOut of the whole Symbolist generation,
Lautréamont, the sublime passerby, the great locksmith of modern life, was only noticed by Bloy and
Gourmont, who deliberately implied that he was mad.i**

It had been Gourmontis ambition for some time to launch a new journal devoted to najve
religious art, mainly £pinal images. Jarryis interest in the project was genuine, but definitely in pursuit
of his literary advancement. To have the encouragement of such an eminent critic meant that his
literary career would be secured. Of the five commentators on Filigeris work previous to Jarry, four
had pronounced it to be the product of a genuine religious impulse. In de la Rochefoucauldis
perception, the artistis hand could only have been guided by God himself. This is not quite the tone
adopted by Jarry, who mysteriously introduces the subject of evil into his discussion: (Filiger has not
chosen the worse of the two eternals which cannot exist without each other,i he wrote ambivalently,
flove of the pure and pious does not [automatically] reject € that other purity, evil.i*® After talking to
Filiger and also listening to local opinion while he was staying at Pont-Aven, during June 1894, it may
have been apparent to Jarry that the artist was struggling between the two.

In Brittany, a permanent aura of scandal surrounded the artist. Whereas homosexuals of his
era tended to gravitate towards the obscurity of the metropolis, Filiger had left Paris in 1889, choosing
life in rural Brittany, where his unconventional habits caused him trouble and forced him into constant
moves, but where his addiction to alcohol and his difficulties nevertheless attracted the compassion of
some local families. His flight from the capital followed a violent incident that had brought him into
contact with the law. The police had found him unconscious on the pavement with a knife in his thigh
and blood pouring from a severed artery in his hand.*® Perhaps fin de siecle Paris was not as
forgiving towards homosexuals as it has sometimes been painted.®’ Filiger left for Brittany almost as
soon as he was out of hospital, later making the excuse that life in the capital was too expensive for
him.* He had already spent the summer of 1888 in Pont-Aven and met Gauguin there. At the small

Café Volpini exhibition organized by Emile Schuffenecker at the beginning of July 1889, the
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impoverished artist had gone so far as to buy the album of zincographs by Gauguin and Emile
Bernard, labelled tviewing by requesti (ivisible sur demandei) and his may have been the only
purchase at the exhibition.

The date of Filigeris arrival in Pont-Aven from Paris is recorded in the register of the Pension
Gloanec as 13th July 1889. There he found Gauguin again. The possibility of working with the painter
may well have been a potent reason for his move. Pont-Aven was becoming increasingly crowded
with summer painters, however. Gauguin and Meyer de Haan moved to Le Pouldu, a tiny village
twenty-two kilometres further east from Pont-Aven overlooking a dramatic bay. Meyer de Haan had, in
fact, already established a relationship with the owner of the isolated Buvette de la Plage. Her name
was Marie Henry, otherwise known as Marie Poupée, and she was flexible about payment. In October
Filiger followed Gauguin, with Paul Sérusier on his heels. At Le Pouldu the group formed a painterly
brotherhood with a solid work routine, relieved by the conviviality of evening conversation, music and
song. The companionship of these painters energised Filiger, who, according to the later account of
Marie Henry given to Charles Chassé, would engage Gauguin in furious theoretical argument when
they were together, but in his absence, could not praise him enough. At this date Filiger was enthused
with the stylistic simplification that Anquetin, Bernard and Gauguin were advocating, stripping his
pictures of detail. His Paysage du Pouldu of 1890 is an extreme example of the Synthetist style, as it
was then known. Its bright areas of colour are arranged into flat horizontal bands [Fig. 4]. The picture
is only brought to life by an off-centre tree contorted into an extraordinary shape, reminiscent of
Japanese woodblock prints. Indeed Filiger would have had plenty of opportunity to study the prints by
Utamaro with which Gauguin had decorated his studio in Pont-Aven in 1888, as well as the

polychromatic nishiki-e or tbrocade pictures,i which he hung in his attic in Le Pouldu.*

Fig. 4: Paysage du Pouldu, 1890, (Musée des Beaux Arts, Quimper).
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The artists of the Buvette de la Plage gradually covered the walls of the inn with their
paintings;40 Filiger painted a Virgin Mary next to the door and Gauguin decorated the ceiling.41 After
his departure in November the inn became known almost as a museum of Synthetist paintings,
drawing a succession of other painters, notably Roderic OiConor, Mogens Ballin and Wladislaw
Slewinski, to see them. Filiger was proud to act as guide and exponent. However, the departure of
Gauguin marked the beginning of his isolation and perhaps the start of his determined reclusiveness,
for although the artists Maxime Maufra and Jan Verkade briefly took rooms in Le Pouldu in 1891, the
cold autumn weather drove them back to Paris, leaving Filiger alone. Verkade wrote that it was a
combination of the wild inhospitable coast and the dust and disorder in Marie Poup®etis house that
forced him to leave.*

Filiger only painted a handful of landscapes during the year of Gauguinis stay, all of which
seem to be experiments in the Synthetist style. Otherwise, his styles fall into two distinct categories:
his neo-quattrocentist paintings of saints, Christ and the Holy Family [Fig. 5], which date from about

1890; and the experimental, largely undated Chromatic Notations of his later period.

Fig. 5: La Sainte Famille, 1893, (Private collection).
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Because of the absence of dating, it is uncertain when Filiger embarked on the Chromatic Notations.
They are brightly coloured geometrical compositions, in which portraits of humans or animals are
broken down into perfectly symmetrical kaleidoscopic fragments, that Filiger called his crystal grains.
His unfinished Notations, which he referred to as (my little exercises,i or fexperiments,i show a
plethora of tiny notes radiating from the main portrait.”* These constitute a precious record of his
thought processes and method, and are not just messages to himself but to posterity. (P.S.,i reads
one on his Notation titted Homme roux or Prométhée (1915-28), imy method has nothing to do with
my past research, nor P.G. [Paul Gauguin], nor the Japanese.i The tiny, near illegible notes also
exhort the potential spectator to read his previous annotations on other pictures in order to confirm the
progressive development of his experiments towards a new method.* He obviously envisaged the
whole series of Notations as an intricate, step by step process whose careful chronology should not
be broken. This may be one of the reasons that he hoarded his paintings so jealously in later life,
living in fear of plots by dealers to take them away from him. According to the Le Guellecs, who were
the final Breton family to take him in, Filigeris delusions became so serious at the end of his life, that
he would allow no-one but the members of this family to come near him, absolutely refusing to see
visitors. If a visitor did manage to gain access to the house, he would accuse him of being the dealer
Ambroise Vollard, and of concealing his identity in order to get hold of his pictures.*

If a Notation did not please Filiger, he would cross it out and do another one on the back of
the painting. Auction houses double the price of these particular works. Dating Filigeris work is fraught
as he did not date it himself. In his Quimper catalogue of the Charles Filiger - André Breton exhibition
of November 2006 to February 2007, the Filiger expert André Cariou did not attempt to date the
majority of the Chromatic Notations. He believes Jacobis dating of 1903 for the start of the Chromatic
Notations to be too early, distorting the perspective of Filigeris post-Pont-Aven work.*® It was not
possible to date several of the paintings in the exhibition more accurately than 1900-14 or 1915-28.

Given that Bretonis reception of Filiger was through a pre-1895 Jarry filter, the dating of the
Chromatic Notations is crucial. In Jarryis article there is no mention of any such paintings. His
admiration and critical acclaim were perforce limited to Filigeris early Synthetist phase and especially
to the androgynous saints such as those Gourmont had described in his review of 1892. In particular,
Gourmont mentions ta John the Baptist preaching,i exclaiming with what faith!i*” There is certainly a
sensual intensity in the gaze of Filigeris saints and angels that does not quite match his apparent aim
of removing emotion from the faces of his subjects. Jarry quotes him as advising Eric Forbes-
Robertson: iNever make your subjects laugh or cry.i* Gourmont meanwhile writes of his tso
determinedly pure angelsi (tvolontairement pursf) and uses the words wilfuli (fvolontairel) and
fperversei (iperversd) of another of Filigeris saints. These descriptions seem strangely at odds with the
gualities normally associated with saints. Gourmont notes that Filigeris work certainly throws up
inconsistencies (lincoh®rences). He credits him with being a genuine mystic, however, hailing his
Christ aux anges as a masterpiece [Fig. 6] and his Breton Virgin as worthy of the fifteenth century

religious Flemish painters.*
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Fig. 6: Christ aux anges, 1892, (Private collection).

After this approbation from such an eminent critic, Jarry was not risking his own critical reputation by
praising Filiger, but he had to find his own particular voice for this important article. Three quarters of
the way through, he realized that it did not express his voice at all. His final paragraphs are a
disavowal of the whole practice of reviewing art. Jarry never embarked on serious art criticism again.
He did not, however, retract his praise for Filiger, and Breton, in his strange reticence on the subject
of the painter, was perhaps following Jarryis steps in realizing that he was unable to do justice to the
paintings in words. tMuch better than any dissertation on Filiger,d Jarry summed up, twould be to go
and seek our own reflections in the ivory surface of the faces and bodies of Filigeris Sainte-Famille,
reproduced in Le Cur. | havenit discussed that painting, because it would have been a totally
useless exercise.i*

As much as possible, Jarry had recourse to quoting the artistis own words. To help him,

Gourmont had allowed him to read Filigeris letters, now unfortunately lost. In one, Filiger had
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described his creative process as similar to the experience of trying to capture a religious vision T one

which left him exhausted:

The disturbance T or the passion that | feel in front of my work T often paralyses my mind and
my limbs leaving me unable to work for several days; it is as if my hands were frightened of
touching the Dream T and yet we must perforce descend from it T out of respect to our
fellows, to face up to the tribulation of attaining the reality of the Dream.”

Dream was one of the permitted subjects of the Salon de la Rose+Croix, set up by the self-styled Sar
Joséphin Péladan in 1892 in opposition to the official Salon at the Durand-Ruel Galleries. It was here
that Filiger sent the majority of his paintings for exhibition after leaving Paris. Péladan had compiled a
long list of rules. One stated that his Salon wanted (to ruin realism, reform Latin taste and create a
school of idealist art.i A further rule stated that the Order of the Rose+Croix favoured first the Catholic
ideal and Mysticism. After Legend, Myth, Allegory, the Dream, the Paraphrase of great poetry and
finally all Lyricism, the Order prefers work which has a mural-like character, as being of superior
essence.i P®ladan required neither jury nor entry fee. He stated that the Order, twhich grows by
invitation only, is too respectful of the artist to judge him on his method and imposes no other
programme than that of beauty, nobility, Iyricism.é52 P®ladanis philosophy matched Filigeris own ideals
and the Salon de la Rose+Croix proved to be an important showcase for his work. It was here that de
la Rochefoucauld encountered it and was impressed enough not only to write his long article on the
painter, but to offer Filiger the patronage that enabled him to afford the materials for his gorgeously
coloured and gilded paintings, and indeed to buy the works himself.

Filigeris description, cited in Jarryis article, of the mediumistic trance-like process through
which he created his paintings could not fail to appeal to Breton, given the high value that he placed
on dreams and the unconscious. After Bretonis death a draft document on mediumistic painters,
dictated to Gerard Legrand in 1956, was found in his library. Filigeris name figures in it but,
frustratingly, carries nothing but suspension marks after it.>> Against the names of the other painters
listed, at least one painting is written down as selected by Breton. It is not impossible that he regarded
Filigeris entire wuvre in the mediumistic category.

Jarryis article is certainly useful as a record of Filigeris pre-1895 paintings. He lists all the
ones that he had seen exhibited in Paris. He may well have been reporting hearsay when he evokes
the local peasant population clustering round Filigeris £pinal adaptations and exclaiming: iWhat you
do is even more beautiful!®® He would no doubt have described any that he had actually seen. Filiger
may not have invited him to see any work that he had in hand.*® Wiadislawa Jaworska was told that
Filiger frequently received postal orders from de la Rochefoucauld in payment for pictures imitating
Breton popular prints.”® Filigeris geometric version of Notre Dame des Ermites, of unknown date,
does not at all resemble the Epinal original to which Jarry refers and which is reproduced as a pullout
in LéYmagier no. 3 (April 1895). There the Virgin is indeed (draped in folds of red clothi as described in
his article.”” As Cariou has pointed out, both Filigeris Notre Dame des Ermites [Fig. 7] and Madone
aux fleurs de lys [Fig. 9] seem to be modelled on the same seventeenth-century popular image also

reproduced in the third number of L()Ymagier.58
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Fig. 7: Notre Dame des Ermites, (Private collection).

From Filigeris £pinal adaptations Jarry moves on to discuss his Sainte Cécile, which he had seen
exhibited in Paris. [Fig. 8] He comments on fthe Saintis arm whose sex is uncertain,i presumably
referring to the saintis firm, masculine grasp of her violin shaft.* Perhaps, he speculates, the hand is

actually that of the angel standing behind her, tangel hand blending with hers.i®
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Fig. 8: Sainte Cécile, 1893, (Private collection. Photo Sothebyis New York).

In fact the model for Sainte Cécile and all the angels was the same boy. Jarry seems to know that
Filiger constantly used the same boy model, for he finishes his description of Sainte Cécile by saying
twe have already seen this same mystical and sensual profile of an adolescent boy at Le Barc de
Bouttevilleis.i®* Repeating the same face was a device Filiger had borrowed from Cimabué. According
to the critic Julien LeClercq, when standing with him in front of Cimabu+is Virgin with Angels (1290-
95) Filiger had burst out: (How Cimabuz must have loved that head to paint it as often as that!i®® In Le
Pouldu in 1894 Filiger actually used three local boys as his models. Joseph Pobla from the hamlet of
Keraro, his most frequent model, and very often depicted with his head cocked on one side like
Botticellits Venus, would have been fourteen at the time of Jarryis article. Not only did Pobla stay with
Filiger for long periods of time, the painter even took refuge at his familyis house when he had to
leave Le Pouldu.®® The boy models were of course not as angelic as Filiger paints them. In a letter to
his friend Jan Verkade, Filiger refers to a different boy who had been staying with him for a month:

Hefs still very handsome; live been able to use him to redo the majority of my faces; but heis
extraordinarily lazy. | have to yell at him like a donkey to make him do a little bit of work, and
even so | bend over backwards to be nice to him. Do you think lim a little king here? Good
heavens, no! lim his absolute slave é *
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Filigeris little Synthetist landscapes, his paintings of saints and the Holy Family and his
adaptations of popular prints, were the only paintings that Jarry would have known as early as 1894
when he wrote his article. It was not until 1959, over ten years after reading it, that Breton acquired
the two Virgin and Child paintings, Notre Dame des Ermites [Fig. 7] and Madone au Fleur de Lys [Fig.
9], that can be linked to the period of Filigeris association with Jarry. At the same time Breton
acquired Le Juif errant (c. 1907), which Marie Anquetil designates as the first of Filigeris paintings to
tend towards the style of the Chromatic Notations.® Filiger admits in a letter of March to April 1907 to
his brother, Paul, that this painting is based on a popular image. Once again he was using LiYmagier
as a resource. The portrait is in fact a cut down copy of an eighteenth-century Amiens woodcut, Le
Vrai portrait du juif errant reproduced in LiYmagier no. 5, October 1895.% Filiger just copied the head,
placing it in an octagonal frame and surrounding it with several brightly coloured ornamental borders.

In his Madone au Fleur de Lys we can also note a high degree of symmetrical patterning and
attention to tiny dots of colour, which seem to herald the extreme geometric detail of the Chromatic
Notations. Considering that Jarry alluded to them as early as 1894, Filigeris adaptations of popular
prints could perhaps be regarded as an important stepping stone between his quattrocento-style
religious paintings and the Notations. If he was constantly producing his own interpretations of Epinal
images for money, as Jaworska was told, it is perhaps not surprising that he concretized his later
visions in a similar, if more complex, compositional idiom. The precise symmetry, the centrality of the
main figure and the placing of the sacred heads in patterned haloes would have represented familiar
handholds for him. His method, according to Jaworska, was to take square and compasses and mark
out his crystal grains one by one before colouring them with extraordinary minuteness, producing an
interplay of complementary colours, sometimes superimposing one on another, sometimes

progressively intensifying a single colour.”’

PO 1

Fig. 9: Madone au Fleur de Lys, n.d., (Private collection).
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Filigeris obsessively meticulous method of building up his Chromatic Notations attracted the
attention of the psychiatrist Alfred Bader in the late 1960s. Bader, who was studying the role of
madness in creativity, believed that Filigeris Notations were symptomatic of schizophrenia. His thesis
was that a mind in chaos tends to reach out for a strict formal structure as a means of healing itself.
The work of Baderts artist-guinea pigs, to whom he gave hallucinogenic drugs, almost always tended
towards geometric formalism.®® Filiger is known to have drunk heavily and to have taken ether as well
as hypnotic drugs, particularly veronal which sometimes led to erratic behaviour. When he had
received some money for a picture, he would often hire a gig with the intention of visiting one of his
favourite sitters, but stop at various estaminets on the way. He would later return in a perturbed
condition to his kind-hearted neighbours in the village of Saint-Maudet, trembling and telling them that
he had been violently attacked and pursued across country by enemies. This account was recorded
by a local doctor, Léon Palaux, who devoted a chapter of his social history of the commune of
Clohars-Carnoét near Le Pouldu, to the writers, painters and poets who had stayed there.®

The Chromatic Notation, known either as Visage de face or Téte inscrite dans un carré [Fig.
10] obtained by Breton is typical of Filigeris later work and of several gouaches that Breton obtained
from the family who last looked after him. Bader believed that the Notations, more than any of Filigeris
other work, demonstrated his attempts to build a self-healing structure in the face of the frightening
void with which his mental condition threatened him. Bader perceived the format of the Notations in
terms of the geometric mandala. He moreover asserted that the magical effect of the mandala was
born of a sort of personal exorcism that could also resonate with the spectator. In his article, he
argued that Bretonis particular fascination with Filigeris paintings may have been caused by this

magical effect.

Fig. 10: Notation chromatique, Visage de face, (1915-1928) (Private collection. Photo Calmels Cohen).
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There is, however, a more recent hypothesis. Another commentator, Marc Le Gros, believes
that Filiger based his structure on a different magical diagram known as the Archéometre, illustrated
in the works of the occultist and Rosicrucian Saint-Yves diAlveydre, and that although Breton knew

this, for mysterious reasons, he decided to say nothing about it.”° [Figs 11 and12]

L’ARCHEOMETRE

Rapporteur synthétique des Hautes Etudes

Planche |

Reproduction interdite
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Fig. 11: LiArch®om’ tre, rapporteur synth®tique des Hautes £tudes, reproduced courtesy Musée des Beaux Arts,
Quimper Exh. cat. Charles Filiger T André Breton: A la recherche de ltart magique, Musée des Beaux Arts,
Quimper, 2007.
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L’Archéométre

Fig. 12: LiArch®@om tre, reproduced courtesy Musée des Beaux Arts, Quimper from Exh. cat. Charles Filiger T
André Breton: A la recherche de ltart magique, Musée des Beaux Arts, Quimper, 2007.

Yet Filigeris Chromatic Notations [Fig. 10] are far more complex than the Archéométre, with
minute polygons of varying shapes, sizes and colours that had to be oppositionally replicated in a
series of rings around a central face, staring outwards or in profile. In his early paintings of saints,
Filiger had lavished detail and ornament on their haloes, emulating Byzantine icons and touching
them up with real gold. As | have speculated, the structure of his Notations may have developed out
of his earlier habit of surrounding his religious subjects with a magnificent aureole. Not known as a
churchgoer in Brittany, it seems likely that he gradually moved from Christian to occultist and
theosophical iconography. Comparing Filigeris geometric designs to the abstract configurations of the
Swedish artist Hilma af Klint (1862-1944), the art historian Robert Welsh perceived (French
occultismis basic vocabulary of sacred geometry (cross, circle, square, triangle) to be predominant in
his geometric designs.”* Importantly too, Annie Besantis and Charles Leadbeateris book Thought-
forms (1901) was in wide circulation, containing illustrations not only of the coloured auras produced
by varying emotions, but of intricate geometric patterns produced by sound.” Filigeris kaleidoscopic
faurasi can be understood much more readily in relation to these theosophical illustrations than to the
tsacred proportionsi propagated to the Nabis by Paul S@rusier, based on the aesthetic theories of
Father Desiderius emanating from Beuron Abbey in Baden Wirttemberg in Germany.

For a potent evocation of theosophical-style auras, we can turn back to Jarry. He had begun
to attend Rosicrucian soirées a year or so before his visit to Filiger in 1894. Theosophical vocabulary
surfaces at several points in his early poetry and prose. In a review of 1903, the very year that Jacob

marks as the possible (although unlikely) starting point of Filigeris Chromatic Notations, he was
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inspired to pen an unusually extravagant description of the fictional characters invented by the writer,

Henri de Régnier, for his newly published novel Le Mariage de Minuit.”®

In some strange way their exuberant personalities exude their own special atmosphere é

They move at the centre of a halo that matches and magnifies their outline ... Each facet of

that corner of the universe where they like to be, remembers them like a melody, because

they are, and this gives a musical radiance to their surrounding aura ... In another kind of
vibration, they would be portraits, spinning the gilt of their frames like chrysalises to their own
measurements.”
tMusical radiance ... spinning the gilt of their framesi T Jarryis description could equally well apply to
the characters and creatures who peer out from the magnificent, crystalline ruffs constructed by
Filiger, of which, as far as we know, he was completely ignorant.

For all his reclusiveness, Filiger was a prolific letter-writer. His letters and those of his
correspondents to and about him, enable us to build up a picture of his temperament and views. One
of his closest friends was the Dutch painter Jan Verkade, who became a monk at the Beuron Abbey
but remained in correspondence with both Filiger and the painter Armand Seguin. One patrticular letter

from Verkade to Seguin delivers an extraordinary warning about their mutual friend:

Avoid also the company and influence of Filiger. He is a terrible instrument in the hands of
Satan, verily a wolf in lambis clothing. | pray for him often and hope indeed that God will save
him after all. But for you he is dangerous. Pray for him, but keep away from him. If you are not
convinced by what | say, | shall say the same and more to him, but | hope this will not be
necessary, as | do not like talking like this about anybody. But this time | must.”

Verkade, who worked alongside Filiger for a while and whose paintings of saints are quite similar,
wrote a memoir, Le Tourment de Dieu (1923). In it, Filiger is disguised under the name of Drathmann
[sic], (iDrahtt being the German word for the French {Fili or ithread,i and igeri is a corruption of igarsi
or (fellow). Verkade wrote that Drathmann had regarded him as a pupil and shown him the affection
of a master. He also alluded to a narrowly avoided temptation that had assailed them after a day of
intense, intimate conversation.”® Whatever this incident was, it may be what was worrying him when
he wrote his warning letter to Seguin. Verkade also reported Drathmannis belief that suppressing your
emotions was a kind of suicide.

According to Bretonis daughter, Aube Ell®ouzt, Filiger was the only artist on whom her father
gathered a dossier of papers.”’ In his brief attempts to classify Filiger, we have seen that Breton either
put him in the same mystical category as the beggar poet Germain Nouveau or linked him to Jarry,
but the discrepancy between his fascination with Filigeris paintings and the brevity of his written
comment on the artist is striking. It is indeed as if he believed the pictures had an intrinsic magical
quality, preferring to let them cast their own spell and to speak for themselves. He was certainly in
sympathy with the sensation of inadequacy expressed by Jarry, as he concluded his article on Filiger,
regretting what he had written in his attempt to do justice to the painteris work. In his own article,
Breton cites Jarryis words: (It is really absurd that | should be seeming to make this sort of compte
rendu or description of these paintings € If | could explain point by point why they were very

beautiful, it wouldnit be painting any more, but literature, and that wouldnit be beautiful at all.”
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Bretonis embrace of Symbolism as a clear antecedent to surrealism, by virtue of its focus on
the spiritual, came surprisingly late in his career. Rather than explain the motives behind his
obsessive pursuit of Filigeris pictures in the 1950s, he preferred to quote Jarryis 1894 assessment of
the artistis work. But the passage of half a century, and Bretonis discovery of Filigeris later work, were
bound to influence their respective attitudes. The young Jarry was writing his first article with an eye
to the approval of his then mentor, Remy de Gourmont, and to their forthcoming magazine LiYmagier,
with its focus on religious mediaeval images. While he recognized that Filigeris subjects were actually
local Breton peasants, the paintings cited by Jarry all depict saints, the Holy Family or the Virgin Mary.
By contrast, the faces that stare out from his later Chromatic Notations are sometimes more akin to
gargoyles. What both Jarry and Breton shared was an admiration for Filigeris disdain of external
appearances in favour of an internal reality. Jarry wrote that Filiger infused his local models with ithe
eternal animus emanating from the heavens and carried in [popular] memoryi as if they were
transparent vessels. "

In 1892 Aurier had excluded Filiger from the itrend towards a slightly pagan form of
mysticismi among what he called the {mystical-Catholici artists of the nineteenth century, perceiving
him as a throwback to the naive illuminators of the thirteenth century.80 In his final years however,
Filiger renounced his Christian mysticism, Chassé was told, devoting himself to a total paganism,
whose inspiration he drew directly from his pictures themselves.®" Believing that the artistis trances
had enabled him to tap into a nearly extinct strain of magic that had survived from ancient Armorica,
Breton placed his reproductions of Filigeris paintings under the aegis of LiArt magique. By hanging
the actual paintings close to his bed, he may have hoped that he could evoke the power of this
ancient Breton magic himself. His conviction of the magical power inherent in Filigeris work and his
emotional attachment to it in later life is quite distinct from the convoluted intellectual analysis by the
twenty year-old Jarry, as he sought, in his first attempt at art criticism, to explain Filigeris art in the

context of the Synthetist movement, with Remy de Gourmont looking over his shoulder.

! G.-Albert Aurier, iLes Symbolistes,i La Revue encyclopédique, Vol. 2, No. 32, 1 April, 1892, 483.

% Andr® Cariou, (Charles Filiger, 1863, Thann-1928, Bresti in exh. cat. Charles Filiger 7 André Breton:
A la recherche de liart magique, Musée des Beaux Arts, Quimper, 2007, 11.

® iToutefois, de Pont-Aven émergent entre toutes liTuvre de Filiger, port®e diun bout * liautre par les
mémes ailes que file Cantique " la Reined de Germain Nouveau, et =~ quelques fl@chissements pr s,
celle de S@rusieri (lAmong all the works that emerged from Pont-Aven, Filigeris stands out, borne on
the same wings as Germain Nouveauls iHymn to the Queen,0 with that of S@rusier close behind),
André Breton, iDu symbolisme,i (1958) in Le Surréalisme et la peinture, Tuvres compl tes,
Gallimard, Paris, 2008, Vol. 4, 784.
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From the Walls of Factories to the Poetry of the Street: Inscriptions and Graffiti
in the Work of Apollinaire and the Surrealists

Caroline Levitt

Abstract

Graffiti, usually viewed as a destructive and illicit art form, was most famously celebrated by Brassai
in his series of photographs of graffiti from the streets of Paris. However it appealed also to the
surrealist poets and to Guillaume Apollinaire, often regarded as a precursor to surrealism. This article
seeks not only to demonstrate that Apollinaire and the surrealists shared an interest in graffiti, but also
to understand that interest as emblematic of a broader fascination with the marginal and anti-
monumental, set up in contrast with official inscriptions. It is the contention of this paper that graffiti
functions as a metaphor for the rejection of regulations, of constraints, of hierarchy and of logic, all
central tenets of surrealist practice which can be found equally in the work of Apollinaire.

Guillaume Apollinaire, in his 1918 collection of writings about Paris, Le Flaneur des deux rives, takes
his reader on a walk through the areas of the city that hold particular significance for him. Beginning in
Auteuil, he notices the things that have and have not changed during the war and, with fondness,
remarks on the stone-walled passageway, the rue Berton, which leads between the quartiers of Passy
and Auteuil [Fig. 1]:
As soon as the passer-by walks into the rue Berton, he will notice that the walls that border it
are covered with inscriptions, with graffiti as the antiquarians would say. In this way you will
discover that iLili of Auteuil loves Totor of the Point du Jourf and that in order to mark the fact
she has traced a heart, pierced with an arrow, and the date 1884. Alas! Poor Lili, so many

yearslpassed since this testimony of love must have healed the wound that scarred this
heart.

Fig. 1: Rue Berton, 75016 Paris (Photo: Caroline Levitt).

Apollinaireis discovery, in the faubourgs of Paris, of walls covered with etched words and images,

echoes that of Brassay as famously described in his iDu Mur des cavernes au mur diusine,i and
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Brassajis photographs of graffiti can perhaps even provide us with an approximation of the type of
things that Apollinaire was observing.2

Le Flaneur is both a late text and a neglected one within Apollinairels oeuvre. A sense of
post-war nostalgia and a taste for the marginal are expressed in the first section, iSouvenir diAuteuil,b
which recalls the tone of some of his earlier poems published in Alcools (1913): the autobiographical
(Zzoned and iLe Pont Mirabeaui are especially pertinent examples. The urban peregrinations of
Apollinaire in these works combine the past and the present, the personal and the commercial in
ways that pre-empt Aragonis Le Paysan de Paris (1926) or Bretonis Nadja (1928).° Apollinaireis
appreciation of graffiti in Le Flaneur is intrinsically connected with his proclamation in ¢Zonef that
advertisements and fragments of text are the poetry of today, and both graffiti and found ephemera
were of equal importance to the surrealists. In an article on film from the same year as Le Flaneur,
Aragon wrote of: f{the haunting beauty of commercial inscriptions, of posters, of evocative capitals, of
very ordinary objects.i He praised painters and poets who had noted thieroglyphs on the wallsi and
stated that ithese letters which vaunt the value of a bar of soap are worth as much as the characters
on obelisks or the inscriptions of a book of black magic: they speak of the fate of the era.i’*

Inscriptions, whether graffiti scratched into walls, typography on modern objects or
monumental or talismanic captions fill the poetry and imagery of the twentieth century avant-garde T
Aragon noted, amongst those who had introduced them, Baudelaire, the Cubists and, above all,
cinematographers. This article seeks in the first instance to demonstrate that Apollinaire and the
surrealists shared an interest in graffiti, viewing it as valuable in its own right, as more worthy even
than official-sounding tinscriptions.i The relationship between graffiti and inscriptions is an interesting
one that can be expanded by examining their etymological roots. The term finscriptioni comes from
the Latin scribere, to write, whereas f(graffitii stems from the ltalian graffio, to scratch. Writing is a
sophisticated practice, whereas scratching appears crude or perhaps even bestial. Inscribing tends to
involve the use of language, whereas graffiti can incorporate pictures of varied legibility. In turn,
inscriptions often refer to official dedications, perhaps in the front of a book or perhaps carved more
permanently into stone, whereas the implication of tgraffitii is that it has defaced something, possibly
even something that has been inscribed in such a way as to denote value and importance.
Inscriptions come to stand for high, monumental practices, whereas graffiti denote low, destructive
ones. It is to this linguistic irony that Apollinaire wittily refers when he describes the etchings in the rue
Berton as (inscriptions,i adding for graffiti, as the antiquarians would say,i and thus implying that an
avant-garde appreciation of the marginal might go somewhat further than an antiquated disdain for all
that is not official or monumental. Apollinaire seems to overwrite a history of inscriptions with one that
is marginal, personal and ultimately far more exciting, and thus the relationship between graffiti and
inscriptions comes to stand for a dichotomy that will carry through to broader themes. Graffiti will be
shown to be emblematic of a variety of unofficial, playful and anti-monumental creative practices, all
of which are generally held to be at the heart of surrealism but that were equally present in the work of
Apollinaire. Writing was for both a means of transgression and liberation, a way of appreciating the
marginal and personal over the official and universal and a powerful signifier that could be at once

playful and marvellous.
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Apollinaire has often been viewed as a precursor to the later movement.® Previous authors
have examined relationships between Apollinaire and surrealist protagonists, have considered
Apollinairefs reinvention of poetic technique and, importantly, have scrutinised Apollinaireis coining of
the term (surr®alistef in 1917 and his use of it in the subtitle of his play Les Mamelles de Tirésias:
Drame surréaliste. In contrast to such comparisons between the surrealisms of Apollinaire and
Breton, which rely on an apparent similarity that turns out after all to be in many ways rather
dissimilar, this article will bring out new and unexpected points of encounter through the use of graffiti
as a means of substantiating the underlying ideologies that tie so many surrealist innovations back to
Apollinaire. In so doing it will bring to the debate a fresh methodology through looking in depth at
certain hitherto neglected texts that pertain to the overarching theme, broadening the possibilities for

future considerations of Apollinaire in relation to surrealism.

Transgression and liberation

In 1911, Apollinaire had spent four days in La Santé prison, accused of abetting the theft of some
Iberian statuettes from the Louvre.® Writing for Paris-Journal on 14 September of that year, he
described his experience, commenting that ithe first violent emotion that | felt at La Santé came from
an inscription engraved into the metal of the bedstead: iD@d® de M@nilmontant for murder.s’ The next
dayis issue of the same journal contained Apollinaireis transcription of a poem he had found, on the
back of a piece of paper detailing prison rules, left by another prisoner: Myriés the singer. This, as
Apollinaire explains in the 14 September article, inspired him too to while away the hours and
overcome in part tliabsence de la libert®i (ithe absence of libertyd) by writing. The resultant group of
poems, (& la Sant®,i was later published in the volume Alcools (1913). The fourth and sixth poems

pick up the theme of graffiti in the following terms:

| am so bored between these naked walls &

| listen to the sounds of the city

and, prisoner without horizon

| see nothing but a hostile sky

and the bare walls of my prison. 8
The bare walls of the interior of the prison contrast starkly with the exterior walls of the rue Berton,
covered in writing, and the relationship between writing and imprisonment or liberation is an important
one. For Apollinaire, the bare walls are representative of boredom and incarceration, whereas
inscriptions, be they on the walls of the rue Berton or on the bedstead of his cell, free the imagination,
provoking interest, inspiration and emotion. On the one hand, it is the transgressive actions behind
the words that Apollinaire finds at La Santé that are important: defacing the crude furniture that
belongs to the authorities and overwriting rules with poetry are exploits that epitomise the illicit nature
of graffiti. On the other hand, the very act of writing is then the thing that enables Apollinaire to free
his own mind and makes his imprisonment more bearable. We are not told on what surface
Apollinaire pens his poems, but it seems likely that this is again something that is to hand rather than
something that is intended for the purpose. Writing as an exercise in liberation and as a transgression

of convention and logic was at the core of surrealismis literary origins.
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Writing in 1967, Philippe Soupault recalled the impulses that drove his and Bretonis early
collaborations and experiments with dreams, notably Les Champs magnétiques (1920):

We were struck by the remarkable importance of images and compared those with which
popular language is punctuated to those which the poets worthy of that name had created
and to those which illuminated our dreams & These experiments led us to consider poetry as
a liberation, as the unique possibility of giving to the spirit a freedom that we had neither
known nor hoped to know except in our dreams and of delivering us from all logical devices.’

Soupault draws a connection between two pertinent themes: firstly, that of imprisonment, describing
dreams and the poetry that is inspired by them as a means of liberation; secondly, the relationships
between high and low culture, between flangage populairei and poetry, that are so essential to the
unconventional poetis interest in graffiti. A little later in the same text, Soupault commented that it was
in memory of Apollinaireis poem, fiOnirocritique,0 that we wanted to pay him homage in adopting the
term surrealism,i and that the term had little to do with Apollinairets 1917 iDrame surr®aliste,i Les
Mamelles de Tirésias.® The term fonirocritiquef translates roughly as idream analysis,i or alternatively
idream analyser.i Apollinaireis poem of this title was first published in La Phalange, no. 20, 15
February 1908 and then as the epilogue to the 1909 edition of his LiEnchanteur pourrissant.

The poem includes intense, detailed descriptions of impossible scenarios and natural
phenomena, and whilst it has been recognized that it is too carefully structured to be a genuine récit
de réve (idescription of dreamsf)),ll its intense yet mystical tone, which epitomises what Apollinaire
referred to as ésurnaturalisme,i would later characterise much of Breton and Soupaultis automatic
writing, in particular Les Champs magnétiques.’> When it appears at the end of LiEnchanteur,
iOnirocritiqueb represents the victory of imagination over the inconsistencies of mortal existence.
LiEnchanteur narrates the imprisonment of Merlin (the son of a devil and a virgin) in a tomb, his dead
body rotting but his immortal spirit living on. In the fantasy described in (Onirocritique,i the narrative
fluidly passes from place to place and image to image, resembling the manipulation of the plausible
that can be achieved, as Breton would later stress, through the dream state. As night falls, we read
that 6A hundred seamen met me and having led me into a palace, they killed me there ninety-nine
times. | burst out laughing at that point and danced while they cried. | danced on all fours.i*> Not only
has the narrator (perhaps Merlin, or perhaps the poet) reached a state of such intense imagination
that plausibility and even death no longer have any power, but the primitive, bestial state represented
by being on all fours is triumphant over those supposedly in authority. It is now the prisoner who
dances, whereas before the flady of the lake,i holding Merlin captive, had danced on his tomb.

When Breton writes of the absence of convention and restriction at the start of his 1924
Manifeste du surréalisme, he attributes to the shedding of such regulations the ability, through the
freedom of imagination, to live several lives at once, overcoming, in fact, both mortal existence and,
ultimately death.™ The child, or the primitive, holds more power than those who have been weighed
down by the codes of civilisation. Through the practices that Breton goes on to describe in the
manifesto, he reaches a state in which, he claims: (The earth, draped in its verdant cloak, makes as
little impression on me as a ghost. It is living and ceasing to live that are imaginary solutions.
Existence is elsewhere.i™ Similarly, Breton comments of Nadja that for her, il donit think there can
have been much difference between the interior of an asylum and the exterior.i*® Despite the freedom

of Nadjais imagination, Breton is nonetheless forced to confess that ithere must, unfortunately, be a
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difference all the same, on account of the grating sound of a key turning in a lock, or the wretched
view of the garden, the cheek of the people who question you when you donit want them to.i*’ Breton
aligns the deprivation of freedom with madness itself, seeing it not as a cure but as something to be
overcome.

If the surrealists were, for the most part, locked in social and mental constraints rather than
physical ones, one of their particular heroes, the Marquis de Sade, had been subject to extensive
physical imprisonment and had found a source of freedom in his subversive writing. In 1909, the
same year as LIEnchanteur appeared, Apollinaire published an edition of the works of the Marquis de
Sade. In his preface, he explained that Sade had spent twenty-seven years of his life in eleven
different prisons, had died in the asylum of Charenton and had his books banished to the enfer
(funderworldi) of the Biblioth  que nationale. Yet, he claimed, Sade loved freedom above all else and
was fthe freest [spirit] that ever lived.i'® Sexual perversions and distorted morality characterise Sadefs
writing, and Apollinaire summarised Justine and Juliette, two of the stories included in the volume he
edited, by quoting one of Julietteis lines: il have followed the route of vice, my child, and | have never
met with anything except roses.i*® Such an inversion of morality, a parody of societyis hypocritical
values, was both a fundamental element of Sadeis appeal to Apollinaire and the surrealists, and the
reason for which Apollinaire described him as ifreel in spite of the censorship and imprisonment
imposed on him: a society mocked by its victims can only ever, Apollinaire suggests, be shown to be
weak, demonstrating, conversely, its victims to be in a position of power and consequently of
freedom.

Transgression of a Sadean nature is linked to graffiti in a little-known short story by
Apollinaire, set not in the streets of Paris this time, but in an underground cave in the forest. On his
way to Werp, the narrator of iLe Roi-Luneb ({The Moon Kingf) loses his way and decides to seek
shelter from the weather and the dark in the entrance to a cave.?’ On hearing music, he goes further
in and discovers a network of passageways and caverns, at the heart of which a banquet is taking
place. Living food serves itself to the guests, who sit at tables without legs on inflatable rubber chairs,
tended to by a Negro slave.?! The banquet over, the lights are turned off and the caveis inhabitants
adjourn. The narrator, following their voices, discovers ithe most extraordinary obscene graffitii on the
walls of a dark, narrow passageway. The various etchings parody the values of Franceis monarchy,
the Catholic faith and artistic tradition. One phrase reads il would like to make love to the abbess of
Gandersheim,i the Abbey of Gandersheim being a German convent from the Middle Ages, and
another (Il want Madame de Pompadour,j the official mistress of Louis XV. Elsewhere, Michelangelo is
claimed to have (given great pleasure to Hans von Jagow,i and the words are supported with a
drawing of an enormous phallus.22 The techniques of the various inscriptions are described, some
having been undertaken in pencil, others in chalk or charcoal and others scratched into the surface of
the wall with a metal point. Pierced hearts, phalluses and winged Cupids make up (tout un blason
ind®cent et capricieuxi (a whole indecent and capricious blazon), the graffiti body-parts subverting the
courtly, romantic blazon and making up a low, crude one that recalls the walls of the factories that
Brassai wrote about.
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Rediscovering the libertine residents of the cave, the narrator is disconcerted by their
pornographic practices and obscene orgies. However, as a result of an invention that holds and
recounts frozen moments in time, he finds himself holding the body of a woman, which he imagines to
be Leda warding off Zeus in the form of a swan. Affected by the experience, and even though
disgusted by the (sotadic graffiti,i the narrator nevertheless feels compelled to add to them by writing
(Jiai cocufi® le cygnel (I cuckolded the swan), presumably claiming to have slept with Leda, and thus
to have cuckolded Zeus.? The attempted freedom of the libertines from social constraint, epitomised
in the work of the Marquis de Sade, is related here to the practice of writing obscenities on walls,
which in turn is defined as an impulsive practice that results from strange and intense experiences.

Making to leave this strange underworld, the narrator finds that he is, once again, lost.
Instead of the caveis exit, he finds the icaverne de sorcelleriel (the cave of sorcery), where he is
confronted by the Moon King. Whilst the narrator recognises the figure to be the mad King Louis Il de
Baviere, he is also an obvious parody of Louis XIV, the Sun King. Using a system of minutely
regulated microphones, he takes the narrator on a world tour before realising that he is not wearing a
mask in his presence and therefore calling for guards to cut off his testicles. At once a personification
of insanity and inversion, the king turns out to be a tribal, primitive sovereign who is free from logic
and reality, and therefore, like the narrator of iOnirocritique,i powerful. He is creative, his inventions
being at the heart of the adventure in the cave, and once again madness and transgression are held
to be both productive and means of overcoming limits. The narratoris experience takes place at night,
and when the morning comes he manages to find his way once more and reach Werp, telling no one
of his adventure for some time. The narrator escapes the domain of the Moon King through returning
to daylight, or perhaps through exiting the dream world of which the king may well have been a
fabrication, although this is never explicitly stated and the narrator is reluctant to attribute his
adventure to an forigine surnatureli (a supernatural origin). In Le Roi-Lune,i cave art and graffiti, the
walls of the cave and the walls of modern Paris (including the rue Berton), are explicitly brought
together, and the boundaries between the real and dream worlds are blurred.

Trapped within a prison of a very different kind, this time the trenches in 1916, Apollinaire
scratched a crude caricature of soldiers into the lid of his toothpaste tin [Fig. 2].24 The caption, tAh!
Dieu que la guerre est jolied (Oh! God, this war is lovely), is a quotation (with the exclamation marked
moved) from the poem (LiAdieu du cavalier,i in which ¢éAh Dieu!f in the first stanza is a pun on the
dying soldieris farewell (Adieu) in the second. The poem was originally written in August 1915, whilst
Apollinaire was some way from the trenches in the Ardennes forest, but his repetition of the phrase
here transforms it from a distant image of a soldieris death to something far more imminent, that
Apollinaire deals with through humour and irony.25 The scratching of the caricature, a momentary
release from boredom, is not public in the same way as the graffiti in the rue Berton, nor is it
destructive of someone elseis property as at La Sant® prison. Rather, it is a creative use of an
unimportant surface, which would likely have been discarded had it not been for Apollinaireis

inscription.
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Fig. 2: Guillaume Apollinaire, Ah! Dieu que la guerre est jolie, 1916. Engraved image on toothpaste tin,
dimensions unknown, former collection of Richard Anacréon, location now unknown. Photo held by the
Bibliotheque littéraire Jacques Doucet, Paris, ref. 7213-54 (Photo: Suzanne Nagy). Reproduced with the kind
permission of Gilbert Boudar.

Bataille, in his iLiArt primitifi sees graffiti as at once a violent act against the wall, and as a
form of talterationi of it, alteration suggesting a change from one state to another, which might be akin
to either decomposition or transformation into something sacred and precious. Susan Harrow, writing
on the objects created by Apollinaire during the war, comments that (The proliferation of small objects
in the war poems speaks urgently of a need to imprint the world with private desire and longing, to
alter its surface.i’® If the surface of the world, that is to say what Harrow terms ithe great narrative of
historyé can be altered through etching into that surface a very personal tmicro-history,i then
Apollinairels toothpaste tin, whilst it may well have been conceived as an ephemeral and playful
means of overcoming boredom, becomes something precious and telling that was deemed initially by
Apollinaire and later by Richard Anacréon, its one-time owner, worthy of conservation and of
safeguarding through a photograph.27 The inconsequential becomes precious, litter is transformed
into literature, and the distinction between the two is continually collapsed by the work of both

Apollinaire and the surrealists.
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It might be more accurate to consider Apollinaireis toothpaste tin in terms not of graffiti, but of
another form of instinctive mark-making: the doodle. Indeed Apollinaireis pictorially constructed
lideogrammesi (many of which were included in Calligrammes) have been described dismissively by
Roger Little as tamusing doodles,i lacking in rhythm, a characteristic which, Little claims, is
fundamental to poetry.”® However the very fact that Apollinaireis toothpaste tin is only one example
amongst many of actual doodling in his work suggests that, if the ideogrammes are in fact idoodles,b
they should be regarded far from dismissively.

Copious marginal sketches are present in many of Apollinaireis manuscripts, including
Calligrammes and Le Poéte assassiné. Some, particularly intricate, appear in the margins of iLe Roi-
Lune.i® A dancing figure with a thin body and large head is perhaps indicative of Apollinaireis thought
process in conjuring his description of the Moon King. On the following page a beaked face wearing a
fedora hat seems to recall the intrepid nature of the adventure and the strange metamorphosis of
objects, beings and concepts within the cave. Like many of Apollinaireis other manuscripts, that of Le
Poéte assassiné is written on the reverse side of scrap paper, and Apollinaireis re-use of all kinds of
paper, from headed notepaper of the Radio France to geographical plans, suggests his own writing to
be in itself a form of overwriting that has greater significance than what it obscures.

Ernst Gombrich, writing on ({The Pleasures of Boredom: Four Centuries of Doodlesi considers
a series of doodles found in the 1727 ledger of the Neapolitan bank as fan expression of the play
instinct which never leaves us even when we grow upi and comments that ithere are two kinds of
games which these scribes like to indulge in, one derived from writing, the other from image-
making.é30 He explains that the images that the doodler produces can never equate to failure, for they
were never intended to be anything at all: they merely exist as the result of an instinctual process, and
fany face you scribble, however primitive or distorted, will impress you as a "creation".i®" Such art is
required to conform to no set of rules or principles. Whether or not the doodler is deeply informed by
an innate knowledge of image-making conventions, founded in the history of western art, the marginal
scribble is perhaps the most authentic and direct record that can be found of an individualis impulsive
mark-making, and as such Gombrich sees the automatism advocated by Breton for surrealism as one
of the climaxes of the development of the doodle. Perhaps the collaborative cadavre exquis
(texquisite corpseb), itself a game, is the epitome of this, in which case Apollinaireis ideogrammes, be
they famusing doodles,i can be viewed as a stepping stone to this surrealist practice.

Both the toothpaste tin and the poem that Apollinaire finds on the back of a list of prison rules
use the material to hand, however inappropriate it might be; they both respond to an impulse for
mark-making, undermining the everyday actions of tooth-brushing and conforming to rules. Gombrich
writes:

The doodle, like the graffito, is the fruit of opportunity € the doodle may be described as the
innocent brother of the graffito. While the vandal is tempted to disfigure a white wall with his
rude message or scrawl, mainly to exercise his power and get rid of his aggression, the
doodler normally wishes to remain private.32

Brassal, in a poem about graffiti, recognised that the purpose behind writing on walls or inappropriate

surfaces is not always vandalism:

To engrave oneis name
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onebs love
a date
on the wall of a building,
this vandalism cannot be explained solely by the need
for destruction.
| see it rather as the instinct to survive
of all those who cannot erect
pyramids and cathedrals
to guard their names for posterity.*®
Rather, he suggests, graffiti is a form of unofficial, personal, monument, as valid (as Aragon put it
earlier) as the inscriptions on obelisks. As a remnant of Apollinaireis time in the trenches, the
toothpaste tin retains his trace for posterity, just as Lili and Totoris love was immortalised on the walls
of the rue Berton. Claiming the detritus of war and fashioning from it new objects lends a sense of
productive power to the soldier in the trenches, returning him to the status of creator and individual
rather than nameless victim. It is Harrowis contention that this is one of the reasons for Apollinaireis
continued references to the minutiae of war in his war poetry.34 The poignancy of such traces is akin
to that of the presumably now-executed murderer, iD®J® de M®@nilmontant,i whose graffiti Apollinaire
reads at La Santé. His mark survives him and becomes monumentalised in Apollinaireis writing; the

insignificant criminal is remembered in the same way as heroes.

Monuments to the insignificant

Julian Stallabrass, in his book Gargantua, comments on the relationship between value and
ephemerality as seen in the connection of contemporary graffiti to both advertising and memorial
plaques:

Such writing is a hybrid practice: like companies, graffiti artists and crews take on corporate

identities behind a brand name; like artists, they sign their works, signing a signature in effect,
and often date them too, sometimes using Roman Numerals as if on memorial plaques.®®

We are presented with the ironic and paradoxical relationship of an inherently ephemeral art to an
attempt to monumentalise and eternalise something by literally (setting it in stone.{

The inscriptions that Apollinaire saw in the rue Berton have now been removed, by chipping
away the surface of the stone-walls. Presumably those responsible were tantiquarians,i who
considered the etchings to be mere graffiti T destructive and inappropriate. However one thing does
remain that Apollinaire noted in 1918: (a marble plaque denoting the old boundaries of the seigneuries

of Passy and Auteuili [Fig. 3].%°
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Fig. 3: Wall plaque in the rue Berton, 75016 Paris. (Photo: Caroline Levitt).

For Apollinaire, the rue Berton was a site of nostalgia, a place where he used to walk with friends
such as René Dalize, killed in the war, and one of the remaining old streets in an area that was in the
process of being rebuilt. Auteuil had not been annexed to Paris until 1860, and it remained, much like
Montmartre and Montparnasse, a transitional space between city and country, quite unlike the
Haussamnnised centre. The graffiti was evidence of a similarly personal and marginal history, and the
fact that Lili loved Totor in 1884 was more interesting for Apollinaire, if not as well known, than the fact
that this point once marked out the boundaries of Auteuilis seigniorial mansions and estates.
Alongside graffiti in Apollinaireis flonerie are street lanterns:

There are very few of the old street lanterns left & it is a shame that the town has not
conserved in its depot, rather then selling them, one specimen at least of each lighting
appliance.”

Apollinaireis description of the lanterns, almost as the statues of the modern city, and as the potential
content of a museum of the street, highlights the kind of nostalgia with which both he and Brassai are
dealing: a personal nostalgia, that yearns not after great men or official buildings, but after those
things, however seemingly common, to which an intimate attachment has been formed. The official
public monument is one that glorifies that which it commemorates: generally a person or event of
supposedly universal significance. Graffiti, in this context, is a form of anti-monument that literally
defaces the official monument. However for Apollinaire, both official inscriptions and graffiti are shown
to be memorials in their own right; it was these monuments to human lives that were noted also by
Brassai, who traced their evolution by returning to photograph the same site several years after his

first visit.
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Official monumental sculpture was scorned by both Apollinaire and the surrealists. Writing on
Raymond Duchamp-Villon (and on the relationship between sculpture and architecture) in Les
Peintres cubistes (1913), Apollinaire noted that ithe whole world is covered with monuments more or
less devoid of any practical purpose.i® One function of monuments is to promote veneration, and
traditional monumental sculpture or memorials are optimistic in their nature (anti-naturalist),
representing the idealised qualities of their subject rather than their humanity. When monuments
become so prolific, then, they become commonplace, and thus their purpose of standing out to mark
something extraordinary is undermined. When the Oiseau de Bénin (the Bird of Benin), the character
representing Picasso in Apollinairels autobiographical roman "~ clef {Le Po te assasin®i (1916) speaks
of the monument he will erect to his poet friend, it is not a marble or bronze allegory, but ta profound
statue made of nothing, like poetry and like glory.i* Ornamentation and large scale, two of the
characteristics that make typical official monuments so noticeable, stand in direct opposition to the
small scale and aesthetic banality of the personal ephemera discussed so far in relation to Apollinaire,
and to his idea of the perfect memorial.

However for Breton, too, the personal ephemera within Paris is of far greater importance than
the cityls famous buildings and vistas. Breton comments in Nadja that not even fla tr s belle et tr s
inutile Porte S. Denisi (the very beautiful and very useless Porte St. Denis), again a monument at the
edge of Paris, could properly explain his attraction to that area of the city. He illustrates his comment
with a photograph of the Porte S. Denis, demonstrating the futility both of a gateway that stands alone
with no city wall through which it might serve as a thoroughfare, and of elaborate decoration that is
meaningless to the inhabitants of modern Paris and which cars and passers-by ignore.40 The
gatewayts lack of function does not seem to pose a particular problem to Breton (nor would one
expect it to, given his fascination with the dysfunctional and outmoded), rather the point is that he is
puzzled by the way he is drawn to the area, and the monument provides no explanation. Indeed,
Nadja is a novel in which official Paris is consistently overwritten by a highly personalised view of the
city.

As Simon Baker has noted, Breton begins his walk through Paris in Nadja facing the hotel
des Grands Hommes, where he had lived for almost two years between September 1918 and the
Summer of 1920, and thus consequently with his back to that greatest of all humanist monuments: the
Panthéon.** The photograph included to illustrate this section of the narrative is taken, appropriately,
from inside the railings that surround the Panthéon, facing outwards.* Elsewhere, the St Ouen flea
market, the Sphinx Hotel and a luminous Mazda sign are what will photographically fremaini of Breton
and Nadja, although the text itself is set up equally as a remnant of their relationship. As Nadja had
put it, teverything fades, everything vanishes. Something must remain of us.i*® What remains of
individuals, in the case of Nadja a retrospective account of an encounter that might otherwise have
proved insignificant, is fundamental to the concept of the monument and, according to Brassayis poem
cited earlier, to graffiti.

If Bretonis Nadja included photographs from the outset, it was not until 1926 that Apollinaireis
fLe Po te assassin® was illustrated with a series of lithographs by Raoul Dufy; four hundred and

seventy illustrated copies were published by Les £ditions Au Sans Pareil. The release of Dufyis
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edition was timed to coincide with the eighth anniversary of Apollinaireis death, on 9 November 1926,
a fact explicitly stated on the final page of the printed copies. Thus the book sets itself up as a sort of
monument to Apollinaire, the fassassinated poeti of the title, and whilst Dufyis lithographs remain little
known (they have not been included in subsequent re-editions of the text), they often depict
celebrated sites of remembrance and commemoration: the Panthéon, the Arc de Triomphe and the
Champs Elys®es, the Eiffel Tower, the Sacr® CTur and St Peteris in Rome, to name but a few.

It is illuminating to consider Dufyis edition of iLe Po te assassin®i in relation to Nadja, which
Breton claimed was distinctly not a novel, but a record of a period in his life. Dufyis illustrations could
in many ways be set up in opposition to Bretonis choice of photographs to accompany Nadja. If Dufy
depicts celebrated Parisian sites, Breton deliberately does not do so, including instead photographs of
his personal wanderings, itaken at the special angle from which | myself had considered them.i** It
may seem as though Breton is concerned with the everyday whilst Dufy is preoccupied with the
monumental. Indeed if, as we have seen, Apollinaire too was more interested in the private than the
public, in marginal areas such as Auteuil than in central Paris, Dufyis lithographs may seem also to jar
with Apollinaireis ideology. However the relationship between text and image in both Nadja and the
1926 edition of iLe Po te assassin® seems to be more problematic.

The photographs in Nadja are included to suggest documentary reality and reliability, yet in
fact do no more than prove the existence of many of the places, people and drawings mentioned in
the text T the anecdotes surrounding them could be fiction or truth, and the two merge in the various
passages of the book. Meanwhile, Dufy wittily grounds Apollinaireis own suggestion of the poetis
affiliation with great figures of antiquity in contemporary Paris. Whilst Apollinaire uses pseudonyms
(albeit easily decoded ones) for his characters, Breton claims that he wants his book to be an entirely
transparent account, neglecting to take on the Latin or Arabic pseudonym that Nadja had suggested
for him. However Nadjais own real name and identity are never revealed through Bretonis text and
she is one of the only characters of whom a photographic portrait is not included T the closest Breton
gets to portraying her is including the allegorical drawings she herself had made and, in the 1963
edition, introducing a photograph of her eyes. Thus Bretonis anti-novel turns out to be a partially
mythologised account in spite of itself, whilst Dufy plays on Apollinaireis comic claim to mythological
greatness and brings the story back to the everyday.

Dufyis depiction of the Champs Elys®es, with a view leading from the Place de la Concorde in
the foreground to the Arc de Triomphe in the distance is particularly intriguing in light of the

relationship between the personal and the universal, the real and the legendary [Fig. 4].
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Fig. 4: Raoul Dufy, lllustration for Guillaume Apollinaire, iLe Po™ te assassin® (1916), Paris: Editions Au Sans
Pareil, 1926. Plate preceding section entitled iPers®cutioni (n.p.). Private collection, London (Photo: Caroline
Levitt). Reproduced with the kind permission of Gilbert Boudar. © ADAGP, Paris and DACS, London 2011.

The plate precedes the section entitled (Pers®cution,i the first page of which is illustrated with a similar
but smaller view. The Champs Elysées comes to represent a site of remembrance, evoking
commemorative parades, most often in honour of those who have died fighting for their country. Its
function as a site of remembrance for the First World War was relatively new: the burial of the
unknown soldier under the Arc de Triomphe had taken place only five years prior to Dufyis
lithographs, in 1921. This tomb and its inscription stand at once for the universal plight of those who
fought for France and for a specific but unidentified individual. Dufy depicts the universal and
transcendental, but implicit within his image is the personal and apparently inconsequential: what
remains of individuals.

The Panthéon, deliberately ignored by Breton, is another of Parisi celebrated sites to feature

in Dufyts lithographs, this time above the beginning of the section entitled (Apoth®osel [Fig. 5].
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Fig. 5. Raoul Dufy, lllustration for Guillaume Apollinaire, iLe Po™ te assassin® (1916), Paris: Editions Au Sans
Pareil, 1926. First page of the section iApoth®osel (p. 145). Private collection, London (Photo: Caroline Levitt).
Reproduced with the kind permission of Gilbert Boudar. © ADAGP, Paris and DACS, London 2011.

Apollinaire would not be buried in the Panthéon, alongside iles grands hommesi (the great men) to
whom France is grateful, although both the inclusion of his name under the list there of i®crivains
morts pour la Franceb (writers killed in Franceis defence) during the First World War as well as Dufyis
inclusion of the inscription that runs around the dome of the Panthéon suggest that he is amongst
them. Apollinaireis tomb is to be found in the P re Lachaise cemetery, along with the tombs of many
of the great writers and composers, yet is placed not with his contemporary cultural heroes but with
fles ®trangers morts pour la patriei (foreigners who died for the country). In place of Picassois
proposed monument, one of Apollinaireis own Calligrammes was eventually engraved on the tomb,
designed and made by Serge Férat [Fig. 6].

Ephemera, such as Nadjais drawing of the tloversi flower, the product of an initially casual
and then more deliberate attempt to recreate a mental vision over lunch in the country, become the
signs under which, Breton writes, he and Nadjais time together should be placed.45 For both
Apollinaire and Breton, personal, graphic representations of experiences and relationships take the
place of large statuary allegories of great men and battles. If Dufy uses famous sights of Paris to draw
out a personal history, then graffiti such as Lilits inscription in the rue Berton are capable of doing the

reverse: through the use of pan-cultural symbols such as the pierced heart, what was commemorative
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of a personal plight is also indicative of the transcendental force of love. Casual etchings and signs

become referents, pointing to something above and beyond themselves.

Fig. 6: Serge Férat, Tomb of Guillaume Apollinaire, 1935. Paris: Cimétiere Pére Lachaise (Photo: Caroline
Levitt).

Significant ephemera

One day in 1907, Apollinaire reports in the section of Le Flaneur entitled (Du fiNapod ** la chambre
diErnest La Jeunessef (From the (Napoi to the room of Ernest La Jeunesse), he was walking from the
boulevard des Italiens to the rue Grammont, when he caught sight of a piece of paper floating in the
wind. Instinctively,i we are told, he caught hold of it. An enigmatic series of events unfolds. Looking
up at the third-floor window of a nearby apartment block, Apollinaire sees a masked figure, who tells
him to hold on to the paper because he is coming down to get it; the figure never appears.
Investigating, Apollinaire learns from the concierge that the apartment is empty, and when he sees
the man, now without the mask, running along the street presumably in pursuit of him, he decides to
keep hold of the piece of paper rather than attempting to return it. In a brasserie a few streets away,
Apollinaire sits down to look at the fragment he has obtained and to decipher its contents:

There | saw, traced by a clumsy hand, the following signs: ABCDEFGHIJKLMNOP
QSTUVWXY Z Next to these capital letters, a crude drawing of a man, with two
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fountains of flames on his forehead next to which the figure 1 was placed just above the
figure 5. | was faced with a rebus &

| noticed that all the letters of the alphabet had been inscribed on the paper, except R, that
the man with two horns of fire on his forehead represented Moses, and that the 1 over 5
suggested sufficiently, due to its position on the right of the Hebrew legislator, that it meant
the first book of the Pentateuch, and the rebus obviously read in the following way: R niest I'",
genése [R is not there, Genesis], which signified without a doubt: Ernest La Jeunesse. *°

Having thus decoded the rebus, Apollinaire goes to visit, for the first time, the author Harry Caén,
whose pseudonym was Ernest La Jeunesse. From the event that surrounds the discovery of the note,
Apollinaire constructs a narrative that recounts the start of his friendship with the author, two of whose
books, Cing ans chez les sauvages (1901) and Le Boulevard: roman contemporain (1906) can be
found in Apollinairefs library, each with the inscription (& Guillaume Apollinaire, son ami Ernest La
Jeunesse i’

The rebus is a form of shorthand that relies on the combination of words and images; it
belongs either to casual, playful mind-games, or to the need for encryption and secrecy. It formed the
basis for Bretonis later {poem objects,i such as one from 1937 [Fig. 7].

Fig. 7. André Breton, Madameé (Poem-Object), 1937. Dated at lower right 17-1-1937. Mixed media, 28.3 x 19.8
cm. New York, Collection Timothy Baum. Reproduced with the kind permission of Aube Elléouét-Breton.
Thanks to the inclusion of objects, the first line reads as follows:
Madame

Vous mi°tes apparue pour la premi
[ermine]
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The first two letters of the word that describes the added object complete the word that precedes it, a pun
that fortuitously also works in English:
Madame

You appeared to me for the fir
[stoat]

The reader is left to substitute the end of the word terminei or istoati for the missing word, tfoisi or
ftime.

Apollinaire views the rebus that leads him to Ernest la Jeunesse as powerful, distinct from the
insignificant puzzles found in contemporary newspapers, and descending from a tradition of hidden
meanings both for the sake of secrecy and for the sake of the illiterate. Apollinaire refers to the letters
on the paper as fsigns,i a reminder that writing is at base simply a visual means of communicating
meaning. An apparently insignificant piece of paper inscribed with a significant combination of signs
thus has the power to change the course of Apollinaireis day and to lead him to a meeting with the
Symbolist author with whom he would remain acquainted until his death in 1917 from cancer, as we
learn in the latter part of Apollinaireis narrative.

The scrap of paper described in Le Flaneur would perhaps have been considered valueless
and left to float in the wind by someone other than Apollinaire, yet it turns out to be of great
significance, leading him into an apparently real but rather strange and unexpected series of events.
In Mes Prisons, discussed at the start of this article, the only potential writing surface to hand (a list of
prison rules) had apparently been taken from its mundane purpose, used for the writing of a poem,
and then left to chance in the cell, to be found almost six months later, coincidentally by a poet, and
then published in a newspaper. Whether these anecdotes are factual or fictive, the values of objects
and of creativity are thus questioned and the status of objects fluctuates, being one moment
apparently valueless, everyday and ephemeral, but the next valuable, notable and preserved. Such is
the status of graffiti and this oscillation was essential to the surrealistsi concept of the marvellous.

Found, ephemeral traces can, then, be on the one hand playful and on the other hand
significant in more profound ways. When Aragon wrote of thieroglyphs on the wallsé and claimed the
words on everyday objects to be as important as ithe inscriptions of a book of black magic,i he both
recognised the same power that Apollinaire had found in linguistic fragments and anticipated the
magical or talismanic properties that Brassai would also see in graffiti, relating it to both cave art and
psychological cures:

Everything is magical for the child & fairies, devils, monsters are for him so real that he is
scared of them & Art alone can exorcise these phantasms. For it is indeed the power of
magic that is at the origin of the power of art. To trace a line, a figure, gives to the child a
sense of power and domination that belongs only to the magician. It is only through art that he
can bend the world to his will & the power that the prehistoric hunter wanted to exercise on
his game by tracing its (simulacrumi at the back of caves still works on walls of another type.48
The concept of the artist as magician goes back to Romanticism, and the notion of art as simulacra or
effigy emulates Freudis description of magic in fprimitivel cultures in Totem and Taboo (1913).49 In
this sense, we might suggest that a wall full of graffiti is effectively a wall of simulacra that might

function much as the voodoo doll: ifor to act on the simulacrum is to act on the person themselves.i>
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A photograph of a gallows from the section entitled iLa Magieb in Brassayis Graffiti suggests sinister
possibilities on this level.

Brassaiis premise for comparing graffiti art to cave art in the first place was its aesthetic
similarity. He wrote in his article iDu mur des cavernes au mur diusine :f

In 1933, a stoneis throw from the Op@ra, signs similar to those of the caves in the Dordogne,

or the valleys of the Nile or the Euphrates, are suddenly appearing on the walls.>
He saw graffiti as evidence of a primitive human instinct that was the same in 1933 as it had been in
the Stone Age. Brassai was, of course, not alone in his observation. The then recent Dakar-Djibouti
expedition had been extensively documented in the second issue of Minotaure, the issue before the
one in which Brassayis article appeared, and had included an article entitled éPeintures Rupestres de
Songo.i The article linked cave painting to initiation rites, claiming an ancient sign in the shape of an
elephant on a rock outside the village to have been created by the bleeding wounds of recently
circumcised boys; the tsigni had since become an important part of the circumcision ceremony,
representing a spiritual monument to the power and significance of the ritual. Three years earlier than
this, in 1930, Batailleis article iLiArt primitifi was published in Documents, illustrated by an image of
Graffiti by Abyssinian children. The significance of childrenis graffiti for Batailleis article lay in his
critique of Luquetis appropriation of the art of primitive man to an understanding of that of children:
both were apparently, like the doodle, free of any preconception or intention. The relationship of the
inscription to the wound in the Songo story, like the relationship of the vestige of Christis face on the
shawl of St Veronica to his suffering, serves to reiterate Bataillels concept of talterationi as an act of
violence against the wall that results in an almost involuntarily and miraculously-produced image.

For Apollinaire, the everyday made magical is perhaps more comic than it would be for the
surrealists, but is no less engaged with the methods of transforming or altering the banal to create
something marvellous. Peter Read has described the napkin in Apollinaireis short story, iLa Serviette
des po tesi (1907) as ta Cubist ﬁSainte-Véroniqueé.é52 The tale centres on four poets, fictional
representations of Apollinaire, Max Jacob, André Salmon and Mecislas Golberg, who go, separately,
to dine at what seems to be the Bateau Lavoir. Their hostsi (Picasso and Fernande Olivier) poverty
means that they must all use a different corner of the same napkin, which eventually becomes so dirty
that all four poets catch tuberculosis and die. The stains left on the napkin resemble miraculous
portraits of the four poets and, as before, what had originally been a filthy vestige and a cause of
death becomes something sacred. Similarly, in a curious article for Les Soirées de Paris, entitled
(Petites recettes de magie modernei (6Short recepies for modern magic), Apollinaire is, like the
surrealists, attracted to the discarded or ignored, which turns out to be fantastic:

The following manuscript was found in front of the omnibus ticket office on the place Péreire,

on 10 July this year € We have no idea as to the value of the recipes that you will read. But

they seemed to us to be peculiar enough to excite curiosity.53
The short collection of ludicrous spells includes one purported to prevent oneis car from breaking
down, for which it is necessary to procure the skins of several ripe melons, dry them out, crush them
to a powder and mix them with some form of bodily fluid. As is often the case with talismans, it is not
the object used that is extraordinary or magical, but the way in which it is prepared and the contact or

lack of contact it has with certain people that imbues it with power.
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It seems pertinent to conclude with an iconic image that perhaps epitomises the surrealist
attitude to the possibilities and implications of graffiti and inscriptions, an attitude that, as has been
seen, was shared by Apollinaire. When Duchamp added a moustache, beard and caption to a
postcard of the Mona Lisa, he transgressed social codes and ideas of femininity and beauty; he
created something specific and encrypted out of something previously assumed to have universal
significance. He at once devalued and manipulated one of the Louvreis greatest treasures,
constructing from the overused image a challenge to the concept of value and he employed a word
game that required deciphering: ILHOOQ,) when read phonetically (¢Elle a chaud au cul,i or isheis got
the hotsi), suggests the reason for the Mona Lisais smile to be that she is sexually aroused. For
Apollinaire, found inscriptions are a specific type of ephemera with exciting and valuable
connotations. They defy the constraints and regulations of authority, they monumentalise what
seems, according to that authorityis hierarchy, to be insignificant, and they evoke powerful and
suggestive meanings that produce something marvellous and magical from something seemingly
destructive and banal.

If the passer-by had walked into the rue Berton in 1918, he would have noticed that the walls
that bordered it were covered with inscriptions, with graffiti as the antiquarians would say. In
preserving the memory of those inscriptions, Apollinaire created a legacy for their authors and aligned
himself with non-hierarchical and unofficial ideals that would so soon come to be recognised as
surrealist. However the very fact that Duchampis LHOOQ is so well known whilst Apollinaireis Le
Flaneur des deux rives is so often overlooked suggests that the canon of surrealist pre-cursors has
somehow become skewed towards dada, and that Apollinairets own legacy has been underestimated.
My aim has been to reinvigorate considerations of Apollinaire, showing him to have been interested in
controversial practices that challenged concepts of art and poetry and that come to stand for the
achievements of Bretonian surrealism. Apollinairels own interests were so close to those of the
surrealists that, rather than viewing his use of the term surréaliste as entirely at odds with its later
interpretation, it would perhaps be more appropriate to see Bretonis adoption of it as another form of
overwriting. Apollinaire lived an ephemeral life in comparison to Bretonis seventy years, but his
contribution was more significant than astute critiques of Cubism and alternately moving and comical
war poetry. In examining graffiti as a practice within Apollinaireis oeuvre, this article broadens
possible discussions of his affinities with surrealism, and indeed of surrealism itself, and presents a
previously unconsidered point of encounter between the two.

Caroline Levitt
The Courtauld Institute of Art

! Guillaume Apollinaire, Le Flaneur des deux rives (1918), in Tuvres en prose complétes, 3 vols,
Michel D®caudin, Pierre Caizergues, eds, Pl®iade, Paris, 1977, 1991, 1993, vol. 3, 4 ((Mais que le
passant entre dans la rue Berton, il verra diabord que les murs qui la bordent sont surcharg®s
diinscriptions, de graffiti pour parler comme les antiquaires. Vous apprendrez ainsi que fiLili diAuteuil
aime Totor du Point du Jourb et que pour le marquer, elle a trac® un cTur perc® diune fl che et la
date de 1884. H®las! Pauvre Lili, tant diann®es ®coul®es depuis ce t®moignage diamour doivent avoir
gu@ri la blessure qui stigmatisait ce c1 urj).
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% Brassay, (Du mur des cavernes au mur diusine,i Minotaure, first year, no. 3, Paris, December 1933.
Brassay continued dcollectingl photographs of Graffiti for thirty years; he published many of the
photographs in Graffiti, Editions du temps, Paris, 1961. Several of those included under the heading
iAmourt fit the formula described by Apollinaire, with pierced hearts and initials.

® The surreality of Apollinaireis walks through Paris has been occasionally noted in relation to other
texts, such as iLe Musicien de Saint-Merryd and iLa Chanson du mal-aim®.f See for example Michel
D®caudin, iGerminescences latentes,i in Daniel Briolet, ed., Guillaume Apollinaire, Pierre Roy et le
surréalisme, Le Dé bleu, Nantes, 1997, 11-18.

* Louis Aragon, iDu D®cori (1918), in £crits sur liart moderne, Flammarion, Paris, 1981, 5

(flllobs®dante beaut® des inscriptions commerciales, des affiches, des majuscules ®vocatrices, des
objets vraiment usuels € hi®roglyphes sur les murs € Ces lettres qui vantent un savon valent les
charact res des ob®lisques ou les inscriptions diun grimoire de sorcellerie: elles disent la fatalit® de
li®poquel).

° My own unpublished thesis, from which much of the material for this article is taken, discusses the
relationship between Apollinaire and Breton: Caroline Levitt, Guillaume Apollinaire and André Breton:
Encounters in the Avant-Gardes, Doctoral Thesis, The Courtauld Institute of Art, 2008. For previous
arguments for Apollinaire as a surrealist avant la lettre, see for example: Anna Balakian, éApollinaire
and liEsprit Nouveau,b in Surrealism: The Road to the Absolute (1959), University of Chicago Press,
Chicago, 1987, 80-99: Henri B®har, iLa Jambe et la rou®,) Que vlo-ve? Bulletin international des
etudes sur Guillaume Apollinaire, series 4, No. 21, January-March 2003, 5-27: Willard Bohn, iFrom
Surrealism to Surrealism: Apollinaire and Breton,i The Journal of Aesthetics and Art Criticism, Vol. 36,
No. 2, Winter 1977, 197-210: Margu@rite Bonnet, (Aux sources du surr®alisme: place diApollinaire,i in
M. Décaudin, ed., Guillaume Apollinaire 3: Apollinaire et les surréalistes, La Revue des lettres
modernes, Caen, No. 104-7, 1964, 38-74: Etienne-Alain Hubert, (Le fisurr@alismed diApollinaire et
liinvention de la rou®,i in Circonstances de la poésie: Reverdy, Apollinaire, surréalisme, Klinckseick,
Paris, 2000, 287-290: John Herbert Matthews, iDevant les surrealists,i in Guillaume Apollinaire 3:
Apollinaire et les surréalistes, Décaudin, ed., La Revue des lettres modernes, Caen, No. 104-7, 1964,
75-85: Peter Read, (Surr®alisme et surrealists,i in Apollinaire et iLes Mamelles de Tir®sias:i la
revanche di£ros, Presses universitaires de Rennes, 2000, 139-49.

6 Apollinaire was in La Santé prison from 7-12 September 1911. For the details of the events see, for
example, Peter Read, Picasso and Apollinaire: The Persistence of Memory, University of California
Press, Berkeley, 2008, ch. 9.

" Guillaume Apollinaire, iMes Prisonsi (1911), in Tuvres en prose complétes, Vol. 3, 421 (iLa
premi re ®motion violente que jiai ressentie ~ la Sant® provient diune inscription grav®e dans la
couleur qui recouvre la ferrure de la couchette: iD@J® de M®nilmontant pour meutred).

8 Guillaume Apollinaire, & la Sant®,i Alcools (1913), in T uvres poétiques, Michel Décaudin, Marcel
Adéma, eds, Pléiade, Paris, 1965, 143, 145 (iQue je miennuie entre ces murs tout nuse€ / Ji®coute
les bruits de la ville / Et prisonnier sans horizon / Je ne vois rien quiun ciel hostile / Et les murs nus de
ma prison().

o Philippe Soupault, iSouvenirs,i in André Breton et le mouvement surréaliste, La Nouvelle revue
francaise, Paris, No. 172, 1 April 1967, 664 ((Nous f¥mes frapp®s par liimportance insigne des images
et comparames celles dont le langage populaire est émaillé a celles que les poétes dignes de ce nom
avaient cr@®es et *" celles qui illuminaient les reveseCes exp@riences nous conduisirent =~ consid®rer
la po®sie comme une lib®ration, comme liunique possibilit® diaccorder " liesprit une libert® que nous
nfavions connue ou voulu conna’tre que dans nos r°ves et de nous d®livrer de tout liappareil
logiqued).

1% philippe Soupault, iSouvenirs, 665.

1 see Michel D®caudin, iGerminescences latentes.j
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12 Apollinaire initially used the term to refer to the work of Chagall, who saw little correlation between
Apollinaireis term and the automatism of the surrealists, see Georges Charbonnier, Le monologue du
peintre (Paris, 1959), Durier, Neuilly-sur-Seine, 1980, 241. More generally, however, it stood for a
heightened sense of the intensity of phenomenal reality that serves to make the real seem strange
and mystical: a new reality, in other words, created from the natural elements of perception, yet
combined with the fantastic images of the mind. This understanding of the word fits neatly with Breton
and Soupaultis agenda and is taken from a paragraph concerning surnaturalisme in Les Soirées de
Paris, No. 24, May-June 1914, n. p.

13 Guillaume Apollinaire, iLiEnchanteur pourrissanti (1909), in T uvres en prose complétes, Vol. 1, 76
(6Cent matelots miacceuillirent et miayant men® dans un palais, ils miy tuérent quatre-vingt-dix-neuf
fois. Ji®clatai de rire " ce moment et dansai tandis quiils pleuraient. Je dansai = quatre pattesb).

1 André Breton, Manifeste du surréalisme (1924), in T uvres complétes, 4 vols, Marguérite Bonnet,
Philippe Bernier P, Etienne-Alain Hubert, José Pierre, eds, Pléiade, Paris, 1988, 1992, 1999, 2008,
Vol. 1, 311.

> André Breton, Manifeste du surréalisme, 346 (iLa terre drapée dans sa verdure me fait aussi peu
dieffet quiun revenant. Cbest vivre et cesser de vivre qui sont des solutions imaginaires. Liexistence
est ailleurs).

16 André Breton, Nadja (1928), in T uvres compltes, Vol. 1, 736 (fje ne pense pas quiil puisse y avoir
une extr°me diff@rence entre liint@rieur diun asile et liext®rieurt).

7 Ibid., 736 (Il doit, h@las! y avoir tout de m°me une difference, ~~ cause du bruit aga-ant diune cl®
quion tourne dans une serrure, de la mis®rable vue de jardin, de liaplomb des gens qui vous
interrogent quand vous nien voudriez pas).

'8 Guillaume Apollinaire, ed., Les Ma'tres de liamour: [iTuvre du Marquis de Sade, Bibliothéque des
curieux, Paris, 1909, 12, 17. (iil aimait par-dessus tout la libert®;i icet esprit le plus libre qui ait encore
exist®d). Until 1913 there was no catalogue of the censored books in the tenfer,i making them
unconsultable. The first catalogue, entitled the tlcono-bio-biographiei was created by Apollinaire
himself, with Louis Perceau and Fernand Fleuret in 1913 and included all the books deposited there
to date, notably those by the Marquis de Sade.

¥ Guillaume Apollinaire, Les Ma'tres de liamour: limuvre du Marquis de Sade, 20 (iJai suivi la route
du vice, moi, mon enfant; je niy ai jamais rencontr® que des roses).

% jLe Roi-Lunei was published as part of the anthology Le Poete assassiné, which also included
Apollinairels roman " cl® of that title. Guillaume Apollinaire, iLe Roi-Lunei (1916), in T uvres en prose
completes, Vol. 1, 307.

! The text more than cursorily recalls Rousselis Impressions diAfrique (1910), which Apollinaire had
seen with Duchamp and Picabia in 1912.

22 ppollinaire, iLe Roi-Lune,i 308.
% Ibid., 312.

** The toothpaste tin was later owned by Richard Anacréon, a bookseller and art collector. See,
Elisabeth Noél Le Contour, Le Merle blanc de la Monaco du nord: Richard Anacréon 1907-1992,
Harmattan, Paris, 2001. A photograph of the object is held at the Bibliotheque litéraire Jacques
Doucet, Paris.

* For the dating of this poem, and its inclusion in letters to Louise Faure-Favier, Madeleine Pages

and Louise de Coligny-Chatillon, see the notes in ¥ uvres poétiques, 1096. It was later included in
Calligrammes (1918).
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% Susan Harrow, (The Autobiographical and the Real in Apollinaireis War Poetry,i The Modern
Language Review, Vol. 97, No. 4, October 2002, 827-8.

27 Richard Anacréon was a bookseller and art collector. See, Elisabeth Noél Le Contour, Le Merle
blanc de la Monaco du nord.

% Roger Little, Guillaume Apollinaire, The Athlone Press, London, 1976, 38.

29 The manuscript for Le Poéte assassiné is held in the Bibliotheque littéraire Jacques Doucet (code
1034 B-V-5). For work on Apollinaireis drawings, marginal and otherwise, see Jean Burgos, ed.,
Guillaume Apollinaire 22: Apollinaire, le dessin et les traces, Caen, La Revue des lettres modernes/
Minard, 2007: Claude Debon and Peter Read, Les Dessins de Guillaume Apollinaire, Buchet
Chastel/Les Cahiers dessinés, Paris, 2008.

% Ernst Gombrich, The Uses of Images: Studies in the Social Function of Art and Visual
Communication, Phaidon, London, 1999, 213.

3 |bid., 214.
3 |bid., 225.

3 Brassay, iPo me sur les graffiti,i in Graffiti (1961), Flammarion, Paris, 1993, 151 (iGraver son nom /
son amour / une date/ sur le mur diun edifice, / ce vandalisme ne siexpliquerait pas par le seul besoin
/ de destruction. / Jiy vois plutt liinstinct de survie / de tous ceux qui ne peuvent dresser/ pyramides
et cath®drales/ pour laisser leurs noms “” la post@rit®).

% Susan Harrow, iThe Autobiographical and the Real in Apollinaireis War Poetry,i 828.

% Julian Stallabrass, Gargantua: Manufactured Mass Culture, Verso, London and New York, 1996,
136.

% Guillaume Apollinaire, Le Flaneur des deux rives, 5 (fune plaque de marbre marquant que I"” se
trouvait autrefois la limite des seigneuries de Passy et diAuteuilf).

¥ Ibid., 6 (6l nty a plus que tr s peu de lanternes anciennes € on peut regretter que la ville niait pas
conservé, dans son dépdt, au lieu de les vendre, un specimen au moins de chaque appareil
di®clairagef).

¥ Guillaume Apollinaire, Les peintres cubistes (1913), trans. Peter Read, University of California
Press, Berkeley, 2004, 80.

% Guillaume Apollinaire, iLe Po te assassin® (1916), in ¥ uvres en prose complétes, vol. 1, 301 (lune
profonde statue en rien, comme la po®sie et comme la gloiref). As Peter Read has pointed out in his
Picasso and Apollinaire, Picassois wire maquettes, studies for a sculpture to be placed on
Apollinairels tomb but rejected as itoo moderni by the committee in charge of his commemoration,
perhaps came closest to realising the statue that Apollinaire describes. See Peter Read, Picasso and
Apollinaire, 177.

% André Breton, Nadja, 663.

*! |bid., 653. See also Simon Baker, Surrealism and the French Revolution, PhD thesis, University
College London, 2002.

*2 The photo is attributed to Jacques-André Boiffard in the 1963 revised edition of Nadja. For the
photo, see Breton, Nadja, 654.

* Ibid., 708 (ftout sbaffaiblit, tout dispara’t. De nous il faut que quelque chose reste).
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* Ibid., 746 (iprise sous liangle special dont je les avais moi-m°me consid®res).
** |bid., 719-21.

% Apollinaire, Le Flaneur des deux rives, 29 (iJiy vis, trac®s diune main inexperte, les signes suivants:
ABCDEFGHIJKLMNOPQSTUVW XY Z. Auprées de ces lettres majuscules, un dessin
grossier figurait un homme, ayant au front deux jets de flamme a c6té duquel le chiffre 1 était placé
juste au-dessus du chiffre 5. Ji®tais en presence diun r®bus & Bref, je remarquai que toutes les
lettres de lialphabet avaient ®t® inscrites sur le papier, sauf iR, que lthomme ayant au front deux
cornes de feu repr®sentait Moyse, et que li1 sur 5 indiquait suffisamment, =~ cause de sa position ™
droite du I®gislateur h®brajque, quiil ®tait question du premier livre du Pentateuque, et le rébus se
lisait ®videmment de cette fa-on: R niest I, gen se, ce qui signifiait sans aucun doute: Ernest La
Jeunessei).

*" Apollinaire, Le Flaneur des deux rives, 27-33.

“8 Brassai, Graffiti, 98 ((Tout est magie pour lienfant € les f®es, les diables, les monstres sont pour lui
diune telle ®vidence quiil en a peur & Liart seul permet diexorciser ces phantasmes. Car ciest bien le
pouvoir de la magie qui est =" liorigine du pouvoir de liart. Tracer une ligne, une figure, donne **
lienfant ce sentiment de puissance et de domination propre au magicien. Coest par liart seul quiil peut
plier le monde ** sa volont® € Le pouvoir que le chasseur pr®historique voulait exercer sur le gibier
en tra-ant son fisimulacraé au fond des cavernes siexerce encore sur le mur sous un autre forme).

“in part Ill, 6Animism, magic, omnipotence of thoughts,i Freud writes: iOne of the most widespread
magical procedures for injuring an enemy is by making an effigy of him from any convenient material.
Whether the effigy resembles him is of little account: any object can be imade intoé an effigy of him.
Whatever is then done to the effigy, the same thing happens to the detested original, whatever part of
the formeris body is damaged, the same part of the latteris becomes diseased.i Sigmund Freud,
Totem and Taboo (1913), in The Standard Edition of the Complete Psychological Works of Sigmund
Freud, Vol. 13, James Strachey, ed., Vintage, London, 2001, 79. See also Clio Mitchell, iSecrets de
llart magique surrealiste:d Magic and the Myth of the Artist-Magician in Surrealist Aesthetic Theory and
Practice, PhD thesis, The Courtauld Institute of Art, London, 1994. The artist-magician is expounded
in particular in relation to Picasso and Miro in Christopher Green, Picasso: Architecture and Vertigo,
Yale University Press, New Haven and London, 2005.

*° Brassai, Graffiti, 99 (icar agir sur le simulacre, ciest agir sur la personne elle-m°mef).

°! Brassai, (Du mur des cavernes au mur diusine (6En 1933, " deux pas de liOp®ra, des signes
semblables ** ceux des grottes de la Dordogne, de la vall®e du Nil ou de l[iEuphrate, surgissent sur les
murs).

°2 Read, Picasso and Apollinaire, 90-1. iLa Serviette des po tesi was first published in Messidor on 21
September 1907, and was then included in the anthology LiH®r®siarque et Cie (1910).

%% Guillaume Apollinaire, iPetites Recettes de magie moderne,i Les Soirées de Paris, No. 7, 1913 (?)
(lLe manuscript suivant a ®® trouv® devant le bureau diomnibus de la place Pereire, le 10 juillet de
cette ann®ee&Nous néavons aucune id®e de la valeur des recettes que lion va lire. Mais elles nous ont
paru suffisamment singuli” res pour exciter la curiosit®s).

Caroline Levitt specialises in French art and literature of the late nineteenth and early twentieth
centuries. She completed her PhD, supervised by Prof. Christopher Green, in 2009. Her thesis,
Guillaume Apollinaire and André Breton: Encounters in the Avant-Gardes, examined the relationship
between Apollinaire and Breton as manifested through their involvement and interest in artistic
practices such as graffiti, illustration, cinema and the collection and construction of objects. Carolinefs

. Papers of Surrealism, Issue 9, Summer 2011 23



© Caroline Levitt, 2011

research and teaching interests range from the involvement of artists in architecture and media other
than oil painting, to the interaction of artists and poets through book illustration, studio spaces and
Surrealism.

. Papers of Surrealism, Issue 9, Summer 2011 24



© Catriona McAra, 2011

Surrealismis Curiosity: Lewis Carroll and the Femme-Enfant

Catriona McAra

Abstract

This paper concerns surrealist artistsi and writersi appropriation of Lewis Carroll. Predominantly
focusing on the work of Dorothea Tanning and Max Ernst, it suggests that Carrollis work appealed
to the surrealistsi fascination with their childhood selves, and their wish to identify with the curious
character of Alice as femme-enfant as a way of subverting their bourgeois family backgrounds.
Whether stepping Through the Looking Glass or breaking the rules in Wonderland, Alice can be
read as a transgressive character apt for surrealist appropriation. The paper traces Carrollis
reception in the surrealist movement, and articulates the curious character of the surrealist femme-
enfant in order to reinscribe her epistemophilia in line with surrealismis orientation towards
research.

Introduction

iCuriouser and curiouser!i* This enchanting exclamation of a fictional little girl of nineteenth-century
English literature might have functioned as a motto for surrealism, and indeed the eponymous
protagonist of Alicels Adventures in Wonderland (1865) and the sequel Through the Looking Glass
and What Alice Found There (1871) did become an object of appropriation and investment for
surrealist artists and writers. Aliceis story begins when, during a boring lesson delivered by her
sister, her curiosity is sparked by the unusual sight of a white rabbit with a pocket watch. Alice
follows him down a rabbit hole and into Wonderland, a magical underground domain through which
she journeys in search of the rabbit. Along the way she encounters a cast of unusual creatures and
frustrated aristocrats who put her sense of learnt rationality into question. Eventually she awakens
from this dream back to reality, only to tear through a mirror above her mantelpiece in the second
book, this time to the world of Looking Glass House, which is similarly nonsensical, its narrative
arranged in the shape of a dysfunctional chess game.

The surrealist movement claimed the Alice booksi writer Lewis Carroll (Charles Ludwig
Dodgson, 1832-98) as an important precursor. Traces of his influence can be found in a stream of
surrealist works, and, further, surrealism can be seen to have co-opted the curiosity of his heroine
Alice as an investigatory trope, in keeping with its research-based practice. The nineteenth-century
bourgeois fiction of childish innocence has been steadily eroded by a succession of critiques,2 from
Freudis Three Essays on the Theory of Sexuality (1905) to the recent Convulsive Nursery
conference at Manchester University.® In fact, Carrollis texts themselves threaten the myth of the
innocent child by way of their epistemophilic dynamics of curiosity.

| want to suggest that this drive for knowledge, enshrined in the literary character of Alice,
was appropriated by a number of surrealists from the first and second generations of the
movement. Although | am not the first to point out that the (little Alice figurei is a recurrent motif in
surrealism,”* this paper aims to read surrealism more closely through the lens of the Carrollian
narrative and his mathematical treatises, and to emphasise curiosity as an epistemophilic strategy

in surrealist visual narratives. By relating Alice to the surrealist femme-enfant (child-woman), and
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tracing the development of the girl-figure in the work of particular surrealists, | will address
problematic areas of both surrealist and Carrollian scholarship. Both Carroll and the surrealist
femme-enfant have a chequered history of misinterpretation, and it strikes me as interesting that
these problems should overlap in the figure of the girl. Furthermore, | aim to show that Carroll and
curiosity, as manifested in this Alice character, may be more important to the study of surrealism, its
prehistories and its legacies, than previously thought. Though | will mainly address uses of Alice
and Carroll in the work of Max Ernst and Dorothea Tanning, | will also look to recruitments of Alice
by some of their contemporaries, in order to illustrate Carrollis pervasiveness in and around

surrealism.®

Lewis Carroll and Surrealism

The surrealists were quick to recognise Carrollis importance and the potential of his literature as
source material. In the first Manifesto of Surrealism (1924), André Breton nostalgically valorised a
sense of childlike wonder very close to the Alice-childis point of view.® Then, in Surrealism and
Painting (1928), Breton described Picassois cubist painting as demonstrating that ithe mind talks
stubbornly to us of a future continent, and that everyone has the power to accompany an ever more
beautiful Alice to Wonderlandi;” a motif that provoked Georges Bataille to denounce Bretonis
iretreati to ithe fwonderlando of Poetry.i® To be sure, the scenario of Aliceis Adventures in
Wonderland, which unfolds through the dream of the protagonist, coincided with the orthodox
surrealist interest in dream narratives. Following the first Manifesto, references to Carroll began to
recur regularly in surrealist art and literature. In 1929, Louis Aragonis French translation of Carrollis
nonsense rhyme, The Hunting of the Snark (1874), was followed by his article in Le Surréalisme au
service de la revolution, tLewis Carroll T En 1931,0 in which he considered Carrollis reception in
France and how the use of nonsense poetry rebelled against the prevailing tendency to bowdlerise
childrents literature.’

Carrollis writings were soon claimed by English surrealists as part of their heritage; in 1935, in
one of the first English language studies on the surrealist movement, David Gascoyne referred to
Carroll as proof that surrealism had a literary forebear in England.lo A year later, Carroll was again
cited as a key proto-surrealist by both Herbert Read and Julian Levy in their early studies of the
movement.'" That same year, Carrollis drawing of the Gryphon and Mock Turtle was included in the
Fantastic Art, Dada and Surrealism exhibition at the Museum of Modern Art in New York T a show
which traced the prehistory of the movement, placing Carroll alongside such artists as Bosch,
Brueghel, Hogarth, Fuseli, Blake and Redon, as representing a fantastic talternative viewb to
Enlightened, bourgeois rationality.12 Second generation American surrealists such as Tanning,
therefore, had an introduction to surrealism bound up with references to Carrollis Alice books.
Breton continued to include Carroll in his many lists of influential writers, most especially in the
Dictionnaire abrégé du surréalisme (1938), which he compiled with Eluard, and the Anthologie de
[lhumour noir (1939/1947), which again cites the Gryphon and Mock Turtle episode.13 Three poems
by Carroll, written during his youth in the 1840s for his journal The Refectory Umbrella, then

o
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appeared in French in the December 1939 issue of the surrealist magazine liusage de la Parole.™
Here Carrollis name appears in the contents pages alongside Gaston Bachelard, Paul Eluard,
Marcel Duchamp and others, as if he were himself a member of the movement. Later, Carrollis
fictional Alice character was included alongside Freud, Sade and other surrealist heroes in the
mock-Tarot Jeu de Marseille (1940-41), which was reproduced in the surrealist magazine VVV in
1943." That same year Duchamp designed a flyer for an exhibition at the Julien Levy gallery
entitled Through the Big End of the Opera Glass which cunningly echoed Carrollis Through the
Looking Glass (1869), and employed similar chess-like imagery.*® Reflecting on surrealism in 1953,
Breton continued to cite Carroll as an important precursor, alongside Lautréamont, Rimbaud and
Mallarmé."’

In the secondary literature, R¢diger Tiedemann has discussed Carrollis reception in
surrealism, but overlooked Aliceis role in the work of late-surrealist practitioners such as Tanning.™®
Likewise, in Surrealism and the Book (1988), Renée Riese Hubert touched on the surrealist Alice,
but sidelined Tanning, primarily focusing on Ernst and Dali (on whose versions of Alice see
below).™ Sarah Wilson has noted the presence of an fAlice-likei figure in Tanningis work and used
Carrollis text as a way in to Ernstis importance in England.20 Meanwhile, Marina Warner, and more
recently Natalya Lusty, have drawn convincing parallels between Carringtonis fairy tales and the
Alice books, particularly in terms of the figure of the rebellious debutante.”

Common to Carroll and surrealism was a sense of topsy-turveydom and the carnivalesque,
overturning bourgeois rationalism,?” and postmodern Carrollian scholarship has often construed
Alice in relation to the nonsense which surrounds her. Gilles Deleuze famously made use of the
Alice books in his Logic of Sense (1969), in terms of paradox and the undoing of fixed identity.23
Susan Stewartis book Nonsense (1978) surrealistically juxtaposed Bretonian and Carrollian
language games, a play of puns and portmanteaus, enabling separate realities to collide.** Recent
readings have not only reclaimed Alice as a desiring body in her own right, but have suggested that
she functions as the embodiment of the author or reader. Some of the most interesting
interpretations have reread Carrollis Alice in terms of her idysmorphici bodily preoccupations and

tepistemological crisis.i*®

Alice as Femme-enfant

It seems significant that surrealismis interest in Carroll should have occurred around the same time
as the femme-enfant became a major surrealist preoccupation in the 1930s and early 1940s.
Breton, in particular, might not only have been fascinated by Carrollis nonsense and dream
narration, but also curious about Alice as an avatar of the femme-enfant described in Arcane 17
(1945) as a figure who (sends fissures through the best organized systems because nothing has
been able to subdue or encompass her.i*® Despite the transgressiveness proposed by this
statement, Bretonis conception of the femme-enfant as an enchanting, liminal and rebellious figure
has often been dismissed as a conservative, and ultimately sexist, idealisation. According to

Whitney Chadwick, the surrealist search for the woman-childi was one for a figure whose presence
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finevitably, and perhaps more than any other single factor,i worked ito exclude woman artists from
the possibility of a profound personal identification with the theoretical side of Surrealism.i*’

So who or what was this notorious child-woman? Chadwick claims the femme-enfant
fprototyped to be the androgynous figure that appears in a photomontage under the title LiEcriture
Automatique in La Révolution Surréaliste 9-10 (October 1927), and further identifies Meret
Oppenheim, and Ernstis second wife, Marie-Berthe Aurenche, as some of the first living
incarnations of the femme-enfant: the former famed for her fur-covered tea-cup and spoon Object
(1936) (which one might read through Carrollis Mad Tea Party episode); the latter associated with
Ernstis collage novel Réve diune petite fille qui voulut entrer au Carmel (1930) [Fig.2].”® There
Ernst represented his devout twenty-year-old wife, Aurenche (b. 1910), in the guise of a little girl of
a similar age and in similar attire to John Tennielis Alice illustrations. Later, between 1936 and
1939, Ernst became romantically associated with the twenty-year old artist and writer Leonora
Carrington (b. 1917) who, as we will see, developed an affiliation to Carrollis Alice due to her
English identity. By the time Ernst became involved with Tanning (b. 1910) in the 1940s, she was
already in her early thirties T but still considered to be a femme-enfant, as a second generation
surrealist some nineteen years younger than her husband Ernst. Pablo Picasso was another
surrealist associate who had a series of much younger wives and girlfriends, such as the teenager
Marie-Thérése Walter (1909-77) and later Dora Maar (1907-97), in her late twenties when Picasso
was in his fifties. Likewise the relationship between Man Ray and Lee Miller (1907-77), where there
was a seventeen year age gap. Bretonis fascination with the eponymous character in his novel
Nadja (1928) also followed this tendency. As well as being of undetermined age, Nadja perches on
a slippery scale between fiction and reality. Later, Bretonis wife Jacqueline Lamba (1910-93),
whom he met when she was in her mid-twenties, would serve as the apex of this emotional
investment in young women. It has been suggested that Carroll himself was in love with the real
Alice Liddell, the daughter of the Dean at Christ Church Oxford, a biographical note which was
included in the Fantastic Art, Dada and Surrealism catalogue.29

Were these exploitative relationships? Carrington and Oppenheim were indeed youthful,
aspiring artists when they joined the surrealist movement in the 1930s, but that is not to say that
they were necessarily taken advantage of. %0 Carringtonis fairy tale (Little Francisi has been read as
a criticism of her femme-enfant status,®" but both she and Oppenheim were celebrated by Breton,
Ernst and other surrealists for their active preservation of a child-like curiosity conceived as naughty
and playful rather than naive or innocent.* As ilittlei women in their early twenties, their coding as
children seems almost deliberately anachronistic. The fourteen-year old poet Giséle Prassinos
(b.1920) would appear more appropriate as an idealisation of the femme-enfant as an adolescent.
These examples suggest the split status of the child-woman: women represented as children and
vice versa. In surrealism this figure is often ambiguous T is she child-woman or sexualised child? Is
she a young adult exhibiting childlike behaviour or a precocious minor? Likewise, Carrollis Alice is a

labile figure who literally grows and shrinks, and her manner sometimes belies her years.
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The surrealist child-woman was capable of dangerous play.33 Consider Simone, the sexually
curious, perverse sixteen-year-old in Georges Batailleis Histoire de lioeil (1928), a murderous
nymphomaniac who may be compared with Juliette from Sadeis pornographic novel Histoire de
Juliette ou les Prospérités du vice (1801) (a child-woman of interest to Breton).** In the early 1930s
the surrealists became interested in the case of the eighteen-year-old Violette Noziéres, who
poisoned her parents so that she could go to a party.35 These were femmes-enfants-fatales.

As a girl, the Alice figure was assuredly not the privileged protagonist of bourgeois modernity,
but in surrealism, as for Carroll, she became an agent of critique and disruption. The image of
isugar and spice and all things nicel was the received ideal or taboo necessary to the transgressive
function of the curious girl. One of Dorothea Tanningis favourite novels, Vladimir Nabokovis Lolita
(1955), reinterpreted the child-woman in this regard. Though hardly a surrealist text, Lolita
dramatised particular perversions that opened onto the field of dissident eroticism spoken to by
surrealism. Tanning highlighted the novelis impact on her contemporaries, which might have
included Balthus, who had already produced his own vision of Alice in 1933.% The same image of
sexual precocity appears in Hans Bellmeris La Poupée project of the 1930s, and in Joseph
Cornellis surprisingly pornographic collages of young girls in the 1960s, such as the explicit Untitled
(Blue Nude) (mid-1960s) and the suggestive Battle of the Constellations (1965).37 However, in all
three cases, of Balthus, Bellmer and Cornell, persuasive arguments have been put forward for their
identification with the femme-enfant, implying self-feminisation, or at least curiosity about the
imaginative agency of little girl:s.38 One might suggest that the surrealistsi fascination with Alice
pertained to the way in which she manifested her own curiosity, and indeed curiosity characterised
the surrealist project in general. It is the narrative drive of Aliceis desire to know that allows us to
identify with her. The White Rabbit is the object of Alicels desire, but he is a cipher for the subtext of
the Carrollian quest: the search for knowledge. Laura Mulvey notes the traditional gendering of
curiosity as feminine, from the Pandora myth, and Eveis role in the Biblical Fall, to the Bluebeard
story.*®

Many of the surrealists are likely to have read or been read Carroll in their fin-de-siécle
childhoods. The Alice books were translated into many languages, including French and German,
as early as 1869; Ernst, for example, might have read Antonie Zimmermannis translation of Aliceis

Adventures in Wonderland, which was still popular in Germany by the time of his birth in 1891.%°
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Fig.1: John Tenniel. iYouire nothing but a pack of cardsi in tAlicels Evidence,f lllustration for Lewis Carroll,
Aliceis Adventures in Wonderland, Macmillan and Co. London, 1865.

Fig.2: Max Ernst. 6é you wonit be poor anymore, head-shaven pigeons, under my white dress, in my
columbarium. 1ill bring you a dozen tons of sugar. But donit you touch my hair!d 1930, collage in R°ve diune
Petite Fille Qui Voulut Entrer au Carmel (The Little Girl Dreams of Taking the Veil), translated by Dorothea

Tanning. George Braziller, New York, 1984, 81. © ADAGP, Paris and DACS. London 2009.

Later, Carrollis name appeared in large font on the literary side of iMax Ernstis Favorite Poets

and Painters of the Pasti in the April 1942 edition of View magazine.*" Tanning has underlined the
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lifelong importance of Carroll for Ernst, claiming that in the last years of her husbandis life it was
Carroll, among few others, éwho held him.i** Tanning herself read Carroll in her youth when at work
in Galesburg Public Library, and enjoyed the pictures of the Alice illustrators John Tenniel and

Arthur Rackham:

Every day sees her at the public library, as employee. There she makes some friends: Lewis

Carroll, Madame diAulnoy, Andersen, Oscar Wilde. And the pictures! Tenniel, Rackham é *°

This was true too of Carrington, who read English childrenis nursery classics, including Carroll,

during her childhood in Lancaster.**

Fig.3: John Tenniel.i The Queenis Croquet Ground.{ lllustration for Lewis Carroll, Aliceis Adventures in
Wonderland, Macmillan and Co. London, 1865.

One might argue that Carrington, Ernst, Tanning and other surrealists used nostalgia as a
deliberately regressive strategy to interrogate their class origins. Both Ernst and Tanning grew up in
repressive, highly religious, bourgeois households, in the Rhineland and lIllinois respectively.45 Alice
becomes an interesting figure of identification in this regard. She appears sweet and wholesome but
transgresses the confines of her bourgeois nursery, through escape into imaginative, fantastical
domains. Tennielis illustrations in the first editions of the Alice books have perhaps contributed to
the misreading of Alice as innocent and naive. By contrast, as we shall see, when the little girl

features in the work of Ernst and Tanning, they appropriate her as a subversive device. She is not
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idealised as pure and innocent but represented as ferociously sexualised and fully aware of her

actions.*®

Fig.4: Dorothea Tanning. Eine Kleine Nachtmusik (1943) oil on canvas, 16 x 24t (40.7 x 61 cm) Tate
Collection, London, T07346.1997. © Tate, London 2009 © ADAGP, Paris and DACS. London 2009. © Image
reproduced courtesy of the Dorothea Tanning Collection and Archive, New York.

Fig.5: John Tenniel, 'The Garden of Live Flowers,b lllustration for Lewis Carroll, Through the Looking Glass and
What Alice Found There, Macmillan and Co. London, 1869.

Ernstis collage novel R°ve diune petite fille qui voulut entrer au Carmel, and Tanningis

painting Eine Kleine Nachtmusik (1943), both read as Carrollian visual narratives, not least due to

)
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their stylistic quotations of Tenniel. One might compare Tennielis depiction of Alice being attacked
by the cards in court [Fig.1], with Ernstis cover image of the eponymous petite fille being harassed
by white birds inside a zoetrope, that philosophical toy of the Victorian nursery [Fig.2]. Werner Spies
has demonstrated that the sources for Ernstis collages were nineteenth-century scientific journals

such as La Nature,”

a visual culture broadly contemporaneous with Tennielis illustrations and
Ernstis own childhood. Again, many of Tennielis Alice illustrations seem now to have anticipated
surrealist juxtaposition, for example in the enlarged Cheshire Catis head floating above the fray in
iThe Queenis Croquet Groundi chapter [Fig.3].*®

Tanningis Eine Kleine Nachtmusik [Fig.4] also appears to appropriate Alice. It is
reminiscent of the scene in Through the Looking the Glass when Alice meets the talking flowers
[Fig.5]. However, in Tanningis version of events the flower has become overgrown and menacing,
and the little girlst curiosity has brought erotic nocturnal knowledge (the flower implies defloration, or
even menstruation, according to the archaic meaning of iflowersb). Carrollis landscapes can likewise
be dark, frightening places full of violence, monsters and latent meaning where the Alice-child must
trump her obstacles. A similar situation occurs in Tanningis Endgame (1944) in which a giant girlis
shoe rebelliously tramples a bishop in a manner reminiscent of Tennielis illustrations for Carrollis
chessboard-orientated Through the Looking Glass. But the femme-enfant, as understood in
surrealism, is no longer the polite child of Tennielis nineteenth-century illustrations. In Ernstis

collage novel and Tanningis painting they have rather become iwise children.i*®

Alice circa 1941
As | suggested earlier, Ernst tended to identify his partners with Carrollis Alice, perhaps most
explicitly during his involvement with Carrington. He painted two portraits of her as Alice in 1939
and 1941. The second version, Alice in 1941, recalls Aragonis article, tLewis Carroll T En 1931.6
Both Ernstis paintings situate their Alices in fantastical landscapes conjured from the decalcomania
method. Carrington appears in both as an eroticised, partially clad, fully developed Alice. Ernst is
extending the narrative; Alice after Alice, as a grown-up, more woman than child: ilt is as if Alice
were to grow up in Wonderland [é ] and you were to meet her one day, to re-discover her
enchantment, now filled with love and terror. Max Ernst became her guardian when you had
forgotten her.i™

Though Ernst often idealised his current partner in the guise of the femme-enfant, Alice also
served as his alter ego T as she had for Carroll.>" Ernstis other alter ego, the bird familiar Loplop,
appears to nestle the Carrington/ Alice figure in the 1939 Alice work, and by the 1941 version [Fig.6]
we find her wrapped in his feathers, no doubt in response to Carringtonis earlier Portrait of Max
Ernst (1938), which had portrayed Ernst in a red feathered gown.52
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Fig.6: Max Ernst. (1891-1976): Alice in 1941 (1941). New York, Museum of Modern Art (MoMA). Oil on paper,
mounted on canvas, 1513 x 1213i (40 x 32.3 cm). James Thrall Soby Bequest. Acc.n.: 1220.1979. E 2009.
Digital image, The Museum of Modern Art, New York/ Scala, Florence. © ADAGP, Paris and DACS. London
20009.

Though Ernst depicts Carrington as idonning his mantle,i> the influence was surely reciprocal, and
Carrington certainly brought an interest in Carroll to the relationship. Alice became a shared project,
as Ernstis fascination with Carroll intensified.>* Later, Alice would again be a site of intersection
between Ernst and Dorothea Tanning.

Tanningis self-portrait Birthday (1942) [Fig.7] can be compared compositionally and
thematically with Ernstis Robing of the Bride.> Both include an unclassifiable fantasy creature from
a childis bestiary; Ernstis being a little green she-goblin, and Tanningis being highly reminiscent of
Carrollis Gryphon character [Fig.8], further examples of which Tanning would have seen at the

Fantastic Art, Dada and Surrealism exhibition.®
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Fig. 7: Dorothea Tanning, Birthday, 1942. Oil on canvas. 40 1 x 25 i (102.2 x 64.8 cm). Philadelphia
Museum of Art. Image reproduced courtesy of the Dorothea Tanning Collection and Archive, New York.

Fig. 8: Wilfrid Dodgson, The Gryphon, undated drawing, 4 I x 70 (11.6 x 18.2 cm) approx. © The Governing
Body of Christ Church, Oxford.

As it does for Carrollis Alice at the beginning of Wonderland, a hallway of doors beckons Tanningis
curiosity. Birthday is often referred to as a rite of passage, though is this not perhaps also an

example of a Carrollian tun-birthdayi?°’

Tanning certainly appears more startled than merry, and the
mood seems more revelatory than celebratory. As with Ernstis Alice paintings, in Birthday Tanning
appears more adult than Alice with fully developed breasts on display, again implicitly extending the
Alice narrative. However, in other important works of the 1940s such as Jeux dienfants (1942)
[Fig.9], Tanning makes her reference to the seven-year-old Alice figure much more direct. The
tearing of the wallpaper in Jeux dienfants has been interpreted as a rebellion against the artistis
bourgeois family life in Galesburg, where, as Tanning said herself, inothing happens but the
wallpaper.i®® This tearing open of a porthole in the bourgeois domestic order, recalls Through the
Looking Glass where Alice tears through the gauze-like mirror above her mantelpiece in order to
enter Looking Glass House.
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Fig.9: Dorothea Tanning. Jeux dienfants, 1942, oil on canvas, 11 x 7 1/16t (27.9 x 18 cm). Private Collection,
Dallas. © Image courtesy of the Dorothea Tanning Collection and Archive, New York.

Fig. 10: John Tenniel, lllustration for Lewis Carroll, Alicels Adventures in Wonderland, Macmillan and Co.
London, 1865.

Mary Ann Caws has indicated the transgressive aspects of Tanningis iterrible little girlsé and their
revelation of the house as a feminine body beneath the Wallpaper.59 Here the dialectical tension
between inside and outside is made manifest as the little t(Alicesi battle with the gigantic
architectural force, the (skind of the house. This might be compared compositionally with Tennielis
illustration of a giant Alice in the hall of doors [Fig.10], and metaphorically with Carrollis depiction of
Alice in the rabbitis house after her curiosity led her to sample an unlabelled potion causing an
onslaught of growing pains [Fig. 11].60 Tanningis little girls tear down the dollhouse architecture
inhabited by Carrollis Alice, not only as an attack on the domestic space, but also with a desire to

know the bodily self repressed by bourgeois manners.
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Fig.11: Charles Dodgson. (Lewis Carroll) tAlice in the White Rabbitis House,i 1864, image: 20 x 7 (7.3 x 18.2

cm), paper: 51 x 81 (14.4 x 22.1cm) approx. Proof for Aliceis Adventures Under Ground by Lewis Carroll: A

Facsimile of the 1864 Manuscript, Macmillan and Co, Ltd. London, 1886, 37. © The Governing Body of Christ
Church, Oxford.

Alicebs Spectral Perils

Around the 1950s, many of the child-women ¢Alicel figures started to visually disintegrate as
surrealism itself began to disband. Tanningis lithograph album Les 7 périls spectraux (1950) depicts
just such a breakdown. Though these Seven Perils do not explicitly relate to the Alice narrative,
they might still be interpreted in Carrollian terms. This is most especially the case with the Premier
Peril [Fig.12] in which we see an Alice-like figure approaching a book-door, driven, one assumes, by
her epistemophilic curiosity to feel her way into knowledge. Like Birthday and Eine Kleine
Nachtmusik, Premier Peril compositionally recalls Tennielis illustration of Alice in the hallway of
doors [Fig.13]. Carrollis little girl enters the book and thus, by metaphoric extension, into the
narrative as a fictional icharacter.i But this character is radically altered as Tanningis perils
progress. By the Septieme Peril, [Fig.14] she leaves us with a montage of bodily organs and
disembodied orifices, reminiscent of Batailleis imagery in Histoire de lioeil when Simone inserts the
priestis eye into her vagina and the protagonist hallucinates it as belonging to their dead friend
Marcelle.
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Fig.12: Dorothea Tanning. Premier Peril, 1950, lithograph, image: 14% x 10 i (36.8 x 27.6 cm.), paper: 190 x
12130 (50.5 x 32.4 cm), from Les sept périls spectraux with text iPourquoi Rester Muets?0 by A. Pieyre de
Mandiargues. © Image courtesy of the Dorothea Tanning Collection and Archive, New York.

Fig. 13: John Tenniel, 0...she came upon a low curtain she hadnit noticed before, and behind it was a little door
about fifteen inches high ...0 lllustration for Lewis Carroll, Alicels Adventures in Wonderland, Macmillan and Co.
London, 1865.
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Fig.14: Dorothea Tanning. Septiéme Peril, 1950, lithograph, image: 141 x 10 &i (36.8 x 27.6 cm.), paper: 190
x 12134 (50.5 x 32.4 cm), from Les sept périls spectraux with text iPourquoi Rester Muets?0 by A. Pieyre de
Mandiargues. © Image courtesy of the Dorothea Tanning Collection and Archive, New York.

Broadly speaking, Tanningis disruptive but still diminutive, Tenniel-like renderings of femme-
enfants in the 1930s and 40s, stand in stark contrast to the imagery of the 1950s and (60s. The
monstrous bodily spectre behind Jeux dienfants has finally defeated the neat and tidy bourgeois
child, and the latent narrative, of the body in a state of becoming, has finally come to the fore.
Tanning has discussed her painterly turn in terms of a isplinteringi of the canvas and abstracting of
forms,”* and as others have pointed out, ithe Alice-like femmes-enfants transfigure to ripe, naked
female bodiesi in this later body of work.®* Insomnies (1957) is a pivotal example as one can still
make out the traces of such an tAlice-likei child, though she has begun to drown in the painterly
surface.®® Abstraction has overwhelmed representation. The very title awakens the viewer from the
dream narrative of the Alice books and, by extension, the emphasis on the dream in surrealism,

which Tanning was beginning to distance herself from.** The boundaries are no longer in the
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process of being torn down but are now fully broken, and only fragments of the femme-enfant can

be found like a vague, blurry memory of childhood.

Underlying lllogic: Later Appropriations of Carroll

Ernst also sought to revise Alice around the same time. Following Walt Disneyis sugar-coated
feature-animation of 1951, which conflated aspects of Aliceis Adventures in Wonderland with
Through the Looking Glass, and after Magritteis Alice au pays des merveilles (1946) which depicted
a giant Alice morphing into a tree,® Ernst reinterpreted the stories in For Aliceis Friends, two
paintings of 1957.%° Here he returned to the less stable underside of the tale, and began to subvert
Aliceis contained appearance into a painterly abstraction.

In both versions of For Aliceis Friends Ernst makes apparent the more multilayered aspect of
the narrative with his scraping technique of grattage, reinforcing the forest landscape he uses to set
the scene for Carrollis cast of unusual creatures. They emerge through the undergrowth. Ernstis
geometric renderings of the figures create a general economy of characters in that the figures could
stand simultaneously for any number of fantastical pairings that occur throughout the narrative. The
numerous ornithological beings no doubt represent Ernstis own bird mythology. Ernstis alter ego,
the phonetically childlike Lop-Lop, chimes with Carrollis Do-do, often seen as a representation of
Dodgson himself.*” The Jub-jub in Carrollis (Jabberwockyi poem continues along similar lines, as
did the playful da-da movement with which Ernst was formerly connected.

It has been claimed that Carrollis mathematical treatise The Game of Logic (1886), originally
intended for the {private instruction of his child friends,i became one of Max Ernstis tfavourite
books.i*® Alongside the Alice fictions, Ernst also appropriated Carrollis mathematical ideas into his
work. In 1966 he illustrated a French translation of Carrollis mathematical writings entitled Logique
sans peine, where schematic forms fudge the system of logic in their seemingly random
(dis)ordering of the conventional function of illustration.®® In the same year, Ernstis friend Duchamp
finished his assemblage, Etant donnés (1946-1966). In Carrollis Symbolic Logic (1897), translated
into French for the edition that Ernst illustrated, the phrase (Etant donnéi (a formal phase in French

meaning tgiveni) is used to set up a pair of propositions:

Etant donné un couple de propositions de relation contenant deux classes complémentaries
et proposées comme prémises, trouver la conclusion T siil en existe une T qui leur est

conséquente.”
(Given a Pair of Propositions of Relation, which contain between them a pair of co-divisional
Classes, and which are proposed as Premises: to ascertain what conclusion, if any, is

consequent from them).7l

In Carrollis treatise this syllogistic logic tends toward the nonsensical:
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That story of yours, about your once meeting the sea-serpent, always sets me off yawning; |
never yawn unless when | am listening to something totally devoid of interest. ...
The Conclusion:

That story of yours, about your once meeting the sea-serpent, is totally devoid of interest."

Via Carroll, one might suggest that Duchampis Given 1. The Waterfall 2. The Illuminating Gas, can

be read as a syllogism, albeit a faulty, allegorical and necessarily inconclusive one:

Given, first, the waterfall, second the illuminating gas, we shall determine the conditions
for the allegorical appearance of several collisions seeming strictly to succeed each other
according to certain laws, in order to isolate the sign of accordance between on the one
hand, this allegorical appearance and on the other, a choice of possibilities legitimated by

these laws and also occasioning from them.”

Like many surrealists, Duchamp was aware of Carrollis work prior to his association with the
movement. In 1913 he made a little-known work entitled Musical Erratum which, Arturo Schwarz
believes, borrowed the chance recipe from Carrollis iPoeta Fit, Non Nascituri in Phantasmagoria
(1860—63).74 The bachelors in Duchampis Large Glass (1915-1923) T a Priest, a Bellboy, a
Gendarme, a Cavalryman, a Policeman, an Undertaker, a Flunkey, a Busboy and a Stationmaster T
half-echo the list of tradesmen in Carrollis extended rhyme The Hunting of the Snark (An Agony in
Eight Fits) (1874): a Bellman, the Boots, a Bonnet Maker, a Barrister, a Broker, a Billiard Maker, a
Banker, a Baker, a Beaver, and a Butcher. Later, Ernst produced a schematic revision of The
Hunting of the Snark (1950/68), originally illustrated by the Pre-Raphaelite illustrator Henry Holiday,
radically abstracting the traditional appearance of the characters.”

Ernst went on to refigure the Alice-child, reworking some of his Logic Without Difficulty
illustrations in a groundbreaking series of thirty-six lithographs for Lewis Carrollis Wunderhorn
(1970).”® In the history of Alice illustrations they mark another radical departure, abstracting Alice
beyond recognition. Here Ernst takes on the role of illustrator, collaborating with the art historian
Werner Spies to compile a range of Carrollian texts in English and German. It reads as a late
indication of Ernstis lifelong respect for Carroll and debt to his works. Ernstis homage to Carroll was
perhaps also a retort to Dalits lurid illustrations for Aliceis Adventures in Wonderland of the previous
year (1969). Though both depict her as a stick-figure, Dalils Alice is a shadowy adolescent girl with
skipping rope [Fig.15], while Ernst represents her and other characters as amorphous childlike
doodles [Fig.16].””
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Fig.15: Salvador Dali. Alicefs Adventures in Wonderland, frontispiece, Random House, New York, 1969. ©
Salvador Dali, Fundaci6é Gala-Salvador Dali, DACS, 2011

Fig.16: Max Ernst. lllustration for Aberwitz und Finf-Uhr-Tee (1970) Max Ernst and Werner Spies, Lewis
Carrollis Wunderhorn, Manus Press, Stuttgart, 1970, 57. Lithograph. © ADAGP, Paris and DACS. London
20009.

Conclusion: Tanningbs Surrealist Novel
Tanning has continued to investigate the child-woman as narrative device, returning to the fairy tale

depictions she began in the 1940s. (This is true too of Carrington whose recent bronze sculpture
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How Doth the Little Crocodile (1998) repeats a didactic line from Alicels Adventures in
Wonderland.)”® Tanningis allegorical, surrealist novel, Abyss (1949/77) republished as Chasm: A
Weekend (2004), transports Wonderland and Looking Glass House to a desert fortress called
Windcote which, like Carrollis fictional worlds, is slightly out of time and functions according to
subtly altered social codes.” Here the seven-year-old Alice-figure goes by the name of Destina
Meridian; the protagonist Albert, an emaciated painter reminiscent of Ernst, is drawn into her
diminutive world. Curiosity leads him to the little girlis attic nursery where she shows him her
memory box and shares the secret of her imaginary friend, a lion. Interestingly, Tanning
predominantly employs an adult male to represent the curious figure in this story, and a little girl to
represent the white rabbit: the epistemophilic object of desire. However, she is, if possible, even
more manipulative; an Alice with foresight. She displays a childlike curiosity in order to charm Albert
but is already knowing and sibylline in character. Albert is later swallowed by the desert chasm,
falling down the (rabbit holei only to be impaled at the bottom. Meanwhile, his fiancée, the blonde
haired, naive Nadine, functions as the adult Alice, but outside the enchanted safeguard of
childhood, her curiosity leads to her ultimate gory fate. Nadine gains the knowledge she seeks but
at the cost of defacement and death. As Chadwick rightly concludes, ithe novel can be read as a
kind of revenge of the femme-enfant.i*°

| have sought in this paper to track the surrealist appropriation of Lewis Carroll, and to
reconsider Carrollis publications T the Alice books in particular T as surrealist intertexts. | have
taken for my motif Aliceis curiosity, and sought thus to recode the femme-enfant as an
epistemophilic figure. Just as Carrollis Alice books appeal to both children and adults, the surrealist
femme-enfant embodies a slippage between childhood and adulthood. Now in her one-hundredth
year, Tanning is still appropriating her childhood self, and endowing her femmes-enfants with

curiosity, enacting a continuity with T or return to T the surrealist project.

Warm thanks to Charlie Miller for his suggestions and encouragement. Thank you also to Pamela
S. Johnson at the Dorothea Tanning Collection and Archive, New York. This article is a revised
version of a research paper presented at New Perspectives on Surrealism and Its Legacies: Sixth
Annual PhD Symposium, 28 November 2008.

! Lewis Carroll, iAliceis Adventures in Wonderland,i The Philosopheris Alice, ed. Peter Heath,
Academy Editions, London, 1974, 21.

2 Philippe Aries, Centuries of Childhood, Pimlico, Random House, London, 1996, 116.

% Carol Mavor, Pleasures Taken: Performances of Sexuality and Loss in Victorian Photographs, I. B.
Tauris, London, 1996, 8-9. For further discussion of this problematic notion of dinnocencel see
James R. Kincaid, Erotic Innocence: The Culture of Child Molesting, Duke University Press,
Durham and London, 1998, 16. Grateful thanks to James Boaden for these suggestions and for

o

@

Papers of Surrealism, Issue 9, Summer 2011 19



© Catriona McAra, 2011

organising the Convulsive Nursery conference which helped me think through some of these ideas
(University of Manchester, May 2010).

* John Russell points out that ta post-Freudian fiAlicet is enacted before us in [Tanningis] Eine
Kleine Nachtmusik,b in his iThe Several Selves of Dorothea Tanning,i Dorothea Tanning, ex. cat. ed.
Sune Nordgren, Malmd Konsthall, Stockholm, 1993, 17. In a review which appears on the jacket of
Tanningis first autobiography, Russell also tellingly claims that it fis a book to read and re-read, an
fiAlice in Wonderlando for grown-ups.i Birthday, The Lapis Press, San Francisco, 1986. Gilles Plazy
also alludes to Alice when discussing Tanningis work, Dorothea Tanning, ex. cat. Editions
Filipacchi, Paris, 1976, 11. Alyce Mahon makes an allusion to Alice when discussing Tanningis
painting Childrenis Games, see Eroticism and Art, Oxford University Press, 2007,153.

® Later Jan Gvankmajer presented his surrealist vision of Alice, NNco z Alenky (1988), but | will not
have space in this article to discuss his project in the detail which it merits. Recent research which
chimes with my argument here includes Yang Yen-Yun, Uncovering Alicets Cabinet of Curiosities:
On the Sadomasochism of Infantile Imagination in the Film NNco z Alenky of Jan Gvankmajer,b
unpublished research paper, Querying Surrealism, Queering Surrealism, Sixth International
Symposium, West Dean, Chichester (20 June 2010). See also Suzanne Keller, iThe Forceful
Imagination of Czech Surrealism: The Folkloric as Critical Culture,i Anti-Tales: The Uses of
Disenchantment, ed. C. McAra and D. Calvin, Cambridge Scholars Publishing, Newcastle, 2011,
75-83.

® Andr® Breton, iManifesto of Surrealism,i Manifestoes of Surrealism, trans. Richard Seaver and
Helen R. Lane, Ann Arbor, Michigan, 2004, 3, 39-40.

" André Breton, Surrealism and Painting, trans. Simon Watson Taylor, MFA Publishing, New York,
2002, 6.

% See also Bretonis 1929 preface to iThe First Dali Exhibition,0 What is Surrealism?, trans. David
Gascoyne, Faber and Faber, London, 1936, 28, implicitly criticised by Bataille in (The Lugubrious
Game,i Visions of Excess: Selected Writings 1927-1939, trans. Allan Stoekl, University of
Minnesota Press, Minneapolis, 1985, 29. For more on spaces of the surrealist marvellous see Hal
Foster, Compulsive Beauty, The MIT Press, Massachusetts, 1995. Interestingly the French word for
marvellous, imerveilleux, is very similar to the French word for wonders, imerveilles,i thus the
Wonderland of Alice au Pays des Merveilles could easily be linked with the Bretonian notion of the
marvelous.

® Carroll, La chasse au snark, agonie en huit crises, trans. Louis Aragon, Hours Press, Chapelle
Réauville, 1929, and Aragon, iLewis Carroll - En 1931,i Le Surréalisme au service de la revolution,
No.3 (December, 1931): 25-26.

% pavid Gascoyne, A Short Survey of Surrealism, Enitharmon Press, London, 2003, 94.

" Herbert Read ed., Surrealism, Faber and Faber, London, 1936, 55-56. Julian Levy, Surrealism,
Black Sun Press, New York, 1936, 4.

12 Alfred H. Barr, Fantastic Art, Dada and Surrealism, ex. cat. Museum of Modern Art, New York,
1936. 51. For more on the fantastic genre as an (alternative viewi see Anna K®rchy, iFaraway, So
Close, Towards a Definition of Magic(al) (Ir)realism,i What Constitutes the Fantastic?, ed. Sabine
Coelsch-Foisner et al, Vol.17, University of Szeged, 2009, 22.

'3 Breton, Anthologie de lthumour noir, Pauvert, Paris, 1966, 183-196. See also Breton and P.
Eluard, Dictionnaire abrégé du surrealisme, Galerie des Beaux Arts, Paris, 1938.

4 carroll, iPo mes de Jeunesse,i lilusage de la Parole, No.1 (December, 1939): 3.

o

@

Papers of Surrealism, Issue 9, Summer 2011 20



© Catriona McAra, 2011

!® See VVV Magazine, No.2-3 (1943): 88.

'® Francis M. Naumann, Marcel Duchamp: The Art of Chess, The Readymade Press, New York,
2009, 29.

" Breton, 10On Surrealism in Its Living Works,i Manifestoes of Surrealism, 297-8.

8 R¢diger Tiedemann, tAlice bei den Surrealisten T Zur Rezeption Lewis Carrolls,i Arcadia:
International Journal for Literary Studies, issue 1-3, Vol.17, (1982), 61-80.

9 Renée Riese Hubert, Surrealism and the Book, University of California Press, Berkley and
London, 1988, 151.

% sarah Wilson, tMax Ernst in England,i Max Ernst, Tate, London, 1991, 363-372, and Dorothea
Tanning: Between Lives T Works on Paper, ex. cat. Runkel-Hue-Williams Ltd. London, 1989, 10.

#1 Marina Warner, iIntroduction,i House of Fear: Notes From Down Below, Virago Press Ltd.
London, 1989, 14. Natalya Lusty also makes reference to Bretonis use of Carroll in iIMasking the
Crime of Femininity,i Surrealism, Feminism, Psychoanalysis, Ashgate, Aldershot, 2007, 26.

2 gee Mikhail Bakhtin, Rabelais and His World, trans Héléne Iswolsky, Indiana University Press,
Bloomington, 1993.

2 Gilles Deleuze, Logique du sens, trans. Mark Lester, The Athlone Press, London, 1990, 1.

% Susan Stewart, Nonsense: Aspects of Intertextuality in Folklore and Literature, John Hopkins,
Baltimore and London, 1979, 76.

% Karen Coats, Looking Glasses and Neverlands: Lacan, Desire and Subjectivity in Childrenis
Literature, University of lowa Press, lowa City, 2004, 83. See also Lois Drawmer, (The Dysmorphic
Bodies of Alice in Wonderland,b Monsters and Monstrous (2004): 1
http://www.wickedness.net/Monsters/M2/drawmer%20paper.pdf (accessed 16/08/2009), Kérchy,
iNonsensical Disenchantment and Imaginative Reluctance in Postmodern Rewritings of Lewis
Carrollis Alice Tales,i Anti-Tales, 62-74.

%% Breton, Arcane 17: With Apertures Grafted to the End, ed. Anna Balakian, trans. Zack Rogow,
Sun and Moon Press, Los Angeles, 1994, 64.

2 Whitney Chadwick, Women Artists and the Surrealist Movement, Thames and Hudson, London,
1985, 33.

8 |bid. For a reproduction of LiEcriture Automatique see 33.
9 Barr, Fantastic Art, Dada and Surrealism, 207.

% Susan Rubin Suleiman, (The Bird Superior Meets the Bride of the Wind: Leonora Carrington and
Max Ernst,d Significant Others: Creativity and Intimate Partnership, eds Whitney Chadwick and
Isabelle de Courtivron, Thames and Hudson, London, 1993, 97-117.

31 Warner, ilntroduction,i House of Fear, 10.

%2 Ernst championed the work of both Oppenheim and Carrington, and later Tanning, by writing
prefaces and exhibition interpretations for them, see for example (Preface, or Loplop Presents the
Bride of the Wind,0 The House of Fear, 25-26, and his 1944 text Dorothea Tanning, extracts of
which are reprinted in Jennifer Mundy, Desire Unbound, exhibition catalogue, London, Tate
Publishing, 2001, 165. Chadwick suggests that Carringtonis rebellious behaviour tredefine[ed]i the
femme-enfant, 79.

e

o

@

Papers of Surrealism, Issue 9, Summer 2011 21



© Catriona McAra, 2011

% Rachael Grew, A Wizard/ Witchis Dual: Gender Power Struggles and the Occult in Surrealism,i
The Apothecaryis Chest: Magic, Art and Medication, eds Konstatina Georganta, Fabienne Collignon
and Anne-Marie Millim, Cambridge Scholars Publishing, 2009, 23-24.

% Breton, Communicating Vessels, trans. Mary Ann Caws, University of Nebraska Press, 1990, 97.

% Jonathan P. Eburne, Surrealism and the Art of Crime, Cornell University Press, New York, 2008,
198-9.

% Tanning, Birthday, 98. In Between Lives Tanning also notes her disappointment in missing
Nabokov on his visit to Arizona, which further suggests the influence he held for her, 142. Jean
Leymarie confirms Carrollis books and Tennielis illustrations as source materials for Balthusi
paintings, Balthus, ex. cat. Editions diArt Albert Skira, Geneva, 1982, 30.

% For an interesting discussion of Joseph Cornellis late pornographic collages see Andrew Brink,
Desire and Avoidance in Art: Psychobiographical Studies with Attachment Theory, Peter Lang
Publishing, New York, 2007, 140. For a reproduction of Untitled (Blue Nude) see Mundy, 314.

% Mieke Bal argues that Balthusi ichildren are self-portraits as much as portraits of his desire. Not
simply his desire to possess but his desire to be (like) the children he so admires,i Balthus: Works
and Interview, Bal ed. Edicones Poligrafa, Barcelona, 2008, 141. This argument has also been
made recurrently in the extensive literature on Bellmer: Therese Lichtenstein, Behind Closed Doors:
The Art of Hans Bellmer, University of California Press, Berkeley, 2001, 48-49. See also Sue
Taylor, Hans Bellmer: The Anatomy of Anxiety, The MIT Press, Massachusetts, 2000, 68, 90.
Foster has also argued: iBellmer appears not only to desire the (dis)articulated female body but also
to identify with it,i Compulsive Beauty, 109. This concept of the male appropriation of the feminine
domain has been widely discussed in surrealist scholarship. For example see Dawn Ades,
(Surrealism, Male-Female,i Surrealism: Desire Unbound, 171-196. For more on Cornellis use of
Carroll see Analisa Leppanen-Guerra, iThe Child Lost in the Garden of Timed: Childhood and the
Fourth Dimension in the Works of Joseph Cornell,i unpublished thesis, University of California,
Irvine, 2004, 169.

% Laura Mulvey, (Pandorais Box: Topographies of Curiosity,i Fetishism and Curiosity, Indiana
University Press, Bloomington and Indianapolis, 1996, 59.

0" carroll, Aliceis Abenteuer im Wunderland, illus. John Tenniel, trans. Antonie Zimmermann,
Breitkopf und Hartel, Leipzig, 1869. The first French translation of Alicels Adventures in Wonderland
was by Henri Bué for Macmillan in 1869. See also Warren Weaver, Alice in Many Tongues: The
Translations of Alice in Wonderland, Wisconsin University Press, Madison, 1964, 52, and, for a
more general understanding of Carrollis reception in both surrealism and popular culture, see Will
Brooker, Aliceis Adventures: Lewis Carroll in Popular Culture, Continuum, London and New York,
2005, 78.

** Charles Henri Ford, ed. tMax Ernstis Favorite Poets and Painters of the Past,i View Magazine:
Special Max Ernst Edition, Series I, No.1 (April 1942): 14. See also Werner Spies, Max Ernst: A
Retrospective, ed. Sabine Rewald, Yale University Press and the Metropolitan Museum of Art, New
Haven and New York, 2005, 39.

42 Tanning, Worlds in Miniature: Max Ernst and His Books, Yale University Library, New Haven,
1983, 6.

3 Tanning, Souvenirs,i Dorothea Tanning, ed. Nordgren, 35.

* Warner, iintroduction,i The House of Fear, 4, iintroduction,) The Seventh Horse and Other Tales
Virago Press, London, 1989, x. Elsewhere Warner grounds Carrington in the English tradition of
John Tenniel, Mervyn Peake and Monty Python, (Leonora Carringtonis Spirit Bestiary; or the Art of

e

o

@

Papers of Surrealism, Issue 9, Summer 2011 22



© Catriona McAra, 2011

Playing Make-Belief,i Leonora Carrington: Paintings, Drawings and Sculptures 1940-1990, ed.
Andrea Schlieker, Serpentine Gallery, London, 1991, 11-12. See also Susan Aberth, Leonora
Carrington: Surrealism, Alchemy and Art, Lund Humphries, Aldershot, 2004, 14-15, 79.

*® Ernstis rebellion against his Wilhelminian, Catholic childhood in the Rhineland has often been
commented upon. See for example Elizabeth Legge, Max Ernst: The Psychoanalytic Sources, Ann
Arbor, London, 1989, and Rosalind Krauss, The Optical Unconscious, The MIT Press, Cambridge,
1994, 34. Tanning had a strict Lutheran upbringing in Galesburg, lllinois.

% Spo Y. Kang, (Tanningis Pictograph: Repossessing Womanis Fantasy,i Aurora: Journal of the
History of Art, Vol.lll, 2002, 91. See also Kincaid, Erotic Innocence, 17.

*" Werner Spies, Max Ernst, Collages: The Invention of a Surrealist Universe, Thames and Hudson,
London, 1988, 509.

*® Warner has linked the fapparition of the Cheshire Catb to the new cinematic techniques Carroll
was interested in as a keen photographer, Phantasmagoria: Spirit Visions, Metaphors, and Media
into the Twenty-first Century, Oxford University Press, Oxford, 2006, 153. One might also compare
this image with a late collage by Tanning entitled Cat (1986).

49 Jean-Christophe Bailly uses this phrase to describe the femmes-enfants in Tanningis work,
(image Redux: The Art of Dorothea Tanning,i Dorothea Tanning, ed. Richard Howard, trans. Robert

C. Morgan, George Braziller, New York, 1995, 15. Elsewhere, Angela Carter used this phrase to
refer to child who knows its own father, Wise Children, Virago, London, 1991.

* Levy, 14.
*! Heath, The Philosopheris Alice, 28.

°2 M. E. Warlick, Max Ernst and Alchemy: A Magician in Search of Myth, University of Texas Press,
2001, 163-165.

3 Warner, ilntroduction,i The House of Fear, 4. See also Aberth, 14-15, 79.

* |usty, Surrealism, Feminism, Psychoanalysis, 27.

5 See Warlick, 163-165.

% Bailly has suggested this creature might be a igriffini but makes no reference to Carroll, image
Redux: The Art of Dorothea Tanning,i 17.

" carroll, (Through the Looking Glass and What Alice Found There,i The Complete lllustrated
Works of Lewis Carroll, Chancellor Press, London, 1982, 183.

%8 Tanning cited in Chadwick, 138. See also Tanning, Dorothea Tanning: 10 Recent Paintings and a
Biography, ex. cat. Gimpel-Weitzenhoffer Gallery, New York, 1979, unpaginated.

% Mary Ann Caws, iPerson: Tanningis Self-Portraiture,i The Surrealist Look: An Erotics of

Encounter, The MIT Press, Cambridge and London, 1999, 84.

® Jane Alison includes Tennielis illustration of Alice in the rabbitis house in The Surreal House,
exhibition catalogue, Barbican Art Gallery and Yale University Press, London, 2010, 116-117.

61 Tanning, Between Lives, 178.

®2 wilson, Dorothea Tanning: Between Lives, 10.

o

@

Papers of Surrealism, Issue 9, Summer 2011 23



© Catriona McAra, 2011

® For an image of Insomnias see Dorothea Tanning, 1995, 109. An entire exhibition was curated
around this painting, Charles Stuckey and Richard Howard, Dorothea Tanning: Insomnias 1954-
1965, ex. Cat. Kent Gallery, New York, 2005.

% However, Martin Sundbergs recent article makes a convincing case for Insomniasi continuity with
the surrealist dream project, iThe Metamorphosis of Dorothea Tanning: On the Painting Insomnias,i
Konsthistorisk Tidskrift/ Journal of Art History, 79:1 (March 2010): 25.

% For an image see David Sylvester, René Magritte Catalogue Raisonné II: Oil Paintings and
Objects 1931-1948, Menil Foundation and Philip Wilson Publishers Ltd., Houston and London,
1992-1994, 373.

% For images see Werner Spies, Max Ernst i uvre Katalog: Werke 1954-1963, DuMont Buchverlag
and the Menil Foundation, Cologne and Houston, 1998, 133-134.

®" Heath, The Philosopheris Alice, 28.
% Morton N. Cohen, Lewis Carroll: A Biography, Alfred A. Knopf, New York, 1995, 447.

% Ernest Courmet and Jean Gattegno, eds, Logique sans Peine, (lllustrated by Max Ernst),
Hermann, Paris, 1966.

" carroll, Logique sans Peine, 124.

™ carroll, Symbolic Logic and The Game of Logic, Dover Publications Inc. New York, 1958, 60.
Though there is little evidence to confirm that Duchamp read Carroll, Carroll does go on to suggest
that one should iconstruct a dictionary as Duchamp does in his Green Box Notes (1934): (Take a
Larousse dictionary and copy all the so-called fiabstract,0 words. i.e. those which have no concrete
reference.i Marcel Duchamp, The Bride Bare by her Bachelors, Even