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ISSS SURREALISMS 
CONFERENCE 
PROGRAMME

August 29th, 30th, 31st 2019
Xfi Centre, University of 
Exeter, Streatham Campus

Dear Delegates,

A very warm welcome to SURREALISMS 2019 at the University of Exeter. We look forward 
to hearing your papers and engaging in many conversations over the course of the next 
few days. Within this programme you will find the detailed day-to-day schedule, which 
includes all paper abstracts, as well as information pertaining to the digital exhibition, the 
campus and local area.

If you have any queries or questions, or need help during the conference, myself (Felicity), 
Pedro, and a number of staff and student volunteers will be on hand to assist you. All 
rooms are equipped with PowerPoint and AV facilities and printing can be done at the 
main Forum Library or printed out if sent to surrealismexeter2019@gmail.com

We hope you have an excellent and rewarding time.

I wish also to extend my thanks to the ISSS committee – Jonathan Eburne, Effie Rentzou, 
Abigail Susik, and Elliott King – whose boundless enthusiasm and support has made this 
conference possible.

With our best regards
Felicity and Pedro. (Conference Organiser at Exeter; Conference Intern).
Jonathan Eburne, Effie Rentzou, Abigail Susik, Elliott King (Conference Committee)

The International Society for the Study of Surrealism (ISSS) proposes to integrate the field 
of surrealism studies in North America and other locations by organizing events and 
managing channels of information that will facilitate cross-disciplinary and inter-cultural 
communication and exchange. This will be accomplished through the organization of 
international conferences and state-of-the-field workshops; the curation or support of 
museum exhibitions; and the publication of research findings. The society’s website will 
serve as a clearinghouse for information regarding contemporary research on surrealism 
as well as exhibitions, events, and pedagogical practices related to surrealism. The ISSS 
aims to develop a permanent infrastructure that might include one or more research 
centers, translation support, and a scholarly journal. In addition, the ISSS intends to 
foster the exchange of ideas between practicing artists and writers and the scholarly 
community for whom surrealism (past and present) is a field of ongoing inquiry.

The ISSS began its inaugural membership year in 2018, hosting its inaugural conference at 
Bucknell University (Lewisburg, Pennsylvania, USA) from November 1-4, 2018. This second 
conference takes place between the 29th, 30th, 31st of August, 2019, at the University of 
Exeter (Devon, UK).
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Image: Gerald the Giraffe - find out more about the link between Ted Joans and RAMM
in the digital exhibition, Digital Humanities Lab, August 29th - September 2nd.
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SCHEDULE 
OVERVIEW

Key to Room Locations: 

A: Matrix Lecture Theatre
B: Constantine Leventis Room
C: Kolade Room
D: Bateman Lecture Theatre
E: Pearson Room

(See campus map on page 6)

Thursday 21st August
Session 1 - 15:00 16:30
Break
Session 2 - 17:00 18:30
Film Programme - 19:00 22:00

Friday 22nd August
Session 3 - 09:00 10:30
Break
Session 4 - 11:00 13:00

Lunch - 13:00 14:00
Session 5 - 14:00 15:30

Session 6 - 15:30 17:00

RAAM Gala
@ RAAM Museum 18:00 20:00

Saturday 23rd August
Session 7 - 09:00 10:30
Break
Session 8 - 11:00 12:30
Lunch - 12:30 13:45
Session 9 - 14:00 15:30
Break
Sesison 10 - 16:00 17:30

Evening BBQ
@ Reed Hall - 18:00 21:00

A: Matrix Lecture Theatre

Surrealism and the Labour of Selves

Practice and Performance

Gordon Onslow Ford: From Surrealism to the Inner Worlds

Surrealism Undercover: Surrealist Practice in Poland and the 
Ukraine

Roundtable Disucssion: Surrealist Periodicals

Word and Image

Visionary States

Re-thinking Automatism

Collage as Critique

Surrealism and Music: New Histories

B: Constantine Levantis Room

Surrealism, Research, and 
Method
Mise-en-page

Social Networks of Surrealist 
Groups
The Architectural Uncanny in 
the Anthropocene

Abhuman Bodies

Surrealist Nomads

Conceptual Transformations

Films in Transfigured Time

Romanticism’s Prehensile Tail

Transnational Receptions
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C: Kolade Room

Double Jeopardy: Women Surrealists in Central and Eastern 
Europe
Performance, Text, and the Female Body

Exhibition as Remediation

Documenting Surrealist Photography

Alan Glass: Surrealism’s Secret

Political Genealogies after World War II

Anticolonial Appropriation

Paris-New York

Joye Higgs - British Surrealism

Post-1960s Surrealisms

D: Bateman Lecture Theatre

Mapping Breton’s Collection: 
Part 1
Mapping Breton’s Collection: 
Part 2. 

Objects-Things-Toys

Transformative Bodies: New 
Pathways of Feminist Critique

Contemporary 
Afrosurrealisms
Alchemical Hybrids

Women Surrealists

Thinking Nature

Methods of Documenting 
Space
Dali’s Classicism

E: Pearson Room

Surrealist Art Practice

Graphic Histories, Revolution, 
and Politics 
Enchanted Domains

Experimental Poetics

Post-1960s Britain
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PLACES TO EAT 
AND DRINK IN 
EXETER

Places to Eat on Campus

Camper Coffee - Queens Building, Amory Building Reception 
- the best coffee on campus - great local cakes and snacks

Pret-a-Manger - The Forum Building

Costa Coffee - The Forum Building
Devonshire House - serves a range of hot and cold foods 

Cafés

Dinosaur Cafe - Turkish café and restaurant. Cash only.
5 New North Rd, Exeter EX4 4HH

The Plant Cafe - Vegan café.
1 Cathedral Yard, Exeter EX1 1HJ

Boston Tea Party - Café with vegan and vegetarian options.
84 Queen St, Exeter EX4 3RP

The Exploding Bakery Café - 
Central Station Buildings, 1B, Queen St, Exeter EX4 3SB

Devon Coffee - 
88 Queen St, Exeter EX4 3RP

Rabbit Vegan Café - 
3 Well St, Exeter EX4 6QR

Sacred Grounds - Plant-based brunch café.
Mccoys Arcade, Fore St, Exeter EX4 3AN

Restaurants

Lloyd’s Kitchen - Modern British main courses.
16 Catherine Street, Exeter EX1 1EU

Côte Brasserie - modern French food.
19-21 Cathedral Yard, Exeter EX1 1HB

Tyepyedong - Chinese and Japanese food.
175 Sidwell St, Exeter EX4 6RH

iFood Thai Taste - Thai restaurant. No alcohol on the menu. 
Cash only. 
114 Sidwell St, Exeter EX4 6RY

The Flat Exeter - Pizza - great vegan and vegetarian options.
142 Fore St, Exeter EX4 3AN

Carluccio’s - Italian chain restaurant.
Princesshay, 30 Bedford Street, Exeter EX1 1GJ

The Exeter Stable - Pizza restaurant.
Unit 32 Guildhall Shopping Centre, Queen St, Exeter EX4 3EB

Harry’s - Wide-ranging menu. Recommended to book in 
advance.
86 Longbrook St, Exeter EX4 6AP

Circa 1924 - Steakhouse and bar.
6 Northernhay Pl, Exeter EX4 3QJ

Samuel Jones - Family pub with British food in a renovated 
warehouse on Exeter Quay.
37 Commercial Rd, Exeter EX2 4AE

On the Waterfront - Bar and pizza restaurant on Exeter Quay.
4-9, Southern Warehouse, The Quay, Exeter EX2 4AP

Bars and Pubs

Tabac - Cocktail bar.
1A The Crescent, Queen St, Exeter EX4 3SB

The Angel - Pub with live music.
32 Queen St, Exeter EX4 3SR

Artigiano Espresso & Wine Bar - casual wine bar, serves 
snacks.
248 High St, Exeter EX4 3PZ

Crocketts Bar - Gin Bar.
2 Upper Paul Street, Exeter, EX4 3NB

The Cosy Club - Eclectic cocktail bar - serves burgers, tapas.
Halford Wing, Dean Clarke House, 1 Southernhay Gardens, 
Exeter EX1 1SG

The Monkey Suit - 
161 Sidwell St, Exeter EX4 6RH

The Old Firehouse - Rustic-styled pub with courtyard and live 
music on weekends.
50 New N Rd, Exeter EX4 4EP

The Oddfellows - Modern gastropub and cocktail lounge.
60 New N Rd, Exeter EX4 4EP

Ship Inn - Oak-beamed Tudor inn serves real ales and bistro-
style food.
1-3 Martins Lane, Exeter EX1 1EY

City Gate - Traditional pub with outdoor seating.
Iron Bridge, Exeter EX4 3RB

The Imperial - Spacious, traditional pub close to the 
Streatham Campus.
New North Rd, Exeter EX4 4AH

Bowling Green - Pub with board games.
29-30 Blackboy Rd, Exeter EX4 6ST

7



REGISTRATION - LUNCH  –  XFI BREAKOUT AREA

1.A. SURREALISM AND THE LABOUR OF SELVES  –  MATRIX LECTURE THEATRE
Speakers: Dave Beech, Carina Brand, Stevphen Shukaitis 
Chair: Abigail Susik

This panel proposes to explore the relationship between Surrealism and labour. 
Specifically, it examines how that connection is developed around themes of the labour 
of subjectivity, whether through forms of social reproductive labour, as well as the 
dynamics of desire and forms of community and self-organization.

“Surrealism and the Politics of Work: The Liberation from Handicraft with Speed, Dreams, 
Accidents and Automation”
Dave Beech (Valand Academy Gothenburg University)
This paper will reconsider the political legacy of Surrealism and its proximity to communist 
revolution through the theoretical framework of current postcapitalist discourses on work, 
automation and the supersession of value production. While the Surrealist techniques of 
automatism, objective chance and the depiction of dreams sit firmly within the avant-
garde variant of Romantic anti-capitalism in which bourgeois values were subverted, 
the Surrealist affirmation of automation as an emancipatory force and the embrace of 
chance and accident resonate also with a more recent intellectual tendency that seeks 
to negate all forms of work. Surrealism remains one of the sources of Marcuse’s affirmation 
of “libidinal labour” in which the subjectivity of the worker joins forces with the pleasure 
principle in a critique of alienated labour, but Surrealism can also be seen as precursors of 
the advocacy of laziness, idleness and rest. Through automation, chance and the dream, 
Surrealism builds its revolution on techniques that, by eluding the control of the artist, are 
beyond the grasp of the real subsumption of labour under capital. Moreover, the dream 
image in Surrealism is an example of ideology critique which negates rationalisation, 
calculation and taste but the dream is also the activity of the non-worker. By mapping 
Surrealist techniques onto the current postcapitalist politics of work, this paper will ask 
what constitutes the supersession of capitalism and what role art has in postcapitalism.

“Reading Breton’s Nadja as Socially Reproductive ‘dream work’”
Carina Brand (De Montfort University)
Breton’s character Nadja represents Lacan’s concept of the ‘not-all’ as she elicits the 
phallic jouissance of male desire in her beauty and ‘another part of her which resists 
being drawn into the dialectic of (male) desire, a mysterious jouissance beyond the 
Phallus’ (Zizek 1999), that is portrayed by her mysteriousness but more importantly her 
insanity. It is this insane work/dream work that Nadja performs for Breton, the same 
outsourcing used by Freud in the development of psychoanalysis and in the reoccurring 
use of the female muse in the avant-garde. While we could use French feminism 
to denounce Nadja as a male fantasy (Irigaray 1985, Cixious 1976) I am interested 
in considering the socially reproductive labour that Nadja alongside Breton’s wife 
performs in the service of surrealism. Samo Tomsic (2015) explains via Marx and Freud 
that the abstraction realised in labour power by capital sets up a structural relationship 
of negativity that produces the ‘de-psychologised and de-individualised subject’ – a 
proletarian unconscious. But what form would this unconscious take and who is tasked 
with maintaining it? Taking these ideas into consideration I will use Nadja as metaphor 
for the contradictions inherent in both Tomsic and Breton’s articulations, and the role 
of dream work and love/sex work under capitalism in the context of the avant-garde. 
If Nadja performs this dream work for Breton can we view her, as a personification of 
the proletarian unconscious? Therefore, instead of rejecting Nadja I want to ask if the 

August 29th – Thursday
13:00 - 14:45 

SESSION 1
15:00 - 16:30
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fantasy she provides as a subject that is un-alienated (because of her female identity) 
can be further de-subjectified to provide an allegory for the proletarian or communist 
unconscious, that successfully encompasses productive and reproductive labour and the 
conscious and unconscious.

“Years of Knots: Gee Vaucher and Collaging the Politics of the Family Between Ernst and 
Laing”
Stevphen Shukaitis (University of Essex / Autonomedia)
Gee Vaucher is one of the most significant political artists, managing to have her work 
widely circulated but often overlooked in its own right. While primarily known as a visual 
artist, her work is of great interest in terms of political philosophy and creative practice. 
Vaucher is best known for her work with the band Crass, but has an extensive range of 
work from the 60s until present. While it is easy to see Vaucher’s work in relation to protest 
art, it is more than that, particularly in how it employed ultra-realistic gouache painting 
techniques to affect a kind of Surrealist displacement. Her work connects closely to 
lineage of artistic countercultures, from Dada to pop art, who have redefined the spaces 
where art is created and circulated, and which have redefined the nature of art itself 
repeatedly. Steve Lazarides describes Vaucher as a huge influence on outsider artists 
through her bringing together of Surrealism and agit-pop, as an artist “dealing with 
political subjects in a visceral manner whose medium was popular culture.”
This presentation will look at Vaucher’s relationship to Surrealism, in particular through 
her ongoing project A Week of Knots, on the nature of the family. In this project Vaucher 
uses the radical psychoanalytic insights of RD Laing to rewrite Max Ernst’s collage 
novel, Une semaine de bonté. Doing so provides a space for Vaucher to explore the 
nature of violence, power, and care, among many other aspects. During the exhibition 
“Introspective” (held at Firstsite in Colchester, November 2016 – February 2017) this project 
was used as the basis of a public participatory project, where Vaucher’s reworked 
versions of the Ernst imagery provided a template for people to make collages about 
what family means to them. What can we learn from Vaucher’s collaging between Ernst 
and Laing? And what can this using that backdrop as kind of collective psychoanalytic 
tool tell us about the changing nature of the family today?

1.B. SURREALISM, RESEARCH AND METHOD - CONSTANTINE LEVENTIS ROOM
Speakers: Donna Roberts, Camelia Darie, Sami Sjöberg
Chair: Sami Sjöberg

The surrealists saw their activity as research, which often resulted in art. However, in 
surrealist scholarship less attention has been paid to how individual surrealists understood 
the notion of research and how their methods were developed. Roger Caillois, Victor 
Brauner and Paul Nougé launched serious investigations into the irrational with the aim 
of acknowledging the affective dimensions of (rational) knowledge. Caillois and Nougé 
preferred the rigour of science over literature whereas Brauner was drawn to occult 
knowledge.

“Roger Caillois’ Necessity of the Mind and the Lyrical Science of
Correspondences”
Donna Roberts (University of Helsinki)
Donna Roberts will focus on Caillois’ The Necessity of the Mind, which was the original 
context for his essay on the praying mantis, the central motif behind his Cassirer-esque 
category of the ‘affective lyrical ideogram’. The paper will explore Caillois’ attempt to 
develop the analytical methods of surrealism via an eclectic network of scientific and 
philosophical influences. Roberts will offer a reading of how Necessity represents Caillois’ 
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amalgam of the Freudian register of surrealism and his more impersonal and scientific 
concerns with a phenomenology of the imagination.

“‘Determinism of the Void’ in Caillois’ Lyrical Thought and Brauner’s Artwork: On Interstice 
in Surrealism”
Camelia Darie (University of Manchester)
Camelia Darie investigates the intersections of Caillois’ ideas concerning lyrical thought 
(‘determinism of the void’) and Brauner’s techniques, such as the cirage (incision/
painting). Her reading of Brauner’s artwork will make manifest the compatibility of Caillois’ 
‘technical study of imagination’ and the artist’s investigation of principles of the hidden/
occult order of the macro- and microcosm in the work of art.

“Creation and Rigour in Paul Nougé’s Experimental Method”
Sami Sjöberg (University of Helsinki)
Sami Sjöberg discusses Nougé’s linguistic materialism where language is seen neither as a 
transparent medium nor an expression of subjective, ‘unlimited’ imagination. For Nougé, 
scientific research invigorated poetic endeavours as he developed an experimental 
method that was in spirit closer to mathematics than literary language. The evocation of 
new phenomena through both science and poetry opened an alternative epistemology 
of identity, exteriority and selective evolution of objects.

1.C. DOUBLE JEOPARDY: WOMEN SURREALISTS IN CENTRAL AND EASTERN EUROPE - KOLADE 
ROOM
Speakers: Karla Huebener, Eleanor Moseman, Hedvig Turai, Amalia Wojciechowski
Chair: Eleanor Moseman 

“Toyen as a Founding Central European Surrealist”
Karla Huebener (Wright State University)
Toyen—Marie Čermínová—the well known yet nonetheless mysterious founding member 
of the original Prague surrealist group—is renowned for her 45 years of steadfast 
participation in Prague and Paris surrealism. Her close friendships with not just other major 
Czech surrealists but also with Paul Eluard, Benjamin Péret, André and Elisa Breton, and 
Radovan Ivsić and Annie Le Brun, as well as her adherence to core surrealist principles 
relating to the marvellous and the importance of eros, make her a key figure worth 
investigating from a variety of perspectives.
This paper, therefore, considers Toyen’s position as a Central European female artist who, 
unusually, became a founding member of one of the most important and active surrealist 
groups outside Paris—a group whose successor, the Czechoslovak Surrealist Group, 
remains active today. Situating Toyen as a person born female but preferring a gender-
ambiguous identity, who came to adulthood at precisely the time Czechoslovak feminism 
was attaining the vote and other major goals for women, this paper looks at Toyen’s 
position within the Czech avant-garde of the 1920s and shows how this artist was uniquely 
situated to take an active public role in early Czech surrealism in contrast both to women 
active in French surrealism of the 1930s and to women elsewhere in Central Europe 
who had affinities to surrealism. The paper clarifies Toyen’s links to other Czech avant-
gardists (some of whom also became surrealists) and reveals her active role in promoting 
surrealism among the Czechs.

“Infinite Flotsam: Ellida Schargo von Alten and Surrealism in Postwar Germany”
Eleanor Moseman (Colorado State University)
In her short story “Uferlos” (Infinite), German Surrealist Ellida Schargo von Alten (1911- 1996) 
traces the narrator from the security of familiar comfort to the dissolution of objecthood 
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with her transformation into flotsam tossed about by waves on shifting sands. Nothing 
could be more emblematic of von Alten’s own experience as a published fictionwriter 
and visual artist, whose richly interwoven practice of surrealist strategies has been lost to 
the eddies of obscurity.
Von Alten worked as a fiction writer and visual artist in Worpswede and the hill country 
west of Hamelin from the mid-1930s to the mid-1970s. She was the life partner and studio 
manager for Richard Oelze, whom Paul Éluard described in the 1930s as “the only true 
Surrealist.” She and Oelze shared a collaborative practice involving automatic writing 
and the underlying principles of the cadavre exquis. Von Alten’s pastel and charcoal 
compositions result from a cross-fertilization between her process-based automatist 
drawing and her practice as a fiction writer. Her short stories are replete with the 
marvelous and the horrible manifested in the real. These surrealist writings inform and 
are informed by pastel and charcoal drawings featuring hybrid creatures borne of 
condensation and displacement, organic abstractions rooted in the natural landscape, 
and perceptually slippery representations that allow solids to merge into liquid or 
ether. This deliberate refusal of the finite and the naturalistic stood in conversation with 
abstraction dominant in art discourse of 1950-60s Germany. She regularly showed her 
surrealist pastels and charcoals in exhibitions of contemporary art and was included in the 
1967 “ars phantastica” exhibition in Nuremberg. Nevertheless, she has remained a cipher 
to the broader field of Surrealism studies. How is it that geography, changing political 
circumstances, and gender collide to disassociate an artist such as von Alten from the 
discursive field of Surrealism?

“What kind of Surrealism anyhow? The case of Margit Anna”
Hedvig Turai (International Business School)
The Hungarian female painter Margit Anna’s (1913-1991) pictures were often related 
to surrealism by art historians and critics. After WWII when the European School was 
established, she was among the founding members. The group’s programme included 
to struggle against earlier marginalization, to create and exhibit modern art, cubism, 
fauvism, constructivism, surrealism, to prove the right of abstraction, to make brave, 
new, modern art. Right after the war the meaning and symbolism of Margit Anna’s 
pictures of puppets, hybrid creatures, many self-portraits among them, were rather 
vague, encouraging psychological associations and a search for deeper meanings. It 
was her attitude that could be related to surrealism rather than following the principles 
of surrealism as a movement in a strict sense. This attitude allowed her to play with 
multifaceted meaning, with identity and distancing, with being present and hiding behind 
her masks, or submerging into her puppets, into the clowns. But the few years of free 
artistic creations were soon followed by the strictest years of Stalinism, in the 1950s, when 
official critics classified her as one of “our most modern” experimental artists, practising 
“French surrealism”, which was the worst possible label to have, almost like a curse, 
since the mandatory style to follow was Socialist Realism. While earlier she represented 
opposition to the official art of Fascism, now, so went the official reasoning, there was no 
need for such opposition in the people’s democracy, so her paintings were deemed out-
dated in their mentality and content, unnecessary for Socialist society. Consequently, she 
received no opportunity to exhibit for a long time, the public could not see her works, and 
she was known by only a narrow professional circle.
This presentation examines how different periods and social-political contexts modify 
the meaning of surrealism. When is the term used according to its international meaning 
and when is it modified and loaded with extra meaning or significance, and when is it 
out of sync of the general professional consensus of the terminology? The core question 
is whether the meaning of the term in the dominant Western canon could be smoothly 
applied to artworks made under different circumstances or not all? Did Margit Anna 
use surrealism as a mask? And if so, how? What aspects of her art have been veiled 
or camouflaged? In what ways did she apply surrealist attitudes as a female artist in a 
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society where gender roles were confined to rigid binaries not really allowing one to push 
the boundaries or subvert rigidly defined roles?

“The Aesthetics of Nowhere: Franciszka Themerson and Ubu Roi”
Amalia Wojciechowski (Bryn Mawr College)
L’action se passe en Pologne, c’est-à-dire, nulle part.
So Alfred Jarry begins his 1896 play Ubu Roi, a foundational forerunner to both Surrealism 
and Dada. Simultaneously, Jarry captures an essential truth of Poland’s tumultuous 
political situation in the 19th and 20th centuries; namely, that it often did not exist as 
such. Working as an illustrator, theater designer, and filmmaker, Polish artist Franciszka 
Themerson’s (1907-1988) career is marked by a prolonged engagement with this text. 
Themerson first encountered Jarry’s work following its Polish-language publication in 
the 1930s Warsaw periodical Wiadmości Literackie, in which both she and husband 
Stefan Themerson appeared. She further engaged with the text in 1951-52, 1964, and 
1970, publishing the work in English translation with 204 of her own illustrations, designing 
costumes and sets for theatrical productions of the play, and publishing and illustrating a 
comic strip based on the text.
Examining this lifelong body of work, this paper seeks to interrogate the ways in which 
the language of Surrealism, influenced by Jarry and influencing Themerson, provided a 
vocabulary for voicing Themerson’s unique interpretative position vis-à-vis the text as a 
Pole inhabiting Jarry’s nowhere, or no-place. Moreover, I argue that Themerson offers a 
unique perspective on the alienation from place present in Jarry’s text, Surrealism, and in 
Themerson’s own position as a doubly-coded exile, first as a Pole living in non-sovereign 
Polish lands and later as an émigré living and working in London.

1.D. PART 1: MAPPING BRETON’S COLLECTION - BATEMAN LECTURE THEATRE
Speakers: Constance Krebs, Karla Segura, Christina Rudosky
Chair: Andrea Gremels

“Breton on the World Wide Web: Displayed Content as a Substrate for the Atelier”
Constance Krebs (Association Atelier André Breton)
There is nothing left of rue Fontaine. The Association Atelier André Breton was founded to 
preserve every document and work of Breton’s collection by digitizing and curating them 
online. Via this virtual archiving, the objective of the website is to confront the objects with 
the story of their life: place of birth, circulation and influences.
From these online resources, it certainly seems that both objects and documents 
reflect the activities of the surrealist group. Above all, the Breton’s clear-cut selection 
is fascinating as there is nothing decorative in this atelier. Was he the only one to 
bring together objects from two ends of the world through a surrealist lens? Or was he 
influenced by artists from all over the world? Breton organized connections between 
works of disparate origins. As data, each one is linked to the other through events. Places 
of creation comfort the object in a reality that helps to rebuild this jigsaw puzzle: Who 
made this? When, where and how? Where was it displayed, published? How is this object 
related to this manuscript? How is the atelier interconnected? The Association provides an 
open access archive to all researchers who are engaged with the study of Surrealism. The 
website brings its piece to the puzzle with maps. Every object is linked to three places: its 
exhibition place, its place of origin, and the atelier. This collection is the hybrid encounter 
of the repository of Surrealism and a surrealist vision of the world. It is the communicating 
vessel of international Surrealism. It is both the contained and the container. The website 
aspires to be the same.

12



“Souvenirs from Mexico, the “Chosen Land of Black Humor””
Karla Segura (Pantoja Université de Cergy-Pontoise)
André Breton depicted Mexico as the “chosen land of black humor”: the traces of its 
geography at the rue Fontaine show not only the different stages of his trip but also 
the central place of the country in his personal cartography. We know that Breton and 
Jacqueline Lamba travelled to Mexico from April to August 1938. They were welcomed 
at Diego Rivera’s and Frida Kahlo’s blue house. Invited by the French Minister of Foreign 
Affairs, Breton was commissioned to give a number of lectures on Art and Literature at 
the UNAM (Universidad Nacional Autónoma de México). If not everything happened 
as planned, in May he met Léon Trotsky and in July they wrote the manifesto Pour un 
Art Révolutionnaire Indépendant. Moreover, André Breton visited the country bringing 
back plenty of souvenirs, including photographs, postcards, objects and artworks. Back 
in France, Breton wrote “What to say about what we love and how to make it love?” The 
beginning of his introduction to the 1939 Mexico exhibition sets the tone of his passionate 
relationship with the country. The Mexican souvenirs gathered at la rue Fontaine played 
an essential role in the construction of Breton’s statements on black humor. Funerary toys 
persisted as a reminder of Mexico’s ‘power of conciliation between life and death’. And 
yet another striking connection with this territory is the exile of some of his closest friends in 
Mexico. This paper will investigate and map a selection of the digitized collections kept at 
his studio at the rue Fontaine, along with some published and unpublished materials from 
his personal archives to demonstrate the transatlantic circulation of surrealism.

““All Things Beautiful That Come From Afar”: Oceanic Objects at Rue Fontaine”
Christina Rudosky (UNC-Chapel Hill)
In 1929 The Surrealist Map of the World (le Monde au temps des surréalistes) published in 
the surrealist-inspired Belgian periodical Variétés, presented a radical reimagining of the 
world which included an expanded and well-defined Pacific Island region. The drawing 
shows an equator that deviates from a straight line and features the Pacific rather than 
the Atlantic occupying the center of the map. This new surrealist geography sought to 
reverse the dominating eurocentric and colonialist view of the world within a reimagined 
global system in which European political power was no longer the arbiter of cartography. 
Yet the point of contact.

1.E. SURREALIST ART PRACTICE - PEARSON ROOM
Speakers: Fariba Bogzaran, Lea Petrikova
Chair: Michaela Morning

“On the Fringe of Lucidity”
Fariba Bogzaran (Founding Director, Lucid Art Foundation, Inverness, California)
The confluence of dreams, art practice, and phenomenological research reveal art as 
epistemology (Bogzaran, 2003, 2014). In 2002, based on an invitation to participate in an 
exhibition “Far From Home,” the artist utilized an ancient method of Dream Incubation 
to carry intention into dreams perchance to find inspiration for artwork for the exhibition. 
The cocreative act within conscious dreaming (lucid dreaming) with waking art practice 
brought a new genre of art making. The initial dream led to a series of work using raw 
canvas (fringed top and bottom), automatism and mixed media to express the visual 
impression of emotional states relate to the topic. The interaction between the art process, 
waking consciousness and dreams informed new ways of approaching the material. The 
evolution of this series “On the Fringe” no longer addresses a subject on the intact surface 
of the canvas but an occasion for limitless possibilities.  To sustain the act of fringing has 
developed into a method of embodied meditation and an occasion to inquire into 
existential questions. The surface of the tightly woven canvas becomes the symbol of a 
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constructed self and the deconstruction, one threat at a time, confronts the core beliefs, 
the dissolution of the self, the reality of death, and ultimately, the knowing that “form 
is emptiness.” The work has developed into performances, art-based research, and 
audience participation addressing social issues, such as prejudice. The presentation will 
illustrate the trajectory and development of the method and the artwork.

“After The Magician” (presentation of a film project)
Lea Petrikova (Film and TV School of Academy of Performing Arts, Prague)
Alice Rahon was a surrealist artist working mostly with painting. In the end of the 1940’s, 
Rahon, together with her partner Edward FitzGerald, created her only film work, Le 
Magicien (The Magician), narrating a story of a magician who was given a task to 
create a new human after the world was destroyed by the nuclear war. However, the 
experimental film had been lost before its completion - just a few photos and memories 
of its creators remained. The experimental film project, “After the Magician“, re-narrates 
the lost film and thematises the circumstances of its production that become a broader 
concept of an essay on the possibilities of capturing invisibility. Six short parts, that will be 
presented both in the form of a gallery installation and as a 30-minutes long film screened 
in cinemas, expand on thematic layers that the inspirational film provides with: story of a 
magician creating new world, motive of a female film pioneer, who was one of the first 
Mexican female directors, shamanic context of the magician character, life journey of the 
underrated artist Rahon, impact of the male gaze on her work and legacy, and primarily 
the ambiguity of the notion of art in general - what is the value of an artwork? Does it 
become valuable in time? And is a lost film, that wasn’t even presented, able to bring 
important values

BREAK – MAIN BREAKOUT AREA

2.A. SURREALIST ART PRACTICE AND PERFORMANCE - MATRIX LECTURE THEATRE
Speakers:  Danielle Parkinson, Florian Kaplick

“The Artists’ Biopic: Leonora Carrington, the Surrealist Movement, and Altered States of 
Consciousness.” 
Danielle Parkinson (University of Oxford & Atalanta Associates) 
This paper outlines the processes involved in a ten-year span of research and writing of 
the European Surrealist Movement and life of English Surrealist Artist, Leonora Carrington 
(1917-2011). It addresses the process of feature screenwriting on the artist’s world view, 
memory, and altered states of sensorial perception and consciousness, in non-linear time, 
and challenges to the feature film genre to meet these. Drawing from lifelong themes of 
Leonora’s literary and visual work, it makes reference to sentience of the natural world 
and interconnectivity of all that is living and dead; the ‘humanimal’ experience; the 
synchronicity of cultures; alchemical transformation, and psychological definitions of 
both insanity and dreaming, as a continuity of conscious experience and precursor, to 
future manifestation. Screenwriting authenticity, it is hoped, reveals a process that can 
be likened to method acting, and with attributes of musical and painterly, embodied 
experience. At the locus of Historical Drama, ArtHouse, and Tragicomic conventions, 
the film also seeks to break through constraints, by expanding technological advances, 
to achieve representation of individual synaesthetic and spiritual experience. In the 
depiction of Leonora Carrington, as Shamaness, the screenplay is the journey of many 
lives and selves, as it battles socio-historical constraints. In the process of spiritual 
transformation, the writing aims toward notions of universal consciousness. The work 

15:30 - 16:00

SESSION 2
16:00 - 17:30
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makes reference to the influence of Mexican New Wave Cinema, and the ‘Three Amigos’; 
Guillermo del Toro, Alfonso Cuarón, and Alejandro G. Iñárritu. The screenplay currently sits 
with the Leonora Carrington Estate for potential production in 2020.

Florian Kaplick (Artist)
Performative observations of the surreal in artistic expressions about the Moon.
In 2019, 50 years after man has entered the moon in real terms, it appears apt to 
explore the multitude of moon conquests in surreal terms through centuries before this 
date. A choice from the vast amount of literary and musical approaches with a lot of 
surreal facets surrounding the relation between man and the moon comes to life in a 
performance of poems, texts and music.

2.B. MISE-EN-PAGE - CONSTANTINE LEVANTIS ROOM
Speakers: Shindô Hisano, David Stent, Dagmar Motycka Weston
Chair: Effie Rentzou

“André Breton’s photo-collages in the 1930s”
Shindô Hisano (Matsuyama University)
The leader of the surrealist group and the author of Surrealism and painting, André Breton 
is always interested in the competitive relation between poetry and painting. Far from 
debating the superiority of the verbal expression over the visual representation or vive 
versa, he put into practice the interaction of text and image through his autobiographical 
narratives and periodicals of the group. In addition, Breton made a lot of visual works, 
such as drawings, “poem-objects” and collages. In the margin of the texts and 
inseparable from them, these visual representations have an effect on his writing.
In this presentation, I will especially focus on a series of photo-collages made by Breton at 
the beginning of the 1930, which have not been examined enough. Elza Adamowicz has 
already analyzed some of Breton’s collages in the context of other surrealist artist’s works, 
and Georges Sebbag treated several Breton’s collages in the writer’s autobiographical 
context. Based on these researches, my presentation will try to analyze the whole of these 
collages, identifying the provenance of their constituent elements, and considering them 
in the relation of Breton’s contemporary texts. We can also wonder why Breton started to 
use photographic images in this period, and how the photography started to occupy an 
important position among surrealists’ contemporary occupations.
Reflecting on this question, we will be able not only to find a new aspect of Breton’s text 
and image practices, but also to clarify his thinking about photography’s status, which he 
didn’t clarify in Surrealism and painting.

“Lost in the Labyrinth– Edward James and Minotaure”
David Stent (West Dean College)
Although well known for his patronage of numerous Surrealist artists (including Salvador 
Dalí, René Magritte, Leonora Carrington and Leonor Fini) Edward James’s short-lived role 
as owner and co-editor of the influential Surrealist journal Minotaure is notably under-
researched. This presentation will examine James’ contributions to the journal during the 
mid-1930s, submitted under his own name and as part of a collaboration (such as with 
Dalí on the poem, ‘Trois Secheresses’, in 1936), as well as his activities behind the scenes.
James’s explosive relationship and subsequent legal battles with Minotaure’s founding 
editor, Albert Skira. raises a number of interesting points of debate concerning the 
influence of money on patronage and publishing, and indeed the difficulties that can 
arise when a ‘naturally surrealist’ poet becomes contributing editor of an established 
publication. It also allows us to put consider a particularly strange, creative period in the 
wider context of Surrealist publishing, as well as tracing material relating to specific issues 
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of Minotaure – such as autograph manuscripts by André Breton – to James’s estate at West 
Dean.
Drawing on a range of unpublished material from the Edward James Archive, this paper 
will outline the significance of James’ involvement in Minotaure, particularly as it relates 
to the notion of ‘English’ Surrealism during this period: a curious image of which might be 
exemplified by the issues of Minotaure planned by James but which never saw fruition, the 
details of which offer an intriguing episode in the history of surrealist publishing that never 
was.

“The Festal Topography of André Breton’s Paris in L’Amour Fou”
Dagmar Motycka Weston (University of Edinburgh)
This work began in reflections on the status of the festival in today’s civic culture, and its 
potential for the enrichment of the architecture of the contemporary urban public realm, 
diminished as it has been by – among other things – instrumental rationalism and growing 
cultural fragmentation. The paper looks at one of the most fruitful attempts to reinvest the 
city with its former significance and enchantment, that of French surrealism. It contains an 
interpretation of Paris in André Breton’s book L’Amour fou. In Breton’s writings, Paris often 
becomes a theatre of mysterious encounter, modern myth and uncanny coincidences. 
In the Night of the Sunflower chapter, the city is a non-perspectival psychic terrain where 
the poet meets and is guided through a marvellous urban topography by the beautiful 
nymph Ondine. The lovers’ allegorical night-time walk is structured through allusion to 
initiatic and alchemical themes – labyrinth, death and regeneration, pilgrimage, courtly 
love, and royal entry procession. The familiar places and landmarks of the city form a 
personal poetic itinerary, taking on archetypal character in Breton’s journey toward the 
transmutation of the imagination in triumphant surreality. The paper concludes with some 
reflections on the status of such salvational aspirations in a desacralized world, and on 
the role which today’s public realm might play. The surrealist city may be familiar territory, 
but the originality of this interpretation lies in its emphasis in Breton’s vision on alchemy, 
initiation and the deeply analogical structure of the experiential world.

2.C. PERFORMANCE, TEXT, AND THE FEMALE BODY - PEARSON ROOM
Speakers: Andrea Kollnitz, Louise Mai, Maria-Clara Bernal 
Chair: Jonathan Eburne

“Travestimento – the reception and mythologizing of Leonor Fini in the Italian, French, and 
American Press, 1935-1950s”
Andrea Kollnitz (Stockholm University)
Leonor Fini, born in Argentina to Italian parents, raised in Italy and for most of her life 
living in Paris, is a multinational artist whose fame not only came from her abundant 
versatile production of painted artworks, drawing, costume designs etc. but also from 
her spectacular self-fashioning and dressed up performances. This paper aims to first 
examine Fini’s creative practises of self–performance and her conscious fashioning of 
multiple personae and hybrid identities beyond boundaries and conventions as a crucial 
part of her artwork where self-creation and artistic creation merge as two interdependent 
activities of equal value. Second it will look at the differing reception of Fini’s artistic 
and spectacular persona in the countries where she regularly displayed her art and 
herself – Italy, France and the US. All of these countries’ art-critical and societal discourses 
show strong reactions, but with different tendencies when it comes to interpreting and 
evaluating Fini’s sensational personal and physical visibility. She finds herself celebrated, 
mythologized and sometimes defamed as a beauty, as a diva, as a goddess, as a witch 
etc., with comments on her personal appearance, fashions and charisma oftentimes 
overshadowing the focus on her artistic painterly achievements. The question arises if a 
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woman artist openly indulging in her own self-fashioning runs risk of being undermined 
and finally overlooked by art-historiography. Thus, while showing differences in the 
artist’s transnational reception, based on specificities in national art worlds and societal 
stages, on a more general level the paper will problematize the international reception 
of surrealist women artists and artists overall when it comes to balancing questions of 
personal visibility versus artistic production and of evaluating the multi-medial genre-
transgressing practices of creativity that characterize most surrealist artists’ lives and art. 

D’un « intermède physiologique assez rare » :L’écriture de la différence sexuelle dans « 
Jules César » de Joyce Mansour

On a ‘rather rare physiological interlude’:the writing of sexual difference in Joyce 
Mansour’s ‘Jules César’
Louise Mai (Ecole Normale Supérieure, Paris)
Written in 1956 and published in 1973 in Joyce Mansour’s Histoires nocives, ‘Jules César’,
which plays with the codes of obscenity, incongruity and black humour, tells the story of a
farming village devastated by the waters of the eponymous character – an aging wet 
nurse, lecherous, exploited and cruel, who refuses to give up the twins she has raised. 
Giving the name of the Roman imperator to a character whose function is intrinsically 
linked to the feminine body is just one of the more significant examples of the porosity 
between genders and sexes developed throughout the narrative. However – despite 
Mansour’s insistence on the character’s androgyny, as ‘man-woman par excellence’ 
– I will argue that this porosity, far from undoing sexual difference, allows for the 
representation of a feminine body and subject that undermines the commonplaces of 
the idealised and gendered representations often associated with the Surrealist group. 
Mansour’s concrete, realistic and even crude depiction of a feminine body – which 
exacerbates the attributes of the maternal body, giving birth and feeding incessantly – 
provides a means to reappropriate critically the maternal figure as exploited proletarian, 
enslaved to domestic life. By reading ‘Jules César’ as a parodic rewriting of Genesis’ Great 
Flood, I will show how the story stages a symbolisation of sexual difference, which reflects 
and implicitly criticises patriarchal societal organisation and the gendered distribution of 
roles it implies.

“Maria’s Amazonia: A Journey Between Geography and Anatomy”
Maria-Clara Bernal (Universidad de Los Andes)
María Martins published her book Amazonia in 1943 to accompany her exhibition at 
the Valentine Gallery in New York.  However, Amazonia was not a catalogue, it was 
published in a print run of five hundred copies numbered and signed. The book features 
an intriguing combination of specific geographic allusions like the river and the sensuality 
of the feminine body. This paper explores these elements in light of the context in which 
they were created.

2.D. PART 2: MAPPING BRETON’S COLLECTION - THE ATELIER AS DYNAMIC SPACE OF 
INTERNATIONAL SURREALISM - BATEMAN LECTURE THEATRE
Speakers: Andrea Gremels, Sean O’Hanlan, Katia Sowels
Chair: Andrea Gremels

“A Cartography of the Unknown: André Breton’s World of Surrealist
Creativity”
Andrea Gremels (Goethe-Universität Frankfurt am Main)
Regarding photographs of André Breton sitting at his desk amidst his collection of art 
works and books, as well as ethnographic, natural and found objects and other curious 
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things, it seems that the surrealist poet needed to be surrounded by the whole world while 
working in his studio. Indigenous statues, masks and adornments from Indonesia, Canada, 
Guatemala, Mexico or Papua New Guinea refer to remote regions and cultural contexts 
unknown to Breton. At the same time these ethnographic objects are placed between 
objets trouvés from Parisian or Mexican flea markets and art works by his contemporaries, 
such as Hans Arp, Douanier Rousseau, Miró and Picasso.
My paper conceives Breton’s atelier as a cartography of the unknown that stimulates 
surrealist creativity. In his studio, the objects relate to each other in strange and surprising 
constellations that convey the impression of chaos and contingency. Breton drew his 
inspiration and “poetic energy” from the mystery and dissemination of these objects 
and their unfamiliar constellation (Breton, “Surrealist objects”, 1935). For him, the creative 
process required a constant encounter with the strangeness of reality and the unexplored 
territories of consciousness. The way Breton relates to the objects in his studio also reflects 
the surrealist claim for a different world vision, in which chaos overrules order and 
imagination overcomes reason.

“Visiting Breton: Surrealist Travel, Encounter and Exchange within the 42, Rue Fontaine”
Sean O’Hanlan (Stanford)
Katia Sowels (École Normale Supérieure)
André Breton’s atelier at 42 rue Fontaine was never a static museum in which the poet 
accumulated trouvailles. Rather, the space and the collection of objects that circulated 
within it together constituted a dynamic site of lived experience, in which Breton 
instantiated creative practices of everyday life on the threshold of private and public. 
Often described as the “beating heart” of surrealism, the atelier was not only Breton’s 
private interior, but in many respects a collective dwelling space in which group meetings, 
games, readings and other forms of collaborative work was pursued. From the 1920s until 
his death in 1966, Breton also welcomed an array of international visitors to his “maison 
de verre”, many of whom described the distinctive atmosphere of the space as they 
communicated their experience in letters home. Still more international artists and poets, 
while they never visited, nevertheless came to “dwell” within the atelier through their 
correspondence. The present study examines both the physical and epistolary “entry” of 
such figures as they came to animate the rue Fontaine.
Taking up what Benjamin Péret termed the “international aspect” of Surrealism, this 
paper considers André Breton’s atelier as a site of international exchange, animated 
and traversed by surrealist collaborators around the world in several ways. Two types of 
sources constitute the starting point of this research. The first section analyzes descriptions 
of the space in several first-hand accounts written by international figures who traveled 
to Paris in the 1920s and 1930s, including Alfred Barr and Georges Cacéres. The second 
part of this paper examines a selection of letters sent by foreign artists to the rue Fontaine, 
focusing especially upon the many photographs of objects that accompanied these 
missives and thereby entered Breton’s collection in reproduction. If the atelier served as 
a fixed coordinate to which objects, ideas, and individuals beyond France traveled, this 
privileged site of Surrealist practice also came to circulate as an object of Surrealism in its 
own right, reproduced and mythologized in travelers’ epistolary accounts.

FILM PROGRAMME 

[The Film Programme will be running alongside other work throughout the duration of the  
conference in the Digital Humanities Building Room B/02 as part of the digital exhibition.] 

“Cotton Candy” (4:24)
Daphna Mero
Laundromat. A woman is sitting and looking at spinning laundry drum while she eats a 

18:30 - 21:30
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cotton candy. Her hands become sticky and she becomes dirty, a violent encounter with 
a stranger resurfaces.
Her action of eating in the present merges with the past memory; the Laundromat 
becomes both an interior and exterior space filled with cotton candy.
The machines repetitive noise fills the Laundromat and dictates the movement inside it. 
The sweetness becomes too sweet, sticky and soiling. And she is spinning.
A non-genre film that combines elements from Video-art, Video-dance and fictional-
cinema.

“You Can’t Repeat Loops and Knots” (1:42)
Chloé Chatard and Pedro Torres
“Like scratching nails, the platapus erupts forth. Its younglings, whimpering defiantly at the 
tobacco trees, jumped at the hands of the woodpecker.” A collaborative exploration of 
language, dream versus reality, and (un)consciousness.

“Magpie’s Wing” (7:05)
David Greenslade
The wind plays a huge role in our experience of life. There is a belief in Wales that pigs can 
see the wind. This work tries to broaden the skill of wind-seeing by juxtaposing unchanged 
shots of landscape with images of wind shapes as it moves across the land. 

“The Dream Key” (23:06)
Darren Thomas

‘I is another – and always multiple’. (Claude Cahun)

The Dream Key trilogy (2007-12) formed an integral part of the practice element for my 
PhD: ‘Border crossings: (re)presenting gender in surrealist film’, and included collage and 
assemblage, which built on, and were in dialogue with the written research (chapters on 
Un Chien andalou (1929), Rose Hobart (1936) and Les Yeux Sans Visage (1960).
This dialogical approach sought to extend the notion of surrealism as a form of research 
and knowledge, with the surrealists seen as artist-researchers, whose artworks are 
recognised as both tools and documents of their research; and, crucially, connected to a 
much wider, political, philosophical and revolutionary programme, aiming, ultimately: to 
change life (Rimbaud) and transform the world (Marx).
Transformation is seen as central to a re/mapping of the spaces, supposed limits and 
frontiers of surrealist notions of gender identity. Any single or fixed reading is problematised 
in favour of a blurring of the illusory boundaries between masculine/feminine (as process/
flux); deconstructing and challenging any society that encourages the positioning of men 
and women according to binarised (patriarchal) discourses. 
Each film explores gender identity in the form of a quest: an actress encounters a series 
of mysterious doubles, on a quest for her stolen voice in the ‘Doll’s House’; a lock of hair, 
a teardrop and a kiss are collected by the male musician, on his quest to embrace his 
feminine other; and a female dancer dreams of escaping the birdcage, embedded in 
Fischer’s chest, on a quest beyond the binary prison-house. Using narrative, non-narrative, 
live action and stop motion, the films work individually and dialogically, reflecting a 
complex engagement with the surrealist notion of gender identity as dynamic, fluid and 
multiple. Key surrealist themes of desire, liberation and transformation are explored as the 
three protagonists’ individual quests intersect and cross over…

Commentaries (5 min each) + Q&A (40 min) 

Break (15 min) - (1h55)
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“Story of the Eye” (5:30)
Neil Coombs

“Polednice” (11:04)
Michaela Morning
A foreboding tactile fairytale that explores the feelings conjured up by the bridging of the 
imagined and material realities. Inspired by the Surrealist interest in magic and hysteria.

“The Real Threat To Our Safety” (3:53)
This video is a detournement of an official government “Cougar Safety” warning 
which consists of safety tips for dealing with wild cougars should you encounter one 
unexpectedly. Ron Sakolsky has re-written this warning by changing the word “cougar” 
to “developer in each instance that it appears in the original document and then helped 
produce a short video in collaboration with Justin Jezewski of Reckless Aesthetics in 
Chicago to make it clear that the real threat to our safety is invading developers rather 
than visiting cougars. This piece first appeared in his book *Swift Winds* (Eberhardt Press). 
Verbal Hijacking: Ron Sakolsky/Visual Assault: Justin Jezewski.
“A masterpiece of black humour” Michael Löwy, Paris Surrealist Group
“Birds of a Feather” (2:41)
This video is an earlier video collaboration between anarcho-surrealist writer Ron Sakolsky 
and Justin Jezewski of Reckless Aesthetics based on Sakolsky’s book, *Birds of a Feather* 
(Eberhardt Press). 
It uses text from the book and surrealist imagery to examine the intersection of anarchy 
and surrealism from a bird’s eye view.
Ron Sakolsky and Justin Jezewski (in absentia)

“Nazimova’s Dream (Within a Dream)” (2:48)
“She Dreamt She was a Dancer)” (3:10)
Lindsay Greer

Commentaries (5 min each) + Q&A (40 min) 
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August 30th, 2019 - Friday
University of Exeter
18:00 - 20:00 

August 30th – Friday
SESSION 3
09:00 - 10:30

An evening with surrealist artist Patrick Hughes
Patrick will be in conversation with surrealist scholar Krzysztof Fijalkowski
Opening remarks: Felicity Gee

Patrick was born in Birmingham, England in October 1939. His first exhibition was in 1961 
and his first reverspective, Sticking-out Room, was made in 1964. Hughes&#39; original 
painted reliefs are concerned with optical and visual illusions, the science of perception 
and the nature of artistic representation. He has written and collated three books on the 
visual and verbal rhetoric of the paradox and oxymoron. He has made a hundred editions 
of screenprints and is making his way towards a hundred editions of multiples. Patrick 
exhibited in the Exeter Festival of Surrealism’s 1967 exhibition The Enchanted Domain.

Friday 30 th August - Wine reception: 18:00 - 20:00 RAMM Museum, Exeter. 

Image: Patrick Hughes,Surreal, 2018 

3.A. GORDON ONSLOW FORD: FROM SURREALISM TO THE INNER WORLDS - MATRIX LECTURE 
THEATRE
Speakers: Dawn Ades, Tere Arcq, Fariba Bogzaran
Chair: Fariba Bogzaran

The contributions of the painter Gordon Onslow Ford, one of the last members of the 
surrealist group invited by André Breton before WWII, has not been fully explored. Onslow 
Ford (1912–2003), British-born American painter, had a career that spanned multiple 
countries and numerous art movements. Initially an accomplished landscape painter, 
in 1938 Onslow Ford took a radical turn in his paintings after studying the philosophy of 
P. D. Ouspensky and experimenting with automatism. Onslow Ford and Roberto Matta 
had a new vision for surrealism, which did not materialize. In September of 1939, he was 
called back to England to join the British Navy to fight the war. In England, he and Roland 
Penrose co-edited the London Bulletin (June 1940) in which he attempted to express 
this new direction in art. In 1941, he continued to promote this vision when he delivered 
lectures at the New School for Social Research titled “Surrealist Paintings: An Adventure 
into Human Consciousness.” In the fall of 1941, he joined other surrealist in Mexico and 
was deeply influenced by the indigenous Tarascan culture. He resigned from the surrealist 
group in 1943 and pursued his vision beyond dream symbolism into what he called the 
“inner worlds.” This presentation discusses different periods of Gordon Onslow Ford’s 



contribution from his presurrealist period in 1937 to the mid-1940s by the contributors to the 
book Gordon Onslow Ford: A Man on a Green Island (2019).

“Gordon Onslow Ford: Surrealism, Automatism, and Science”
Dawn Ades (University of Essex)

“In Search of a New Myth: Gordon Onslow Ford in Mexico”
Tere Arcq (Independent Curator and Writer)

“Gordon Onslow Ford: Art and Exploration of Consciousness”
Fariba Bogzaran (Lucid Art Foundation)

3.B. SOCIAL NETWORKS OF SURREALIST GROUPS - CONSTANTINE LEVENTIS ROOM
Speakers: Ilse Cristina Vollbrechthausen Attolini, Caterina Caputo, Kerry Greaves
Chair: Jason Earle

“Painters of dreams: the group formation of the surrealist female painters in Mexico from 
the late 1930’s to the 1960’s”
Ilse Cristina Vollbrechthausen Attolini (Universidad Autónoma de San Luis Potosí)
Surrealism can be considered a patriarchal movement; however, many were the women 
who ventured inside its modes of expression and achieved so much. This movement 
spread around the world and found a spot in Mexico where it counted many women 
among its members. Who were they? Where did they come from? Why did they join 
the movement? What challenges did they face? And most importantly, was there a 
connection between them? Can we speak of a formed group of female surrealist 
painters in Mexico? The life and work of the painters Alice Rahon, María Izquierdo, Frida 
Kahlo, Remedios Varo and Leonora Carrington will be analyzed for effect of this project. 
The historical framework proposed goes from the year of 1938 coinciding with the first 
visits of European surrealist artists to Mexico, and 1966, year appointed as the end of the 
movement. The biographies of the artists will be studied to contribute to the historical 
context and their personal analysis (a sample of their art will be presented to serve this 
purpose). Said data will be obtained through the works of Teresa del Conde, Lourdes 
Andrade, Ida Rodríguez Prampolini, Whitney Chadwick, Penélope Rosemont and Teresa 
Arcq. Based on the theories on social networks, social structures and influences and group 
formations in the academic world (Charles Kadushin, Diana Crane and Pierre Bourdieu) 
this research proves the existence of said group of female Surrealist painters in Mexico, 
their connections and the forces that brought them together.

“Shaping British Surrealism: the journal London Bulletin (1938-1940)”
Caterina Caputo (University of Florence)
In 1938 came out the first issue of the journal London Bulletin, which quickly became 
the voice of the surrealist group in England and gave it a sort of cohesion. An editorial 
statement explained the aim of the project: “It is proposed to issue a monthly publication 
which will include in addition to the catalogue of the current exhibition essays, poems, 
illustrations, notes and criticism on the painters and sculptures presented by the London 
Gallery”. The bulletin was established by Belgian surrealist E.L.T. Mesens and British 
Roland Penrose, who together, in 1938, had opened in Cork Street the London Gallery: 
the only official surrealist gallery to be active in Britain. The London Bulletin appeared 
from April 1938 to June 1940, and it did function as the catalogue for the exhibitions of 
the London Gallery and also its Cork Street neighbours (in particular the Mayor Gallery 
and Guggenheim Jeune Gallery) but it never became a simple newsletter. It was 
the first surrealist periodical published in English by Surrealists themselves and it was 
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fundamental to spread the movement not only in Great Britain but in the United States as 
well. Although the design of the bulletin originated from Belgian modernist journals since 
it was managed by Mesens, contents were created in strict collaboration between the 
London Gallery directors and other members of the British surrealist group, among them 
Humphrey Jennings, Conroy Maddox and Gordon Onslow Ford. In conclusion, my paper 
aims to analyse the London Bulletin in order to show the significant role this journal had 
in shaping the identity of British surrealist group, to such an extent that in 1940 when the 
bulletin stopped being published, the British surrealist group progressively dissolved.

“Welcome to the Party: Rita Kernn Larsen, Elsa Thoresen, and Danish Surrealism”
Kerry Greaves (University of Copenhagen)
Just as the welfare state was taking shape in early 1930s Denmark, experimental artists 
such as Vilhelm Bjerke-Petersen, Ejler Bille, and Richard Mortensen turned to French 
Surrealism as the most important source for revolutionizing contemporary Danish life. 
Drawing on extensive interaction with their French counterparts, the Danes were eager 
and avid translators of Bretonian Surrealism. Nevertheless, the movement’s transmission 
to Denmark was often ambiguous, misinformed, and incongruent to the local cultural 
environment, where a strong predilection for compromise, tolerance, and consensus 
reform meant that automatism and psychoanalysis played minor roles, revolution in fact 
was not the Danes’ only aim, and artists were viewed—incorrectly—as apolitical. It was 
also within this environment that important women Surrealists such as Rita Kernn Larsen 
and Elsa Thoresen were able to establish artistic positions that were considered generally 
equal to their male counterparts. Indeed, both artists were included in landmark Danish 
and international exhibitions, including Breton’s 1938 Exposition Internationale du 
Surréalisme. These women became Surrealists not only to explore a particular aesthetic 
approach, but also because it was an avenue for social liberation and independence. 
Such a move was inherently political and precisely the kind of radicality Surrealism at 
least claimed to embody. The purpose of this paper is twofold: to introduce the relatively 
unknown context of Danish Surrealism and its development within the political triumph of 
the welfare state, and to show how this affected the role and reception of two of its most 
significant proponents, who also happen to be women.

3.C. EXHIBITION AS REMEDIATION - KOLADE ROOM
Speakers: Monique Yaari, Kristin Watterott, Yuko Ishii
Chair: Claire Howard

“In absentia: Paul Păun in London and Tel-Aviv exhibitions, 1948, 1951”
Monique Yaari (Penn State University)
The “Infra-noir” surrealist group of Bucharest—whose short-lived public activity (during the 
1945-47 liberal hiatus between a fascist and a communist regime) had to end shortly after 
their written contribution to the 1947 Paris surrealist exhibition—dispersed in 1951 upon 
the emigration of two of its five members (Gherasim Luca and Trost). Paul Păun, the third 
group member who, like the latter two, wrote in French and was also a plastic artist, could 
only continue his artistic activity clandestinely until he was allowed to emigrate in 1961. 
He therefore took a risk by having his work shown abroad in two exhibitions: 3 Types of 
Automatism: Works by Ernst Martin, Paul Păun, Scottie Wilson, organized by E.L.T. Messens 
(The London Gallery, 1948); and Surrealism, alongside Gherasim Luca and Mirabelle Dors 
(Tel-Aviv, 1951), where Păun figured under his secret pseudonym, Yvenez (read venez-y) 
with a contribution appropriately titled “Un Signe” (in French) / “Ot” (in Hebrew). My 
paper is two-pronged: (1) it discusses Păun’s automatism as surrealist, via examples of 
his drawings and theoretical writings; (2) it examines the verbal components of these 
exhibitions’ catalogues. Both catalogues use excerpts from Breton’s writings, respectively 
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in English and Hebrew. The second also uses a text by the Infra-noir group, in the French 
original and Hebrew translation. I aim to unpack, first, the meaning of Păun’s inclusion 
in absentia next to specific artists, and, second, how these texts resonate with Păun’s 
work and thought—in an effort to better grasp his place within the international surrealist 
constellation, given also that two of his 1940s drawings figured in The Enchanted Domain 
exhibition (1967).

“The Catalogue as an Exhibition: Fictional Exhibition Catalogues of the Czech Surrealists 
in the ‘70s and ‘80s”
Kristin Watterott (Leipzig University)
At the beginning of the 1970s, the Czech Surrealist group Surrealistická skupina v 
Československu was banned from publishing and exhibiting by official cultural policy in 
Czechoslovakia. In the private sphere, the community concentrated on joint projects in 
the form of self-produced exhibition catalogues, for which no exhibition actually took 
place. By the end of the 1980s two catalogues had been produced, the volume Sféra 
snu (Sphere of dreams, 1983), on the subject of dreams, and the issue Proměny humoru 
(Metamorphoses of humour, 1984), on the theme of humour. The catalogues presented 
visual material such as paintings, photographs, and collages, but also theoretical and 
poetic writings by the individual members. Despite a ban on presenting their surrealist 
works to the public, the group tried to reach a select audience through its unauthorized, 
privately printed publications. The paper examines surrealist catalogues as an alternative 
exhibition format and medium of communication in times of cultural-political restriction 
and censorship. I argue that Surrealist art practice is not only accessible through the 
content of the publication, but that it can also be directly experienced by the reader 
through the conceptual and formal implementation of the catalogues. Through analysis 
of the editions, I will examine the forms of presentation and strategies of impartation and 
assess their significance in light of socio-cultural conditions and political circumstance.

“Exhibiting Surrealism: The Reception of Surrealism in Japan from a Viewpoint of the 
Gallery Space”
Yuko Ishii (Kyushu University)
The Exhibition of Surrealist Works from Overseas held in Tokyo in 1937 was one of the 
most important events in terms of the reception of surrealism in Japan. The exhibition’s 
two organisers, Chirū [Tiroux] Yamanaka and Shūzō Takiguchi, had both enjoyed direct 
exchanges with surrealists in Europe through their written correspondence. Having 
communication with Paul Éluard, Georges Hugnet and Roland Penrose, who had played 
an important role in organising the International Surrealist Exhibition in London of the 
previous year, Yamanaka and Takiguchi were conscious to a certain extent regarding the 
London Exhibition in their staging of the Tokyo Exhibition. However, the Tokyo Exhibition 
was planned from the start as an exhibition of materials. In this presentation, I will examine 
not only the works displayed at the Tokyo Exhibition but also the venues and, in a broader 
sense, the cultural and historical functioning of the exhibition medium itself. Although 
it has often been pointed out that the Tokyo Exhibition did not feature any works by 
Japanese artists and that most of the works that were displayed were photographic 
reproductions, it must be remembered that the gallery that served as the venue 
had been a small, up-and-coming rental gallery, focusing primarily on photography 
exhibitions. In other words, the characteristics of the Tokyo Exhibition were defined not 
only by geographical conditions and the circumstances of the reception of surrealism but 
also by a variety of cultural contexts including markets, media, and art spaces associated 
with the exhibition of modern art in Japan. 
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3.D. OBJECTS–THINGS–TOYS - BATEMAN LECTURE THEATRE
Speakers: David Hopkins, Natalie Dupêcher
Chair:Catriona McAra

“Surrealism’s Legacy: The Toy in British and US Art, c 1990”
David Hopkins (University of Glasgow)
Building on a research project concerned with the role of the toy in 
surrealist art from the inception of the movement until the end of the 
twentieth century, this paper will argue that it is in the practices of 
two key artistic practitioners of the 1980s and 90s - Susan Hiller and 
Mike Kelley - that the surrealist discourse around the toy reaches its 
most acute expression. Contextualising the practices of these two 
figures in relation to shared issues in the British and US politics of 
the child at the turn of the 1990s, this paper also provides an overview 
of the surrealist understanding of the child, seeing this as something 
that changed radically as the movement’s legacy was itself reassessed.

“Les Jeux de la poupée (1949)”
Natalie Dupêcher (Princeton University)
This paper takes as its subject Les Jeux de la poupée (1949), the book collaboration that 
paired Paul Éluard poems and Hans Bellmer’s photographs of his second doll construction. 
Built with a reversible ball joint at its center, this poupée allowed for a greater range of 
motion than the first. In his preface to the book, “Notes on the Subject of the Ball Joint,” 
Bellmer described the joint as allowing a broader range of anatomical expression, with 
ramifications beyond the merely mechanical. The joint also functioned, for Bellmer, as a 
metaphor that licensed, in turn, an expanded set of poetic and philosophical possibilities.
This paper will position the ball joint of the second doll as a key conceptual stepping- 
stone in Bellmer’s elaboration of his theory of the linguistic body. With it, human anatomy 
was made newly flexible and amenable to rearrangement—a process that reached its 
apex in his book Petite Anatomie de l’inconscient physique (1957). Broadly put, the joint 
allows for the linking of seemingly dissimilar things; it also suggests the reversibility of such 
an operation.
With this in mind, I will explore the joint as a conceptual model for understanding the 
collaborative projects Bellmer was involved with at this time, including Œillades ciselées 
en branche, with Georges Hugnet, and Les Jeux de la poupée itself.

3.E. GRAPHIC HISTORIES, REVOLUTION, AND POLITICS - PEARSON ROOM
Speakers: Merrill Cole, Effie Rentzou, Jonathan Eburne, 
Chair: Roger Rothman

“Surrealism and the Real of Slavery”
Merrill Cole (Western Illinois University) 
Beyond Jacques Lacan’s relationship to Parisian Surrealism early in his career, this 
presentation explores the pertinence of the later Lacan to Surrealism. Connecting the 
concept of the “surreal,” as first articulated by André Breton, to the “real” that Lacan 
delineated from the 1960s, offers a new vantage point on the political potentials of 
Surrealism, both past and present. The movement was cast as politically inadequate 
by the French Communist Party in the interwar period and by Jean-Paul Sartre after 
the Second World War, even though Breton’s post-war lecture, “Surrealism and Haiti,” 
delivered at Port au Prince, arguably ignited an insurgency that brought down a dictator. 
It has become general consensus that social revolution by means of the release of the 
unconscious is unworkable, but this may be true only when we limit ourselves to non- 
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Lacanian understandings. Contemporary artist Kara Walker has been described as 
an “Afrosurrealist.” I would suggest we can articulate something of the political import 
of her work through Lacan’s concept of “traversing the final fantasy.” In her cutouts, 
Walker presents us with obscenities that the deeply racist American imaginary has long 
repressed, a repressed that returns in the police shootings of unarmed Black men, in the 
manhandling of Black schoolgirls, in the workings of the prison-industrial complex, and 
in white nationalist street violence. Brought by the cutouts so close to the unbearable, 
impossible real of slavery, we have the opportunity to acknowledge the power of the 
most repulsive desire, to see how the social fantasy contorts us, and to begin to move 
outside it.

For a New Declaration of the Rights of Man: Surrealism and Universalist Revolution
Effie Rentzou (Princeton University)
On the cover of the first issue of La Révolution surréaliste, one sentence stands out as 
demand, promise, and program: “We must end up in a new declaration of the rights of 
man” (“Il faut aboutir à une nouvelle déclaration des droits de l’homme”). The nod to 
the French Revolution is obvious as is the aspiration to make La Révolution surréaliste a 
continuation or a rejuvenation of its message. The reference specifically to the rights of 
man shows a preoccupation not only with re-founding rights but with re-founding man. 
“Il faut aboutir à une nouvelle déclaration des droits de l’homme,” programmatically 
frames the issue of man within the political realm, but also unsettles the basis of republican 
universalism: rather than a declaration of universal rights, the weight shifts to a declaration 
of the rights of universal man. The political project announced at the advent of Surrealism, 
is essentially a daring reconsideration of a long-standing revolutionary, post-Kantian 
question: what is man? Surrealism elaborated a revolutionary universalist project that 
sought to rethink the human, informed by psychoanalysis, anthropology, and anti-colonial 
politics: a new human open to diversity and difference, open to the realm of things and 
animals. Surrealism thus cultivated collectively in theory, artistic practice, and political 
action alike, a flexible and inclusive non-anthropocentric, universal humanism that 
displaced dominant and rigid humanist visions of the West. Surrealism’s phenomenal 
success and tremendous cultural impact cannot be dissociated from this conceptual 
core that ultimately created a vision of the world, its geographical, political, and 
cultural imaginary. The paper discusses in detail this vision mainly through the collective 
publications, magazines like La Révolution Surréaliste, Le Surréalisme au Service de la 
Révolution, Minotaure, but also the surrealist issue of Christian Zervos’ Cahiers d’Arts, as 
well as texts and practices around the Surrealist International Exhibitions.

“Decolonial Surrealism”
Jonathan Eburne (Pennsylvania State University)
This paper proposes to tell the story of surrealism during the period of decolonization (and 
neoliberal re-entrenchment) that extends roughly from the end of the second World War 
to the contemporary moment. In doing so, it traces the overlapping but also discontinuous 
genealogies according to which anticolonial movements throughout the world—and in 
particular throughout the Global South—drew upon, rejected, and reinvented surrealist 
thinking. By studying “surrealism” as an anticolonial movement, this chapter will invert 
the common narrative by which surrealism originated in Paris after WWI and “spread” to 
other countries, whether through the travels of individual European artists and writers, or 
through groups of second-order adherents. In place of a set of surrealist techniques and 
adherents disseminated throughout the nether reaches of the colonial world, this project 
explores the ways in which anticolonial thinkers throughout the Global South, particularly 
in North Africa and throughout the Americas, have built Afro-Caribbean, tricontinental, 
pan-African, and otherwise trans-Oceanic networks of artistic and political activity 
through the medium of a surrealist movement rendered plastic through translation.
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BREAK

4.A. SURREALISM UNDERCOVER: SURREALIST PRACTICE IN POLAND AND THE UKRAINE - 
MATRIX LECTURE THEATRE
Speakers: Michalina Kmiecik (in absentia), Iwona Boruszkowska, Izabela Curyllo-Kiag
Chair: Iwona Boruszkowska

During the panel we would like to pose questions about the status of surrealism in Poland 
and the Ukraine – two Central and Eastern European countries in which there were no 
official Surrealist Groups and the current itself seemed rather marginal in comparison to 
constructivism or futurism (in contrast to other countries from our region like Romania or 
Czechoslovakia). This situation led to interesting experiments that combined surrealism 
with constructivism or expressionism: artists re-defined basic surrealist aesthetic ideas (of 
the image, the unconscious, the dream) and techniques (écriture automatique). Their 
activity resulted in the development of new artistic phenomena such as metarealism or 
formism.

“Constructivism Meets Surrealism: Jan Brzękowski’s Theoretical and Editorial Activity”
Michalina Kmiecik (Jagiellonian University in Krakow) (in absentia)
Jan Brzękowski has been well known as a member of Cracow Avant-Garde and co-
worker of the constructivist magazine „Zwrotnica” („Switch”) edited by Tadeusz Peiper, 
the most prominent figure of the interwar avant-garde circles. He might be therefore 
described as a constructivist writer, theoretician of the metaphor and work of art defined 
as a planned structures. But when we take a closer look at his theoretical essays and 
poetical practices, we can observe that – after a short period of constructivist activity 
– he turns to ideas strongly influenced by French surrealism. He moves to France in 1928, 
makes contacts among Parisian members of The Surrealist Group and starts to re-arrange 
some constructivist techniques (especially ways of structuring a metaphor) with the idea 
of subversive irrationality. In 1933 he creates a current which is a hybrid of surrealism 
and constructivism – integralism (later renamed into metarealism). As Stanisław Jaworski 
describes it: „It was supposed to be poetry, in which a full employment of all the aesthetic 
values occurs; which integrates spontaneous creative act with the controlling activity 
of the mind, where different structural dominants are justified” (S. Jaworski, Między 
awangardą a surrealizmem).
In my paper I would like to analyse Brzękowski’s essays on metarealism (Integral poetry), 
his poetic books and their design (in Zaciśnięte dookoła ust and Spectacle metallique 
Brzękowski combined poems with surrealist graphics made by Max Ernst) to show how 
constructivist slogans of Metropolis-Mass-Machine had been superseded by dream-like 
poetics full of unexpected images. I will also discuss Brzękowski’s immersion into French 
culture and his plans to create a bridge between Polish constructivist currents and 
French dada/surrealist artists in his international periodical „L’art contemporain – Sztuka 
współczesna”, edited together with Wanda Chodasiewicz-Grabowska (aka Nadia Léger).

“Dreams of Europe, or did surrealism exist in Ukrainian literature?”
Iwona Boruszkowska (Jagiellonian University in Krakow)
In the following presentation I ask whether it is possible to speak of Ukrainian surrealism. 
My aim is to sketch out the origins of the surrealist movement in the Ukraine, specifically in 
literature, and to highlight its several phases. Academic scholars examining in detail the 
various avant-garde trends in the literature of Central and Eastern Europe often indicate 
that, supposedly, Ukrainian surrealism did not exist or did not take on a developed form. 

10:30 - 11:00 

SESSION 4 
11:30 - 13:00
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However, a number of literary phenomena are often omitted, or ignored. These include: 
Pavlo Tychyna’s linguistic experiments from the initial period of his work, between 1918-
1925, the surrealistic features of the poetry of Vasyl Chmelnyuk or Bohdan Ihor Antonych 
in the 1930s, as well the poems and prose written by the emigrant authors such as Emma 
Andiievska, Yuri Tarnavsky, or even the artists described as the Ukrainian New York School 
(publications by Maria Rewakowych) - a kind of ‘surrealism after surrealism’. A certain 
return to the surrealist aesthetics can also be seen in the neo-avant-garde art or in the 
works of writers belonging to the younger generation.
One can propose the thesis that surrealism had already appeared in Ukrainian literature 
in the period preceding the Second World War and that the Eastern Slavic authors 
accepted the principles developed by the French surrealists and transposed them 
creatively onto the Ukrainian ground. While doing so, they decisively mitigated their 
Western radicalism. In the course of literary reflection one can notice the Ukrainian artists’ 
search for surrealist tendencies – in the form of ‘surrealism before surrealism’ – for example, 
in the work of the romantic author Taras Shevchenko (Gorbaczow’s research); Ivan Franko, 
the writer working at the turn of the 19th and 20th century (Roman Holod’s research); 
or the ‘surrealism after surrealism’ in the works of the 2nd half of the 20th century. These 
works testify to a certain need to inscribe the surrealist tradition within the history of 
Ukrainian literature, thus including the latter in the wide current of European modernism 
and in a certain way enriching it with additional artistic value and meaning. 
While the Ukrainian surrealists were not an organized group, they introduced – in a more 
or less conscious way – oneiric poetical variations; absurd, satire and grotesque, as well as 
écriture automatique in their writing – in short, they created a Ukrainian model of surrealist 
creation.

“Stanisław Ignacy Witkiewicz as a Proto-Surrealist”
Izabela Curyłło-Klag (Jagiellonian University in Krakow)
The article will explore the proto-surrealist elements in the work of Stanisław Ignacy 
Witkiewicz (a.k.a “Witkacy”) – a Polish writer, painter and psychic adventurer who made 
attempts at reaching the unconscious through controlled experiments with narcotics. 
From his early post-World War I endorsement of formist-style painting, through the focus 
on dreams and altered states in his novelistic production, the theory of Pure Form in the 
theatre, down to creation of ‘psychological’ portraits under the influence of psychedelic 
substances, Witkacy’s artistic projects presage or are parallel to the achievements of 
surrealists. Although Witkacy shunned group activity and rarely identified with artistic 
movements, he had a good understanding of tendencies in contemporary European art 
and redefined his methods, goals, and means with a truly mercurial agility.

4.B. THE ARCHITECTURAL UNCANNY IN THE ANTHROPOCENE - CONSTANTINE LEVENTIS 
ROOM
Speakers: Michael Chapman, Charlott Greub, Li Jin, Barbara Miglietti Villasana
Chair: Jeffrey Hogrefe

In 1992, Anthony Vidler’s “The Architectural Uncanny,” introduced notions of the 
uncanny as they have developed in literature to address the “unsettling qualities,” of 
aspects of modern architecture that results in the paradoxes of domesticity such as 
alienation and estrangement, dismemberment, dissociation and absence of presence. 
Modern architecture can be seen both as a response to notions of the uncanny in the 
psychoanalytic definition of the term and an embrace of notions of the uncanny in 
surrealistic definition of the term. The panel seeks to revisit the important text in light 
of recent developments in the aesthetics of the environment in the Anthropocene, 
which have compelled architects to embrace notions of the uncanny in the surrealist 
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definition of the term for the development of new approaches to architecture in the post 
human and non human realms. Papers will address the historical and contemporary 
role of notions of the architectural uncanny in the surrealistic definition of the term for 
an architecture more responsive to the psychological needs of humans in speculative 
and critical, real and imagined proposals for the aesthetics of the environment in the 
Anthropocene.
“Survival Mechanisms: The Ruined Anthropocentric Landscapes of Lebbeus Woods”
Michael Chapman (University of Newcastle Australia)

“Anthropocentric Ruins in Marfa Texas” 
Charlott Greub (North Dakota State University)

“Boxers Naked Eating Oysters with their Gloves on: Uncanny Times Square”
Li Jin (Pratt Institute)
Barbara Miglietti Villasana (Pratt Institute)

4.C. DOCUMENTING SURREALIST PHOTOGRAPHY - KOLADE ROOM
Speakers: Beth Wilson, Lauren Walden, Crisia Constantine
Chair: Penelope Rosemount

“The reality of dreams and the dream of reality: Surrealist interventions in documentary”
Beth Wilson (SUNY New Paltz)
Surrealist engagement with documentary practice, beginning in the late 1920’s, 
problematized the very concept of the objective ‘truth’ of photography, even as it 
traded on it in the strategic deployment of images by Man Ray, Boiffard, Brassaï, and 
others as illustrations in novels and various avant-garde journals, most notably Georges 
Bataille’s publication Documents. The key Surrealist insight in these interventions involved 
recognizing that the indexical trace recorded in the photograph is always already nested 
within a set of representations (reflected in the structure of the mise-en-abyme, temporal 
inversions, etc.), thereby confounding the commonsense notion of a clear distinction 
between subject and object.
In this paper I propose to focus on Lee Miller’s World War II photojournalism for Vogue 
magazine and on Humphrey Jennings’ documentary films made for the British 
government’s GPO/Crown Film Unit. Both Miller and Jennings were actively engaged 
in Surrealist circles in the years leading up to the war, and both brought this distinct 
perspective to their documentation of the war for the Anglo-American public. 
The differences between their working logics and those of their more mainstream 
documentary/photojournalistic contemporaries illuminate how distinctions between the 
objective and the subjective, which are foundational to the common understanding of 
most photographic images, are destabilized and put into a radically different sort of play 
in Surrealist documentary, casting an entirely new and different light on the relationship 
between art and document, and the nature of photography itself.

“Surrealist Photography in China”
Lauren Walden (Coventry University)
Surrealism officially entered China in 1932 when the Storm Society cited the ‘dreamscapes 
of Surrealism’ as a pivotal influence on their artistic practice. One of their key torch 
bearers, Pang Xunqin, had encountered Surrealism first-hand in Paris where he studied 
abroad. Similarly, the Chinese Independent Art Association mounted a Surrealist-
inspired exhibition in 1935 containing works particularly reminiscent of Picasso and Dali. 
Whilst the painterly reception of Surrealism in China was highly significant, in terms of 
dissemination, the photographic medium penetrated the public psyche to a greater 
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extent, whether formally identified as Surrealist or otherwise. Although a cosmopolitan 
metropolis, the cityscape of Shanghai had fallen victim to rising nationalist sentiment due 
to the belligerent activity of Japan culminating in the Sino-Japanese war from 1937 to 
1945. These political events alongside the hedonistic nature of Shanghai nightlife were 
mercilessly satirised in copious photomontages published in Shanghai Manhua (Modern 
Miscellany). The most popular periodical of the era Liangyou (the young companion), with 
a run of 500,000 copies per issue, also produced surrealist-inflected collages. Moreover, 
Surrealist photographer Man Ray, had a direct iconographic influence on Lang Jingshan 
who would appropriate his technique of the rayography after World War Two during his 
exile in Taiwan. Lang Jingshan would equally shoot portraiture of Man Ray and Picasso. As 
such, this presentation will postulate that whilst Surrealist painting has a larger evidential 
base of direct influence, the photographic medium actually played a much greater role 
in shaping the aesthetic landscape of China before the Cultural Revolution.

“The Subject-Object Schism in Surrealist Photography”
Crisia Constantine (Griffith University)
In this paper, I focus on the photographic work of Surrealist artists Hans Bellmer, Jacques-
André Boiffard and Raul Ubac. Drawing upon the theory of gaze as developed by 
Maurice Merleau-Ponty and Jacques Lacan, I comment upon the artists’ treatment of the 
body in their practices. I argue that the transmutations that the bodies are subjected to 
– distortions, mutilations, decapitations, amputations, replacements, and so – participate 
to a wider, more complex aesthetical theory that connects vision with love and desire. 
Within this rationale, the body severing is purposefully designed to create a break in the 
scopic field of the beholders that disputes eroticism and fantasy.

4.D. TRANSFORMATIVE BODIES: NEW PATHWAYS OF - BATEMAN LECTURE THEATRE
Feminist Critique within the Work of Leonor Fini, Leonora Carrington and Remedios Varo
Speakers: Rachel Grew, Alessia Zinnari, Nadia Albaladejo
Chair: Alessia Zinnari

This panel explores the ways in which the themes of bodily and psychological 
transformation have been addressed by Leonor Fini, Leonora Carrington, and Remedios 
Varo to evoke not only a fluid subjectivity, but also a form of empowerment; a challenge 
to patriarchal structures, whether social, political, or art historical. Though these artists’ 
use of bodies that transform and metamorphose is well known, the papers that make up 
this panel examine this in new ways by focusing on lesser-known examples, or creating 
new methodologies with which to analyse Carrington, Fini, and Varo’s works. The panel 
therefore engages with feminist philosophy and scholarship on the Surrealist movement 
and the women artists linked with it. However, it also moves beyond feminist rhetoric to 
practice what it preaches by attempting to build feminist methods of analysis and writing 
in relation to these three artists. Our objective is to push pathways of feminist critique 
further, and also to build new ones, continuing to develop a nuanced discourse around 
the work of these, and potentially other female artists of the Surrealist movement, and 
perhaps even beyond.

“Mapping a body in flux: Hybridity as methodology in the work of Leonor Fini”
Rachel Grew (Loughborough University)
For years I’ve had the same problem: how do you write coherently about an artist who 
is not just a painter but also a designer and a writer; who creates both avant- garde and 
traditional outputs; whose work raises concepts and issues shared by a movement that 
she herself rejected? This is what it’s like to be a Leonor Fini scholar – writing about her and 
her work, knowing all the while that she would probably disagree with how you’ve framed 

30



it. This is not Fini’s fault or (hopefully!) mine, but rather the very nature of art historical 
writing and its emphasis on linearity and categories. An artist like Fini, who eschewed all 
categories, cannot be contained by this structure so the problem remains: how do you 
write about all of her work? Fini’s work emphasises the ambiguous, the fluctuating, the 
multiple, frequently through the motif of hybridity. The hybrid signifies the body in flux, a 
multiplicitous identity, an embodied, transformative sense of self. In this paper I want to 
explore how we might use hybridity as a methodological paradigm: how Fini’s creation 
of hybrid bodies and selves may be used as a route through her work that unifies the 
disparate elements of her output and helps us to examine her depiction of a constantly 
transforming female body and subjectivity.

“A Female Christ in Hell: Leonora Carrington’s Mythical Journey in Down Below”
Alessia Zinnari (University of Glasgow)
In 1939, Leonora Carrington was hospitalised, against her will, in a mental hospital in 
Santander, while Spain was under Franco’s dictatorship. Carrington suffered a mental 
breakdown as a response to the outbreak of WWII, and the account of her ‘voyage 
down into madness’ (Warner: 1989, 14) is presented in her memoir of illness Down Below 
(1944). Although madness, and especially female madness (Warner: 1989, 18), had always 
been a topic of interest amongst the Surrealists, in the memoir Carrington detaches 
herself from a romanticised vision of insanity and presents instead an insightful account 
of how female and spiritual empowerment helped her to survive the hospital. In this 
paper, I will use Jung’s and Campbell’s theories of the hero’s journey to read Carrington’s 
memoir in mythical terms, and I will also demonstrate how the author goes beyond the 
monomyth creating a new, revisionist form of mythmaking that functions as feminist 
discourse. According to Lauter, the images that arise from feminist mythmaking express 
‘a sense of collective female experience which women have missed during much of their 
patriarchal experience’ (Lauter 1984: 208). Seen through this lens, myth functions as the 
only possible strategy to translate traumatic memories into words, and to connect the 
personal to larger social issues. By analysing in particular Carrington’s re-appropriation 
and transformation of the symbols of the ‘Cosmic Egg’, of ‘Christ’ and of the ‘Trinity’, I will 
show how she ultimately succeeds in transforming her personal quest for freedom into a 
political statement that demands the recognition of women’s place in history.

“Femme d’Arbre: Hybridity, Architecture and Nature in Remedios Varo’s works”
Nadia Albaladejo (University College Cork)
Like other female Latin American and European artists during the 20 th Century, Catalan/
Mexican Remedios Varo (1908-1963) struggled to position herself as an artist in a 
patriarchal society that neglected her creative output and usually tried to categorise her 
within a specific gender and artistic style and movement. This struggle was negotiated 
through a clear intermedial approach to art, whereby isolated, hybrid bodies invaded her 
visual imagery within organic and architectural settings. We encounter this in the works 
of Varo who was preoccupied with the depiction of hybrid bodies either immersed or 
embedded within ‘nature-bathed’ architecture - particularly in the works she executed 
following her arrival in Mexico (1941). With this in mind, the aim of this paper will be to 
analyse some of Varo’s less explored paintings and writings, with a focus on how the artist 
portrayed hybrid bodies that are in transformation or mutating with their environment, be 
that natural or constructed. While architecture has been seen to play a role in some of 
her earlier works (Vives, 2013), a number of her other paintings such as Hibernación (1942), 
El flautista (1955) o Camino árido (1962), suggest a more intense connection between 
female body imagery, earth, nature, and architecture. I aim to visualize Varo’s recurrent 
use of body hybridity and transformation, not only as a reflection of the artist’s fluid 
identity, but also as a sort of political quest to shake the very columns of patriarchy.

31



4.E. ENCHANTED DOMAINS - PEARSON ROOM
Speakers: Hope Wolf, Ian Walker, Jonathan Black
Chair: Laura Salisbury

“A Tale of Mother’s Bones: Grace Pailthorpe, Reuben Mednikoff and the Birth of 
Psychorealism”
Hope Wolf (University of Sussex)
“Dr Grace Pailthorpe (1883-1971) and Reuben Mednikoff (1906-1972) began collaborating 
in 1935. While Mednikoff was a trained artist, Pailthorpe had previously served as a 
surgeon in the First World War and studied psychoanalysis. Combining their skills and 
knowledge, they spent decades of their lives researching how art and writing might 
liberate individuals and societies from violence and oppression. 
Despite exhibiting both nationally and internationally with leading Surrealist artists in 
the 1930s, the work of Pailthorpe and Mednikoff is still relatively unknown. This paper will 
discuss A Tale of Mother’s Bones: Grace Pailthorpe, Reuben Mednikoff and the Birth of 
Psychorealism, an exhibition I have recently curated with the De La Warr Pavilion, Bexhill, 
and Camden Arts Centre, London. I will discuss how the exhibition tells the story of the 
artists’ lives through their works, showing how they excavated their earliest memories in 
order to understand adult relationships, the critical reception their work received, the rise 
of Fascism, gender, and spiritual belief.
‘Psychorealism’ was a term Pailthorpe and Mednikoff invented to describe their creative 
process, and they described it in their writing as a ‘constructive Surrealism’. They 
produced work freely and often very quickly, using psychoanalytic interpretation in 
order to unlock its hidden meanings and messages. The exhibition showed paintings and 
drawings alongside their written interpretations, presenting Pailthorpe and Mednikoff’s art 
and writing as part of the same vast project.”

“The Continuous Diary of Ian Breakwell”
Ian Walker (Independent writer and photographer)
“An exhibition in 1967 in the West Country of England with the title The
Enchanted Domain inevitably sounds rather mythic, connecting with the aspect of English 
surrealism interested in nature and landscape. But there has always been an opposing 
tendency of surrealism in Britain, urban, industrial, grittier and darker. In the late sixties and 
seventies, this aspect was best represented by the work of Ian Breakwell.
Breakwell did not exhibit in The Enchanted Domain, but soon after was
associated with John Lyle and his magazine Transformaction. Though Breakwell 
subsequently moved away from any overt affiliation with surrealism, he retained an affinity 
with it. Nowhere is this more so than in his Continuous Diary, started in 1964 and continued 
till Breakwell’s death in 2005. This paper will focus on the earliest and purest form of the 
Diary, which he developed during the period of his association with Transformaction. The 
diary is by turns funny and sinister, the uncanny erupting out of the ordinary. Breakwell 
always asserted that everything in the diary was ‘true’, but that it was edited to create 
connections and disconnections. In this, it is instructive to compare it with the tactics of 
the street photography being practiced during the same period.
This paper will examine these questions through a close study of a selection of Breakwell’s 
diary entries, focusing on those written during his journeys by train between London and 
Exeter – the same journey that many of the participants in the present conference will also 
have just made.”

“A ‘subtle and sophisticated’ Surrealist? The Case of Edward Wadsworth (1889-1949) 
c.1927-38”
Jonathan Black (Kingston University)
In April 1938, reviewing the artist’s solo exhibition at Tooth’s Gallery in London, Eric Newton 
in the Manchester Guardian described some of Wadsworth’s intriguing tempera paintings 
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on display as characteristic of a most ‘subtle … and sophisticated Surrealist …’ My 
proposed paper is derived from ongoing research into a painter who has fascinated me 
for over twenty years. He ought to be much better known.
However, difficulty in accurately categorising him (very much the case during his lifetime) 
has, perhaps, led to a failure to access his talents and properly recognise his intriguing 
place within British Surrealism. Indeed, as early as the spring of 1927, Wadsworth was one 
of the first British painters to be described as a Surrealist – by a number of French, Belgian 
and Dutch critics on encountering a series of enigmatic still lives he exhibited in Paris, 
Brussels and Amsterdam. His work of that time, along with other examples exhibited at 
Tooth’s in London in May-June 1929, elicited the admiration not only from devotees of 
Surrealism but also from Surrealism’s visual precursor/mentor: de Chirico. By the end of the 
1920’s his work was regularly appearing in the pro-Surrealist Belgian magazine Variétés 
and, through contact with the magazine, Wadsworth befriended a number of leading 
Surrealist artists including Ernst (who became a frequent visitor to Wadsworth’s Sussex 
home c. 1931-33), Magritte, Delvaux, Masson and Man Ray.
My paper will conclude with analysis of a series of tempera paintings that could be 
described as ‘Surrealism by the seaside’, impressed British artists closely associated with 
Surrealism such as Paul Nash and John Armstrong and so intrigued Newton when he 
encountered them in London in 1938.

LUNCH – MAIN BREAKOUT AREA

5.A. ROUNDTABLE DISCUSSION ON THE VISUAL AND TEXTUAL TRANSGRESSIONS OF 
SURREALIST PERIODICALS - MATRIX LECTURE THEATRE
Speakers: Jacqueline Chénieux-Gendron, Douglas Cushing, Terri Geis, Andrea Gremels, 
Jasmina Karabeg, Erin McClenathan
Chair: Erin McClenathan

We will convene a roundtable discussion of the “prismatic fringes” that Walter Benjamin 
identified in his 1931 essay “Unpacking My Library.” Following Benjamin’s example, we 
aim to unpack the ways in which periodicals have shaped surrealism. We will embrace 
the complexity and diversity of surrealist journals in order to consider their play with visual 
imagery and audience perception, their aesthetic and revolutionary scope, and their 
transnational and global reach. Turning our attention to the pages of periodicals allows 
us to enrich and expand surrealist studies through a medium that redefines distinctions 
between high and low modernism. These prismatic publications challenge assumptions 
of the singularity of radical genius, undermine the passivity of observers, and deny the 
exclusivity of modern art spaces. Ultimately, surrealist periodicals rely on the complicity of 
their observers in order to engage them in questioning their views on reality.

Jacqueline Chénieux-Gendron (CNRS)

Douglas Cushing (University of Texas at Austin)

Terri Geis (Pomona College)

Andrea Gremels (Goethe-Universität)

Jasmina Karabeg (University of British Columbia)

Erin McClenathan (Mercer University)

13:00 - 14:00 

SESSION 5
14:00 - 15:30
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5.B. ABHUMAN BODIES - CONSTANTINE LEVENTIS ROOM
Speakers: Malynne Sternstein, Austin Hancock, Christina Heflin
Chair: Walter Kalaidjian

“Traum and Trauma: Czech Surrealism’s Aberrant Psychoanalyses”
Malynne Sternstein (University of Chicago)
If Freudian psychoanalysis can be said to be the master theory of the Surrealist movement 
(as it is conventionally construed, that is, as commensurate with the major Francophone 
movement around the figure of Breton), then the impulse to indulge freely in a variety of 
psychoanalytic theories, especially those thought to be heretical by Freud and so-called 
Freudians, can be said to characterize the mechanisms and operations of the Czech 
Surrealists.  Despite the close connection between major actors in the Czech Surrealist 
movement—Toyen, Štyrský, Nezval—and the Breton circle, the comparatively late date 
(1934) of the Czech movement’s full acceptance of the nomenclature „surrealism“ 
(nadrealismus; surealismu) allowed Czech surrealism to consider, digest, and contemplate 
in a dialectical manner variegated theses on sexuality and anxiety.  In this paper, I will 
focus in on one deeply influential adversarial theory of trauma embraced by the Czech 
Surrealists, one generally of little or fleeting interest to ‚canonical‘ Surrealism.  Otto Rank’s 
argument that birth trauma and the intrauterine ideal supercede castration anxiety 
as the primordial sexual debt runs dangerously contrary to the logic of the patriarchal 
Oedipal primal scene.  Rank, whose notion of the artistic will was as meaningful to Czech 
surrealism as Das Trauma der Geburt (1924), had as much, if not more, impact on the 
Czech redaction of surrealism than Freud and is at the crux of a fulsome understanding of 
what makes Czech surrealism, for lack of a better word, surreal.  In this presentation, I further 
argue that Rank’s theories on the primal trauma of birth, and, his priority, with this turn, on 
the maternal rather than the paternal anxiety, along with the parsing of those theories by 
Bohuslav Brouk, Czech surrealism’s leading psychoanalyst, delivered the Czech movement 
the opportunity to create work in a trans-gender and trans-sexual theatre of erotism 
far more productively and seductively reticulated than that of their western European 
counterparts.

“Avant-Garde Infighting: Francis Picabia’s 391 no. 19”
Austin Hancock (Princeton University)
Comparing André Breton to a second-rate magician and decrying Surrealism as little more 
than “Dada travesti en ballon réclame pour la maison Breton et Cie,” in the final issue of 
391 Francis Picabia appears determined to land a few parting jabs before dissolving the 
Parisian Dada circle. This would perhaps explain why, announcing the founding of the 
appropriately short-lived “mouvement instantanéiste” on the issue’s front cover, Picabia 
chose to include a portrait of French boxer Georges Carpentier, who, as it happened, 
bore an uncanny resemblance to Marcel Duchamp. Through this allusion to the world of 
pugilism, Picabia also seems to ally his “Instantanéisme” with the poète-boxeur and founder 
of the journal Maintenant, Arthur Cravan, whose brutish method of artistic criticism Picabia 
adopts in his attacks on Breton and “Phillipe Coupeaux.” However, a closer examination 
of Carpentier’s portrait also reveals that the boxer’s signature has been crossed out and 
replaced with Duchamp’s “Rrose Sélavy,” thus suggesting that, beyond being a reference 
to Cravan, this portrait may also be understood as a commentary on sexual politics and 
what Picabia qualified as the “hommes exceptionnels” of modern art. Indeed, if Breton’s 
Surrealism was “Dada travesti” then what are we to make of Duchamp’s Rrose being 
replaced by the manly Carpentier? A travestissement of a travesti? By exploring these 
questions, my presentation hopes to gain insight into this instance of avant-garde infighting 
and uses this seemingly clear moment of division to both demarcate and interrogate the 
lines dividing Dada and Surrealism.
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The Undercurrent of Surrealism
Christina Heflin (Royal Holloway, University of London)
It is generally accepted as gospel that André Breton is the rightful inventor of
Surrealism, that this art movement was born from his first Manifesto from 1924 and that
there is no doubt to his right to claim his title as ‘The Pope of Surrealism’. Though he did not 
coin the term himself – that was done for him by Guillaume Apollinaire in the preface of his 
1917 play Les Mamelles de Tirésias – and despite the myriad factions which later split from his 
tyrannical, overbearing reign, Breton was somehow able to retain and remain the nucleus 
of Surrealism. This paper aims to explore whether Breton’s claim to paternity is a result of 
legitimate merit or of happenstance and how he came to this status despite not being the 
first nor even the third person to use the term. It was notably Yvan Goll, a Franco-German 
poet, who had adopted the term himself prior to Breton and fought – in the most literal of 
senses – to defend its Apollinairean lineage, whereas Breton wished to redefine it and make 
it his own. Could what we know as Surrealism today perhaps be a result of history being 
written by the victor and that one specific art-historical interpretation of the movement 
has been what scholars have focused on ever since? What transpired in 1924 that allowed 
Breton to take over the term as well as the entire movement as a whole? Additionally, I will 
examine if perhaps some of those who dared to not toe the line with Breton – especially 
those who participated in Goll’s publication titled Surréalisme which preceded Breton’s 
Manifesto in 1924 – may have unwittingly formed an undercurrent of Surrealism which 
embraced materialism over the metaphysical.

5.C. ALAN GLASS, SURREALISM’S SECRET: CURATORIAL DISCUSSION PANEL - KOLADE ROOM
Speakers: Catriona McAra, Kristoffer Noheden, Abigail Susik, Susan Aberth
Chair: Catriona McAra

This panel presents research in progress for an exhibition devoted to surrealist artist Alan 
Glass at the Leeds Art University during summer of 2020, and serves as a platform for 
discussion about curatorial and historical practices and processes related to this event. 
Four surrealism scholars will present short papers of 12–15 minutes each about different 
aspects of Glass’s œuvre, biography and reception, and a moderated 30–40 minute 
roundtable discussion will follow, including time for audience questions. With this panel we 
hope to address the question of Glass’s historical and aesthetic relationship to surrealism; 
relevant biographical factors such as his queer identity, his French Canadian background, 
and his life in Mexico since the early 1960s; as well as other topics pertaining to Glass’s 
reception and the character of his artwork.
Alan Glass (b. 1932) is a French-Canadian artist who has resided in Mexico City since 
1963. When Glass moved to Paris from Montreal in the 1950s, his intricate pencil drawings, 
created with automatic methods, were discovered and promoted by surrealism’s 
founder André Breton. The catalogue for his first exhibition featured an essay by his friend 
Alejandro Jodorowsky, who later became a renowned cult filmmaker. In Mexico City, 
Glass became a collaborator with expatriate British surrealist Leonora Carrington. Much 
like Carrington and Jodorowsky, Glass’s works evince an esoteric poetics in which reality is 
transmuted through the work of the creative imagination. In addition, he quickly became 
a notable contributor to Mexico City’s flourishing contemporary art scene in the 60s and 
70s. Continuing to draw and paint, Glass turned increasingly to assemblage, a medium 
much favored by surrealism. Glass’s works are in the collection of the Metropolitan 
Museum of Art, are represented by the Michel Soskine Gallery, and are the subject of the 
film Alan Glass: On the Other Side of the Crystal (Tufic Makhlouf Akl, 2010). Yet, although 
a major retrospective of his work appeared at Mexico City’s Museo de Arte Moderno 
in 2008–2009, accompanied by a catalogue raisonné by art historian Masayo Nonaka, 
Glass must be considered surrealism’s best kept secret. Including his first solo-show in Paris 
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in 1958, there have been only three exhibitions devoted to his work in Europe, the most 
recent of which took place in Spain more than a decade ago. Alan Glass’s art, then, 
is ripe for exploration and discovery, and the proposed exhibition of 30-40 drawings, 
paintings, and assemblages, which has already secured confirmed support from the artist, 
will be the first-ever in the United Kingdom. The exhibition, which will provide audiences 
with an overview of Glass’s mixed media practice since the 1960s, is based on original 
research, including interviews with the artist and his closest Mexican contemporaries. 
Situating Glass’s art in the context of an internationally dispersed surrealism with longevity 
far beyond what is often assumed, the curators will also bring Glass’s production into 
conversation with the Mexican influences and networks which have come to define it.

“Alan Glass: Poetry, Melancholy and Queer Invisibility”
Susan Aberth (Bard College)
Susan Aberth’s paper will explore how Alan Glass came to Mexico via Canada and 
France to discover a rich Surrealist milieu, particularly among such women artists as Briget 
Tichenor and Leonora Carrington. The paper will focus on his artistic relationship with 
Carrington and her circle and on how his work subtly reflects the melancholy position of 
the queer artist whose work and life remains persistently out of critical focus. The speaker 
will share some of recollections of both Carrington and Glass, together and apart.

“At Home in Mexico: Alan Glass during the 1960s and early 1970s,”
Abigail Susik (Willamette University)
Abigail Susik’s presentation will be devoted to the topic of Glass’s emigration to Mexico 
in the early 1960s, discussing the relationship of his artwork to this context and the impact 
his practice had upon the contemporary art community of Mexico City. The history of 
surrealism’s interest and presence in Mexico will briefly be considered, as will Glass’s 
relationship with other expatriate artists in Mexico City.

“Feasts of the Great Transparents: Alan Glass and the Art of Assemblage”
Kristoffer Noheden (Stockholm University)
Kristoffer Noheden’s paper will discuss Alan Glass’s work in the context of surrealist 
assemblage. Glass’s boxes have stylistic affinities with the works of such luminaries as 
Joseph Cornell and Marcel Duchamp, but they also evince a strong personal mythology. 
Precisely executed with found material gleaned from Mexico City’s maze-like markets, 
Glass’s sumptuous arrangements facilitate mysterious correspondences between 
disparate objects.

“An Outbreak of Surrealism in Leeds”
Catriona McAra (Leeds Arts University)
Catriona McAra’s paper is about curating a selection of surrealism-related exhibitions at 
Leeds Arts University, including: Anthony Earnshaw, Patrick Hughes, Leonora Carrington, 
Glen Baxter and Laurence Figgis. She will explain how this sets the scene for an 
international show of Alan Glass.
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5.D. CONTEMPORARY AFROSURREALISMS - BATEMAN LECTURE THEATRE
Speakers: Abram Foley, Molly Gilroy, Stephen Forcer
Chair: Rachel Franklin

“Enigmas of Arrival: Anthony Joseph’s UFOs”
Abram Foley (University of Exeter)
In his 2007 essay on “The Continuous Diaspora” in black British experimental poetry, 
the writer, spoken-word performer, and musician Anthony Joseph (b. 1966) recalls his 
experience of emigrating from Trinidad to London as a young writer in the late 1980s. 
Joseph, who had been writing for several years before his departure from Trinidad, 
immediately undertook a voracious survey of twentieth-century writing that he hadn’t 
had access to in his Trinidadian suburb. The result: “The more I read, the more I found that 
certain techniques that I used had names: it was automatic writing, it was beat poetry, 
and it was collage” (154). Soon, Joseph discovered the work of André Breton, Ted Joans, 
and Henry Dumas, leading him to a form of arrival via art: “In surrealism I finally found 
what I had been searching for, the release of the ego. A way of writing from some internal 
space. Like a jazz musician reaching for a point where the right notes didn’t matter…” 
(154). To put Joseph’s path of discovery in the language of another Trinidadian-British 
writer, the enigma of his arrival finds its expression in the techniques and legacies of 
surrealism.
This paper explores the crossing paths of arrival, discovery, and surrealism’s legacies in 
Joseph’s work by way of his first book of fiction, The African Origins of UFOs (2006). This 
work, I propose, figures a transposition of “internal space” (see above) and outer space 
that redirects the lines of flight for black British experimental writing today.

“Beauty, Vulgarity and Shapeshifting in the Afrosurrealist collages of Krista Franklin and 
Wangechi Mutu”
Molly Gilroy (The University of Edinburgh)
Penelope Rosemont deplores, in ‘Surrealist Women: An International Anthology’, that 
“surrealism has been pronounced dead so many times that few writers have bothered 
to look at the plentiful evidence of its present day vitality”. Framed by this call for 
contemporary female surrealists to be acknowledged within academic discussion, my 
paper inserts itself into the omission of Afrosurrealism in the recent histories of surrealism. 
This paper examines the collages of Wangechi Mutu and Krista Franklin’s series ‘We 
Wear The Mask’ collection, surrounding the discussion with their visual references to Dr. 
Miller’s Afrosurrealist manifesto, whilst momentarily recognising the aesthetic connections 
to Joseph Cornell’s collages. Mutu and Franklin play with surrealist collage’s aesthetic 
fascination with excess and vulgarity through their creation of metamorphosing black 
women, disturbing the distinct boundaries between human/animal and beauty/the 
grotesque. This paper’s main focus will be exploring the visual alliances between Mutu 
and Franklin, and between the surrealist poetry of Jayne Cortex, regarding shapeshifting 
black female bodies, who become interweaved amongst vegetation, on a path towards 
androgyny and self-actualisation. Mutu and Franklin’s collages create visual communities 
of defiant black women, poised to climb out of the collage frame into the liminal space 
between present and future, disturbing mundane reality with uncanny feminist visions.

“Dark Humour from Vichy to Freetown: A Surrealist Playbook for Life, Death, and other 
Inconveniences”
Stephen Forcer (University of Birmingham)
As exemplified by André Breton’s Anthologie de l’humour noir (1940) – censured under 
the Vichy government – surrealism conceives of humour as a subversive higher form of 
being, knowledge and freedom. Within academic studies, however, surrealism’s interest 
in humour and games tends to be approached as a matter of history or aesthetics rather 
than as an open, liveable body of principles and methods that could be applied to active 
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human problems. Grounded in a surrealistic understanding of humour running from Breton 
and Leonora Carrington to Adrienne Kennedy and Bob Kaufman, this proposal draws on 
a pilot project on humour and gender-based violence due to run in Sierra Leone in May 
2019. In collaboration with colleagues from anthropology, nursing, and law, I will read 
surrealism and other aspects of the avant-garde in relation to work done by health and 
social justice workers in Sierra Leone, which includes the use of comedians to facilitate 
outreach and awareness. The project deliberately internalises surrealist notions of risk 
and productive incongruence, and it is difficult to predict the results at this stage, but it 
is intended that this paper be used to present findings of the project and reflect on the 
potential for an applied, palliative surrealism. Indeed, it may be that such an approach 
can open up the ‘applied avant-garde’ as a new field of work, in which ludic, palliative 
approaches would be central. In the spirit of surrealism as praxis, the paper will include an 
invitation to the audience to take part in surrealist play.

5.E. EXPERIMENTAL POETICS - PEARSON ROOM
Speakers: Stephen Sunderland, Gavin Yates, Tamara Brzostowska-Tereszkiewicz
Chair: James McManus

“Impersonation from the triple margin”
Stephen Sunderland (University of Salford)
Among other things, we will build a cinema at the bottom of Lake Pavin... an ancient crater 
in which water now assumes the place of fire. Our cinema will float 30 m or below the Lake 
surface.” (Bernard Roger, From L’age du Cinema (Paris) 4-5 (August-November 1951) 48-49) 
Setting out from this fragment of text, my practice-led PhD deploys creative writing as a 
methodology for investigating performances of impersonation, fraud and their place in the 
history of European surrealism particularly for dissident practitioners, specifically women 
fiction writers Leonora Carrington, Ithell Colquhoun, Claude Cahun; alongside Robert 
Desnos and René Crevel.
Using surrealist writing techniques, I am developing a contemporary surrealist novel, 
temporally framed during the original sleeper experiments conducted by the European 
surrealists in late 1922, while projecting into a speculative future. The creative text 
is informed by and responds to critical concerns about the role of women in the 
European surrealist movement, and seeks to establish the untested benefit of doubling, 
impersonation and other chicanery as a surrealist means of investigating the nature of 
selfhood, particularly for its marginal participants. Inspired by Peter Dubé’s novel Subtle 
Bodies, and by Breton’s own manifest doubts about the veracity of the first witnesses in his 
essay, The Mediums Enter, this paper comprises a critical discussion alongside a selection 
of contextualised sequences from the novel itself.

“Ultraviolet”: Process and Image
Gavin Yates (Monash University)
Fragments collected over the course of several months in several locations:
“Ultraviolet” is an exercise in style, which illustrates, in the terms of Michael
Riffaterre, surrealism’s ‘automatic effect.’ Composed with the aid of key literary
techniques, as delineated by André Breton in the foundational surrealist texts, the
poems also display a deviation from orthodoxy where the conditions of surreality are
decentralised, or subordinate to grammar and syntax. While the hallmarks of surrealist
language, such as the combination of semantically disjunctive elements and subject-
to-subject digression, are prominent stylistic features, the poems are also
characterised by self-conscious intrusion, the selective collaging and appropriating of
found language, parataxis and direct statements. In conjunction with a reading from
“Ultraviolet”, the exegesis will refer to several sources, including Charles Borkhuis’
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essay, “Writing from Inside Language: Late Surrealism and the Textual Poetry in
France and the United States”, and Inez Hedges’ Languages of Revolt, in the
exploration of how, in spite of the erasure of certain aspects, surrealism has adapted to
contemporary conditions.

“Oneirotranslation: An Inquiry Into the Mode of Translating Surrealist Poetics”
Tamara Brzostowska-Tereszkiewicz (Polish Academy of Sciences)
It can be argued that translations of surrealist works entail obstacles and contradictions 
specific exclusively to this mode of literary production. What renders “surrealist translations” 
incomparable with other interlingual adventures of the literary avant-garde is the 
irreducible opposition between translation as a norm-governed, self-reflexive, and 
intersubjective activity and “pure psychic automatism” unconstrained by linguistic and 
cultural factors other than effectiveness of artistic self-expression. Hence, the translational 
mimesis involves mimicking the original creative process rather than its product. Indeed, 
the translators of surrealist works have often no other choice than to take “unmimetic turns” 
to successfully convey the oneiric appeal, aleatoricity and figurativeness of the originals. 
Moreover, the translations of surrealist works owe their distinctiveness to the neutralisation 
of the opposition between foreignization and domestication in the sense established in 
translation studies. Their main task is rather to sustain the effect of defamiliarization, to 
develop the unpredictable influx of linguistic magma into equally unanticipated directions, 
and to recreate the unexpected clashes of entire semantic fields that animate surrealist 
poetry and keep the reader’s thought engaged and multiplying. Of no less importance 
are the language- and culture-specific possibilities of recreating the clusters of sound 
devices and surrealist “metaphors” based on divergence and contradiction rather than 
correlations. Translation as a product of rational decision-making processes inevitably 
stumbles over the surrealist metaphor born out of the irrational and coincidental. The 
investigations into peculiarities of translating surrealist poetics will be based on the 
examples of Polish and Russian modernist translations of surrealist works of literature.

SESSIONS RUN STRAIGHT IN TO EACH OTHER TO ACCOMMODATE RAMM GALA TIMINGS 

6.A. WORD AND IMAGE - MATRIX LECTURE THEATRE
Speakers: Pierre Taminiaux, Samantha Kavky, Penelope Simpson
Chair: Judith Noble

“Paul Nougé and Marcel Duchamp: The Idea of Poetry and Art”
Pierre Taminiaux (Georgetown University)
In my presentation, I will study the work of surrealist poet and critic Paul Nougé, who was 
a major figure of the movement in Belgium and a close friend of René Magritte. I will 
compare in particular the spirit of Nougé’s poetry with that of Marcel Duchamp’s art. Both 
rejected in clear terms the supremacy of sheer labor and productivity for the creative 
process of the avant-garde poet or artist. They also shared the belief in the speculative 
identity of this creative process, which is defined primarily by chance and the power of 
ideas.
I will study in particular his most important book, L’Expérience continue, which was 
published by Les Lèvres nues, a Brussels-based publishing house devoted to the works of 
the Belgian surrealists. This name was also that of a major journal of Belgian surrealism 
back in the nineteen fifties. L’Expérience continue actually came out in 1966, one year 
only prior to Nougé’s death. This book featured several examples of Nougé’s visual poetry, 
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a field he explored systematically throughout his life. It was praised by Francis Ponge, 
who considered it to be one of the most important works of modern poetry in the French 
language.
In conclusion, I will discuss the original metaphors of reading that one can find repeatedly 
in Nougé’s work. They stressed first and foremost the fragmented nature of the reading of 
literary texts.

“Max Ernst, Magician of Barely Detectable Displacements: Endgame”
Samantha Kavky (Penn State Berks)
Scholarly interest in Max Ernst seems confined to his career prior to 1946, although he 
continued to be productive until his death in 1976. Does this neglect reflect the loss of his 
subversive edge, or just his relevance in the post war period? After he received the Grand 
Prize for painting at the Venice Biennale in 1954, Ernst officially qualified as a successful 
and celebrated artist. Throughout the 1960s he was honored by accolades and the 
subject of numerous solo and retrospective exhibitions. Concurrently, his work turned 
highly retrospective, as he self-consciously recycled materials, images and methods. If 
anything strikes us as new in the late work, it’s a belated aesthetic quality, which however 
visually enjoyable, could be dismissed as commercially motivated. Altogether his last 
decades reveal a more peaceful, serene Ernst than one would have ever thought 
possible.
My aim in this paper is to approach the late work not only as a continuation of his surrealist 
past but as it presents a critical stance towards the contemporary avant-garde. His 
images, both more abstract and more brazenly appropriative than his former work, reject 
the absolute formalism of tachism and the cultural determinations of Pop. He remains 
faithful to surrealist strategies including the reciprocal mimesis of subject and object, 
the taxonomic fluidity of signification and reliance on automatic practices. Moreover, 
his gravitation towards poetry and illustrated texts, culminating in the beautiful book, 
Maximiliana, ou L’exercice illégal de l’astronomie, functions to confuse distinctions 
between visual art and literature. By creating his own form of writing, based on figures, he 
reveals the truly literary nature of his art, and suggests an interchangeable equivalence 
between word and image, figure and ground.

“Acts of trespass: translating the principles of surrealism into an experimental novel about 
the aftermath of violence.”
Penelope Simpson (University of Essex)
In this presentation, I analyse the interdisciplinary research process I have devised
to write an experimental novel of aftermath. My novel buried is a multi-layered
narrative examining the human rights violation of enforced disappearance and
clandestine burial in post-Franco Spain. It is a novel about trauma, and how trauma
disrupts the way in which characters experience time. I discuss how I write outside
the linear and generational through adapting compositional strategies used by
Surrealist artists and writers, in particular, the techniques of montage and hasard
objectif. This discussion makes particular reference to Dora Maar’s ground-breaking
1930s photo-montages and Leonora Carrington’s hybrid text Down Below (1943).
My creative writing is developed in symbiosis with my interdisciplinary research
methodology, which forges connections between disciplines, primarily the visual arts,
law, forensics and trauma theory. I discuss how my research methodology re-
imagines Walter Benjamin’s concept of Denkbild to create a key framing device for
my novel: the metaphor of the bone seed. The bone seeds take the form of textual
and visual fragments which layer time frames to create a palimpsest structure. I
analyse how I achieve an interplay between the bone seeds through a process of
chiasmus, a lacing together of object (including artworks made by the key
protagonists) image and text. I illustrate how I build these assemblages of word and
image with short readings from my novel.
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6.B. SURREALIST NOMADS - CONSTANTINE LEVENTIS ROOM
Speakers: Ángeles Alemán Gómez, Natalia Fernandez
Chair: Krzysztof Fijalkowski

“Philip West, a Leeds Surrealist in Santiago, Spain”
Natalia Fernández
Two water colors were my first encounter with Philip West’s art. The first one, Untitled, is 
the faceless head of a man. The second has a provoking title: Bird – An Instant Before 
Being Run Over By A Car.In 1969 Philip came across surrealist texts and realized he was a 
surrealist. He also met John Lyle, creator of the review.TRANSFORMAcTION, and a group 
of surrealist artists. From an early age, Philip was an ornithologist and this became an 
important part of his art.Philip’s tendency to divide the canvases into polyptyches, as well 
as the use of bright and mostly primary colors, are basic characteristics. Towards the end 
of his life he simplified the structure of his canvases.His last two oils, 1997, deal with the 
theme of the explorer: The Explorer’s son, a dryptchit, includes a perfectly represented 
eagle; The Explorer and His Tailor, considered his last painting, includes three ties the 
middle one is just the suggestion of a tie, unfinished? I have centered my presentation in 
his interest in nature and in his tendency to repeat similar images in different situations 
in various works. I became intrigued with his penchant and patience to repeat details 
in different areas of the canvas. His love for nature made him add a scarcely seen bird 
in a corner of a painting. He also painted 36 times on a stamp with its perforations the 
image of a man being strangled; the background on which sits a beetle-letter-opener. 
In another canvas words seem to be a poem and in another, a couple floats on top of 
music paper with Latin words.Unfortunately, too early, we lost a very important creator. An 
imaginative and sensitive man who still had much to offer. We should not forget him. From 
the Fundación we will do all we can so that this does not happen. And I hope some of you 
will visit us and get to know him better.

Angeles Aléman-Gomez (Universidad de la Palmos de Gran Canaria)
Sir Roland Penrose ś close relationship with the Canary Islands
Sir Roland Penrose the surrealist artist, art collector and curator, had a very  special 
relationship with the Canary Islands. 
This friendly and professional link started in 1935, when he met Oscar Dominguez in Paris. 
A few years later he also met Maud Bonneaud, Dominguez’s wife, and their friendship 
was essential to maintain and extend this link to Maud’s second husband, the art critic 
Eduardo Westerdahl, who invited Penrose to write a book about Dominguez in 1971.  
In 1973 Penrose went to Tenerife as Honorary Member  of the Organisation Committee 
for the 1st International Exhibition of Sculpture in the Street, where he gave a conference  
and wrote some articles in Tenerife newspapers and in The Times.
In 1980, the Asociación Canaria de Amigos del Arte Contemporáneo   (A.C.A.) elected 
Penrose as an Honorary Member and he accepted it. At the same time, Penrose`s 
management was essential to give Santa Cruz de Tenerife Henry Moore’s sculpture Goslar 
Warrior. 
Penrose, “surrealist dans l’amitié” as Breton said, was always a generous figure for 
Contemporary Art in the Canary Islands. This paper will discuss the research of the Penrose 
Archives; Fondo Westerdahl; newspapers and bibliography, and an interview with Antony 
Penrose in order to consider these links in closer detail.
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6.C. POLITICAL GENEALOGIES AFTER WORLD WAR II - KOLADE ROOM
Speakers: Alvard Semirjyan-Bekmezyan, David Vichnar, Imre József Balázs
Chair: Stephen Forcer
“Surrealism in Contemporary Armenian Art and Literature”
Alvard Semirjyan-Bekmezyan (Yerevan State University)
The interest towards surrealism in contemporary Armenian culture started growing after
2011, which is explained by the following circumstances. First, in 2011, the National Gallery 
of Armenia opened an exhibition unique for Armenian reality, under the title “Dalí and 
the Surrealists”. It included 120 etchings from the collection of Salvador Dalí, among them 
the series “The Songs of Maldoror”, “Mythology”, “Faust” and “Hippies”. Another reason 
of interest towards surrealism was the thematic program, which studied and presented 
the features of Armenian surrealism, accentuating in particular the coverage of the 
works by Levon Tutunjian (1906-1968), an artist of Armenian origin. In 2016, the exhibition 
“Ignored Reality” opened in Galentz Museum Yerevan, presenting works by Armenian 
surrealist painters. If surrealism in visual arts has been more or less examined in Armenian 
reality, the study of surrealistic features in Armenian literature has been ignored, which 
is not fair, as surrealistic aesthetic pervades contemporary Armenian literature. It is 
evidenced by genre deformations in literary texts, the attempts of applying automatic 
writing techniques, the abundance of ever-changing images, the trends of unpredictable 
character-creation, the existence of dream as main text-building form and open-texted 
references to surrealism.
Our main objective of participating in this scientific conference is the presentation of
contemporary manifestations of surrealism in Armenian contemporary art and literature 
as well as familiarization with new manifestations of surrealism in the modern world.

“The Impossibles Against the Current: A View from Surrealist Prague”
David Vichnar (Charles University Prague)
The paper wishes to address the broader question of the political impact of surrealism by 
means of three of its lesser-known episodes in Prague’s rich surrealist history:
1) André Breton’s lectures on “The Political Position of Today’s Art” and “The Surrealist
Situation of the Object / The Situation of the Surrealist Object,” delivered in Prague in
March 1935. which marked a turning point in Breton’s conception of the “politics” of
surrealism; it was here that Breton addressed the “mechanisms of oppression” operating 
on the basis of the “the careful underhanded exploitation of the urgent need to
transform society for the sole profit of a financial and industrial oligarchy”; 2) Tristan Tzara’s 
1946 Prague lecture on “Surrealism in the Post-War Era,” a sustained
meditation on the perceived political failings of the avant-garde(s), especially as regards
Central Europe and the 1938/39 “betrayal” of Czechoslovakia; surrealism’s tasks post-
1945 involve the pursuit of poésie engagée and the construction of a “new humanism”,
essentially a supersession of surrealism – “those who have superseded surrealism while 
preserving and upgrading its methods of inquiry, can speak of hope”; 3) and the 1969 
collective declaration of the Czechoslovak group, “The Possible Against the Current,” 
composed in reaction to the collapse of the French Surrealist Group, and in response to 
Vincent Bounoure’s enquiry into the future of surrealism Rien ou quoi?
(Nothing or What?); the declaration defines the position of Czechoslovak surrealists (led 
by Vratislav Effenberger &amp; Jan Švankmajer), and the determination to maintain a 
critical reappraisal of surrealist precepts, just before the dead hand of Stalinism fell and 
reduced the group to silence for 20 years.
Together, these three case studies conceive of Prague as a place of tradition under threat 
of disappearance and constitute “isolated appeals” to arouse the mass of humanity from 
its “apathy,” directed at all and sundry manifestations of “non-conformity.” In emphasising 
the themes of intersubjective communication and pursuing the surrealist idea of a new 
mentality, these key texts call for an investigation that still remains a work in progress.
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“Contacts of “revolutionary surrealism” in East Central Europe”
Imre József Balázs (Babeş-Bolyai University)
„Surréalisme-révolutionnaire” (1947-1948) was a branch of Surrealism that contested 
the direction of the group led by André Breton during the postwar years. Although it 
existed as a group only for a short period of time, some of its members became major 
artists of 20 th century, and the experiment of “revolutionary Surrealism” continued in 
internationally acknowledged projects such as CoBrA. Revolutionary Surrealism, initiated 
by Christian Dotremont, had important contacts in East Central Europe, in countries such 
as Czechoslovakia, Hungary and Romania. When exploring the networks of international 
Surrealism in the postwar period, we may notice the ambivalent situation of East Central 
European Surrealist authors who had contacts with several fractions of Surrealism in 
France. Hungarian authors like Árpád Mezei were authors of both Breton’s catalogue 
of the exhibition “Surréalisme en 1947” and of the review Les Deux Soeurs issued by 
Dotremont. Another Hungarian author, Tibor Tardos became a founding member of 
“revolutionary surrealism” and tried to mediate the group’s ideas to Hungarian authors 
and publications. Czech and Romanian authors were also active in the intellectual 
exchanges of the period, being in direct contact not only through network nodes situated 
in France or Belgium, but also directly, corresponding with fellow East Central European 
artists.
The presentation offers insight into the nature of these exchanges through so far 
unpublished archives of Hungarian authors and barely known published correspondence 
and memoirs of Romanian and Czech Surrealists of the postwar period.

6.D. ALCHEMICAL HYBRIDS - BATEMAN LECTURE THEATRE
Speakers: Tifaine Bachet, Jon Lee, Jacqueline Rattray
Chair: Birgitte Nicole Grice

“The Natural World of Ithell Colquhoun and Leonora Carrington”
Tifaine Bachet (University of Tours)
Ithell Colquhoun (1906-1988) and Leonora Carrington (1917-2011) both encountered 
surrealism when it was “imported” to Britain in the 1930s. Although they led very different 
lives thereafter, both artists remained deeply influenced by surrealism in their artistic 
practice.
This paper will examine Colquhoun and Carrington’s novels side by side and propound 
that, beyond their shared surrealistic tinge, their works of prose fiction conjure a similar 
vision of the natural world. In Goose of Hermogenes (1961), I Saw Water (2014) and 
Destination Limbo (unpublished) by Ithell Colquhoun and The Hearing Trumpet (1976) and 
The Stone Door (1977) by Leonora Carrington, Nature is fantastical and occult. Human 
characters (predominantly females) intermingle not only with animals but also hybrid 
creatures (mixing the bodily and linguistic faculties of humans and animals), animal 
familiars, and luxuriant and erotically-charged vegetation. In addition, cosmic elements 
lend themselves to an esoteric interpretation and are conducive to the growth of new 
methodologies and world-views. Carrington will be shown to adopt, at times, a more 
political approach, her revisionist tales of interspecies’ solidarity verging on ecofeminism. 
As for Colquhoun, it will be argued that she is committed to a more sustained esoteric 
practice, her novels depicting the more personal communion of the self with the natural 
world. Overall, harmony will be presented as the ultimate principle underpinning the 
natural world of Ithell Colquhoun and Leonora Carrington— a harmony which puts 
in perspective the place of humans in the world and thus epitomizes the two writers’ 
participation in the revolutionizing of human experience advocated by surrealism.
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“Alchemical Adaptations”
Jon Lee (London South Bank University)
This paper tells how Dirty Market made a theatre adaptation of British / Mexican artist, 
Leonora Carrington’s surrealist novel, The Hearing Trumpet; how our understanding of the 
book (and its author) changed over time; and what happened when we began to treat 
the process as a surrealist encounter.
Believing we were adapting the book, we discovered slowly, the book had been 
adapting us - personally, creatively and collectively. This paper documents that process: 
our struggles, failed attempts, incomplete revelations and breakthroughs. For example, 
we struggled at first, looking for essential elements in the book that would reveal the 
central intention of our piece because, if there is an essence, then perhaps, perversely, it 
is a refutation of essentialist systems. Leonora’s alchemy travels in the opposite direction, 
‘endarkening’ rather than enlightening. Leonora’s alchemical kitchen is a place of mixing 
up magic – not distilling it. She has provided a maximalist recipe, a cacophony of flavours 
that delights as it unsettles.
Leonora Carrington’s involvement with the Parisian surrealists has only recently come 
to the wider public attention, as historically, the telling of the surrealist story has been 
from the perspective of the men involved; Leonora was known more for being Max 
Ernst’s young muse, than as an artist in her own right. During the war, she emigrated to 
Mexico where she has a much greater reputation as a surrealist artist than in Paris or her 
native Britain. Aspects of Carrington’s own rebellious story are woven into The Hearing 
Trumpet, and our process was greatly inspired by her uniquely female, internationalist and 
independent surrealism.

“A Theatrical Romp: Remedios Varo and Leonora Carrington’s The Holy Oily Body”
Jacqueline Rattray (University of London)
In Mexico, around 1947, Remedios Varo and Leonora Carrington co-wrote a humorous 
and decidedly anti-authoritarian play. The manuscript —which is held in the archives of 
Varo’s husband, Walter Gruen— was eventually published in 2010 along with a collection 
of Varo’s other, previously unknown writings. The play is written in Spanish and carries 
the provocatively anti-clerical title, The Holy Oily Body. The manuscript reveals that each 
author wrote alternate scenes in a process which recalls surrealist games such as the 
cadaver exquis. When Varo was once asked in an interview if she considered herself as 
much a writer as a painter, she explained that she would approach writing as if she were 
making a sketch for one of her paintings. This crossover between writing and painting for 
both Varo and Carrington reveals itself through the dominant themes which are apparent 
in The Holy Oily Body.The playfulness which is apparent in the way Varo and Carrington 
composed the work is also apparent through the plot, characters, content and language 
of the play. The different roles were all to be played by friends of the two authors, with 
men taking on the feminine parts and women the masculine ones. This cross-dressing 
is taken a step further with the inclusion of hybrid characters who are part-human and 
part-bird. The language of the play reflects the nationalities of Varo and Carrington with 
instances of anglicised Spanish and
invented Latin phrases. Thematically, the play ridicules religion, science, social hierarchies 
and romantic love. A typically surrealist sense of black humour is expressed through 
scatological references, word-play and ready-made idioms.
This paper will analyse the ways in which Varo and Carrington employ humour in this
collaborative theatrical romp while developing ideas that are personal to each author.
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6.E. POST-1960S BRITAIN - PEARSON ROOM
Speakers: Andrew Hodgson, David Greenslade, Silvano Levy
Chair: Felicity Gee

“TRANSFORMAcTION: A British ‘Post-Surrealist’ Insurgency, 1967 – 1979”
Andrew Hodgson (Université Paris Est)
In 1947, the British surrealists announced their dissolution following the upheaval of the 
war, deaths of members, police raids on their printers and arrests for ‘unpatriotic activities’ 
(the same printers published an anarchist journal). In lieu of delegates, E. L. T. Mesens 
and Roland Penrose, two of the only remaining members, sent to the 1947 International 
Surrealist Exhibition in Paris the ‘Declaration of the Surrealists in England.’ Following the 
announcement, the British Surrealists, including European Surrealists exiled to Britain during 
the Second World War who had opted to remain, returned to individual works, or often 
to artistic silence. This declaration, and perhaps the ‘decentralised’ English tendency 
the ‘Declaration’ bemoans, are perhaps strong contributors to the perception that there 
was no British Surrealism; that there was little of a 20 th century British avant-garde. The 
history of Surrealism in Britain appears, seemingly, non-existent. However, a year after the 
death of André Breton, in 1967 these figures that had admitted defeat 20 years before 
re-proclaimed the need in Britain for ‘Surrealism now!’ Beginning with the Exeter Festival 
of Modern Art, the Surrealists in Britain reformed with the publication TRANSFORMAcTION, 
which ran from 1967 – 1979. The very first issue created during the exhibition beginning with 
the words: ‘it is our purpose to overthrow false gods, and we will do so, whatever label 
they wear, without wasting more time.’
With this paper I will build a discourse around this later presence of Surrealism in Britain – 
that perhaps better termed a kind of post-Surrealism; a continuity-Surrealism – and its
shifting attempts to reconcile the unreal new of the post-war era with the strictly held
doctrines of Surrealism’s 1930s.

“Wales in Surrealism in Wales”
David Greenslade (Poet and Publisher)
2000 seems arbitrary considering that in 1986 and 1998 Swansea hosted two major
surrealist exhibitions. Also in the 1990s Conroy Maddox presented a series of
lectures at West Wales Arts Centre. Following the 1936, London exhibition Wales
contributed to surrealist painting via Merlyn Evans and Ceri Richards and in
writing via Dylan Thomas. Since the Millennium, a new generation of surreal
practitioners have peppered Wales with events, publications and exhibitions.
These show no sign of slowing down.
This paper will offer insight into contemporary surreal activity within a Welsh
context, nourished by close cooperation with artists from around the world notably
the Czech Republic, Romania, France, Germany, north and South America and
more.
Labelling surrealism with a national brand, however, is contentious as some brands
signal more identity than others. While (say) Egyptian surrealism may be
distinguished from Mexican or Japanese, when it comes to a minority country what
does it mean to territorially label an arts practice based on explorations of the
limitless unconscious.
For a country with a minority language – always under pressure – arts practice
takes on a more urgent edge when questions of dream, authenticity and location
enter the story. Is the practitioner simply on permanent holiday or is there a genius
loci to at least acknowledge?
Wales has a surprising number of groups and individuals operating under the
canopy of surrealism. This paper will explore the tensions, triumphs, dilemmas,
disavowals and fidelities that contribute to the endurance of surrealism in Wales.

45



“Conflict in the Wake of Surrealexeter 1967”
Silvano Levy (Independent Scholar)
Between April and May 1967 John Lyle, a bookseller, organized the Exeter Festival of 
Modern Arts with the aim of reviving surrealism in Britain. The municipality refused to 
provide funding, but Roland Penrose was more forthcoming. However, even he appears 
to have harboured a secret reticence. With a committee comprising erstwhile surrealists, 
exhibitions, films, poetry readings, a play, a symposium and ‘happenings’, took place 
and a new surrealist manifesto was contemplated. Conroy Maddox contributed with 
poster design and exhibition selection, as well as negotiating with ELT Mesens to lend 
works. The French surrealists refused participate and condemned the venture. Lyle 
continued the group impetus with a periodical, in which Maddox collaborated. Many 
waned in their commitment to Lyle, particularly Mesens. Accord with Maddox gradually 
faltered. Disagreements over the magazine’s content arose, Maddox being angry with 
leanings towards pop art and ‘hippy’ culture. He was most scathing about ‘Blue Food’. 
The two quarrelled through increasingly acrimonious letters. By the time the third issue 
Transformaction was published, Maddox had been excluded from all participation. An 
insurance claim by Lyle was seized upon by Maddox and Franklin Rosemont, who accused 
the bookseller of ‘police collaboration’, a charge made all the more deleterious by virtue 
of Lyle’s own former condemnation of the police in ‘Surrealism Now’. Lyle’s ostracization was 
complete in 1971 when a tract by surrealist groups in the United States, Canada and Britain 
declared him ‘completely outside the surrealist movement’.

Delegates will need to walk down the hill promptly after the final session (buses or taxis also 
available) It is only a 15 minute walk and volunteers will be on hand to direct you.  There are 
plenty of options to eat in town after the event (see additional notes in programme).
Apple Taxis -  01392 666666

RAMM GALA - PATRICK HUGHES IN CONVERSATION WITH KRZYSZTOF FIJALKOWSKI 
Sponsored by Leeds Art University
Opening remarks by Felicity Gee
Royal Albert Memorial Museum & Art Gallery, Queen St, Exeter EX4 3RX, UK

7.A. VISIONARY STATES - MATRIX LECTURE THEATRE
Speakers: Vittoria Lion, Walter Kalaidjian, Catherine Hansen
Chair: Abram Foley

“Seances from Deep Time: Surrealism, Paleoimagery, and Prehistoric Clairvoyance”
Vittoria Lion (University of Toronto)
Pushing the boundaries of seeing, science, and seance, artistic visualizations of deep 
time are inherently “surreal.” Martin J. S. Rudwick (1992) and W. J. T. Mitchell (1998) have 
described the paradoxical intermediary space that Victorian reconstructions of prehistoric 
organisms occupied between phantasmagoria and reality, invisibility and visibility, and 
incorporeality and corporeality. Surrealist allusions to the extinct flora and fauna of Earth’s 
geological past made this explicit, one of the most significant examples being the fusion 
of hallucination and fossilization in Max Ernst’s Histoire naturelle (1926), previously outlined 
by Elizabeth Legge (1993) and Ralph Ubl (2004). Furthermore, such “scenes from deep 
time” (to quote Rudwick), burgeoning with lost continents and prehistoric civilizations, were 
frequent subject matter for the visions and fantasies of nineteenth-century Spiritualists, 
who became important precursors of Surrealism. This framing of visualizing prehistory as a 
form of clairvoyance manifesting in dreams and strange psychiatric phenomena finds its 
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unparallelled expression in H. P. Lovecraft’s novella, The Shadow out of Time (1936), which 
Gavin Parkinson has explored in light of its contemporaneity with the original Surrealists 
(2015: 85-89). Arguably, paleoimagery acquires its properly “Surrealist” richness through its 
aspiration to make the invisible visible, inextricably blurring hard scientific evidence with 
the unequivocally subjective and non-optical visuals of dreams, the imagination, and 
hallucinations. This presentation will largely centre on the intertextuality between Histoire 
naturelle and the aforementioned Lovecraftian work for its primary case study. Distinctly 
“speculative” works by contemporary paleoartists that bear a visual kinship with Surrealism 
will be additionally discussed in conclusion.

“Surrealist Telepathy as ‘Profane Illumination’ in Mina Loy’s Insel”
Walter Kalaidjian (Emory University) 
Commenting on Breton’s relationship to the namesake and “”telepathic girl”” of his roman 
à clef Nadja (1928), Walter Benjamin opined that “”the most passionate investigation 
of telepathic phenomena, for example, will not teach us half as much about reading 
(which is an eminently telepathic process), as the profane illumination of reading about 
telepathic phenomena.””  Composed a decade later, Mina Loy’s own roman à clef Insel 
not only offers a feminist reprise of Breton’s telepathic novel but aptly renders surrealism’s 
“”profane illumination”” precisely through her experimental prose style.  In particular, my 
paper explores the dialectic tension that the reader encounters at work in Insel’s depiction 
of the telepathic relationship between Mrs. Jones (Mina Loy) and Insel (the surrealist artist 
Richard Oelze) set in Paris during the mid-1930s.  On the one hand, Insel undertakes what 
Benjamin would call the “”passionate investigation”” of telepathy:  Loy’s aim to, as she 
says, “”hold inexpressible communion with Insel””—her desire for telepathy’s unmediated 
presence which she gleaned from the copy of Frederic W. H. Myers’s Human Personality 
and its Survival of Bodily Death (1903) given to her by Mabel Dodge Luhan.  On the other 
hand, Loy renders telepathy as always already mediated by her highly ironic and writerly 
deconstruction of the Künstlerroman’s narrative conventions, not to mention Paris’s surrealist 
scene generally between the wars.  By offering sustained attention to the verbal character 
of Loy’s decidedly surrealist novel, my paper investigates the Freudian and Derridean 
insistence that telepathy, if it exists, would depend on, and be subject to, the errancy of its 
signifying medium.

“The Somnambulists: The Infra Noir Surrealist Group and the Theory of Automatic Action”
Catherine Hansen (The University of Tokyo) 
Automatism – just as for the Surrealist movement as a whole – was a central concept and 
practice for the Bucharest-based surrealist group known as Infra Noir (c. 1940- c. 1951). But 
theirs was not a quest for the “real functioning of thought,” as André Breton puts it in the first 
Surrealist manifesto of 1924. Infra Noir called for a new, “living” automatism, manifest in the 
“real functioning of action.” For the group’s five members (Gherasim Luca, Gellu Naum, 
Trost, Virgil Teodorescu, and Paul Păun) the future of the movement lay in mapping the 
workings of the mind, as it is surreally
understood, examined, and manipulated, onto the movements of the body in physical 
and social space: automatic writing was to find its final form in automatic action, and the 
psychic unconscious in the gestural unconscious.
The key figure in all this was the somnambulist – the somnambule. The members of Infra Noir 
avidly read works on animal magnetism, mesmerism, hysteria, hypnosis,
and related phenomena. In this literature the word “somnambulism,” far from referring
solely to the state of sleepwalking, had come to be associated with a range of other
mental and physical states believed to push the limits of human potential – from
clairvoyant “magnetic sleep” and “artificial somnambulism” in the eighteenth century, to 
hypnosis, hysteria, and even ritual magic in the nineteenth. But the Infra Noir somnambulist is 
a being that maintains such perfect equipoise, like the classic rooftop sleepwalker, between 
inner dreaming self and exterior lived world that these are no longer mutually limiting, but 
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mutually liberating. Infra Noir believed, most startlingly, that automatic action represented 
the only “political” attitude and practice truly compatible with Surrealism. This conference 
paper shows how the key to understanding this position and its enduring interest and 
relevance lies in the complex and equivocal figure of the somnambulist – blind to the world 
that is, awake to the world that should and can be.

7.B. CONCEPTUAL TRANSFORMATIONS - CONSTANTINE LEVENTIS ROOM
Speakers: Eliza Deac, Stuart Inman, Anatoly Kudryavitsky
Chair: Jason Earle

“From Dada to Surrealism: Tristan Tzara’s Conceptual Reinvention”
Eliza Deac (“Babeş-Bolyai” University) 
Due to the major role that Tristan Tzara assumed in the unprecedented artistic scandal 
that the Dada movement consistently provoked in Zurich and Paris, his name became 
forever associated with this repeated syllable, to the exclusion of the rest of his poetic 
and theoretical activity, which continued for four decades, the first two being spent 
in the shadow of a new artistic trend – surrealism – and of its leader – André Breton, a 
former Dadaist. The literary history records two key moments in Tzara’s interaction with 
the dominant avant-garde movement in France during the interwar years: his official 
adhesion and active involvement in the activities of the surrealist group between 1929 
and 1935 and the famous attack on surrealism during his conference at Sorbonne at the 
end of World War II.
The aim of this paper is to follow the meanderings of Tzara’s individualistic conceptual 
approach to the surrealist core theory by highlighting the points on which he agrees as 
well as the ones from which he distances himself. This investigation of Tzara’s thinking will 
focus on three central aspects: Tzara’s own definition of the surrealist quest in light of the 
influence exercised upon him by the work of Apollinaire, the originator of the term, and 
of the careful analysis of the parallelism between contemporary poetry and painting, 
his scientific approach to language and art as opposed to a metaphysical perspective 
which still lingers in Breton’s writings and his particular twist to the surrealist preoccupation 
with the social responsibility of the poet.

“The Accursed Science”
Stuart Inman (The Open University and London Surrealist Group)
Breton’s essay, ‘Signe Ascendant,’ marks the point where analogy becomes Surrealism’s 
‘rising sign’ and increasingly dominant theme of surrealist activities. Nevertheless, there is 
a considerable lack of understanding concerning poetic analogy. Surrealists often seem 
to take for granted the importance of analogical thought, while many scholars would 
seem to avoid the subject altogether or assume it merely refers to metaphor and simile 
– figures of speech. This paper proposes that poetic analogy is, rather, a ‘figure of mind’ 
integral to the surrealist quest and the ‘connective tissue’ between opposites that Breton 
seeks in Vases Communicant.
This paper will examine some of the history of the analogy principle, with reference to 
ancient Greek thought, to Fourier and Mallarme, of its emergence in surrealist poetics in 
the 1940s, and development in subsequent surrealist activity, including in allied figures 
such as Malcolm de Chazal. It will also consider the figure of the ‘analogon’ in the 
work of Constantin Brunner, a term that gives the current Czech and Slovak Surrealist 
Group’s journal its title. This paper will also look at examples of analogical investigation 
and expression in recent and contemporary surrealist activity, such as in games and 
photography.
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“Surrealism in Irish Poetry”
Anatoly Kudryavitsky (SurVision Poetry Magazine and SurVision Books)
In the 1920s, Ireland gained some notability on the global Surrealist scene due to Jonathan 
Swift’s influence on André Breton. The French Surrealists admired Swift’s satire. In Breton’s 
1924 manifesto, Swift gets mentioned as “Surrealist in malice.” The rich surreal imagery 
from Gulliver’s Travels seems to have found its way onto Salvador Dali’s canvasses. Swift’s 
“modest proposal” of decreasing the overpopulation by selling poor people’s babies as 
food echoed in the Surrealists’ broader attack on the bourgeois mindset. Swift’s fantastical 
and grotesque imagery undoubtedly influenced surrealist depictions of dreamscapes and 
the wanderings of the unconscious.
Other Irish writers, notably John Millington Synge and Flann O’Brien, captured the surreal 
side of Irish life in their narrative, even though they weren’t out and out Surrealists. In fact, a 
few, if any, Irish writers were. Samuel Beckett and his circle, Thomas MacGreevy, Brian Coffey 
and George Reavey, can be described as modernists with strong surrealist tendencies. But 
literary surrealism really came to Ireland in the second half of the twentieth century. David 
Gascoyne’s own work, as well as his translations from the French Surrealists, opened the new 
horizons for some Irish poets.
Among those who followed this trend the most prominent figures have been Ciaran 
O’Driscoll and Medbh McGuckian. Irish poetry presses, however, weren’t keen on surrealist 
work. This tradition has recently received a new lease of life through SurVision Books, a small 
Dublin-based poetry press dedicated to publishing and promoting surrealist writing from 
Ireland and the rest of the world.

7.C. ANTICOLONIAL APPROPRIATION - KOLADE ROOM
Speakers: Ambra D’Antone, Kristen Strange, Laurent Doucet
Chair: Christina Heflin

“Fateh al-Moudarres’s Convulsive Turath: A Surrealist Co-option of Syrian National 
Heritage”
Ambra D’Antone (Courtauld Institute of Art)
In this paper, I analyse the role played by Surrealist ideas and practices in the approach 
of Syrian artist Fateh al-Moudarres (1922-1999) to the imagery of Syrian national heritage 
(turath). Parisian Surrealism has been historically associated with a hard commitment to 
anti-nationalism and anti-colonialism as one of its essential characteristics. Nevertheless, 
the post-colonial struggle in Syria was articulated through a relationship between 
the intelligentsia and the national cultural infrastructures built upon softer boundaries 
between nationalism and anti-colonial discourses. I argue that for al-Moudarres, 
Surrealism constituted a valuable artistic resource for subverting the modes of knowledge 
production around national identity—simultaneously understood in civic, historical and 
aesthetic terms—through a convulsive reformulation of national imagery.
To illustrate my point, I consider a series of paintings produced by al-Moudarres in the 
period between the late 1950s and early 1960s. I situate these works in a context of 
region-wide inter-disciplinary inquiries into pre-Ottoman antiquity and the material culture 
beyond the visible past, through a rhetoric of the “origins” of Syria. The analysis of al-
Moudarres’s use of Surrealist techniques shows a critical engagement with ideological 
discourses of national heritage, by activating a literal and conceptual act of “getting 
into the terrain” through archaeological imagery, the materiality of painting and an 
intellectual involvement with urgent intellectual debates. In the broader context of Syrian 
Surrealism as an emerging area of influence, the present analysis invites a reconsideration 
of an essentialist anti-nationalist narrative, in virtue of and for the sake of revealing a 
tenable pluralism in the wider project of global Surrealism.
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“A Postcolonial Study on Surrealist Collecting and Display Practices in the United States: 
Dominique and John de Menils’ Collection in Houston, Texas”
Kristen Strange (Arizona State University)
During WWII, many Surrealists were exiled to the United States where they collected 
Indigenous objects and displayed them alongside art and other objects in their private 
collections and exhibition spaces, thus undermining traditional classifications of the 
Western art canon. Throughout the mid-twentieth century, several private collectors 
adopted these surrealist techniques when amassing their own collections, which were 
often later placed into public art museums. This paper will look at the significant roles 
assumed by Indigenous objects in surrealist collections and their placement in subsequent 
American art collections, specifically in relation to present-day postcolonial views on what 
constitutes an art object and what belongs in Western art museums.
My examination will primarily focus on Dominique and John de Menil in Houston, Texas, 
who were avid collectors of surrealist art, and Max Ernst’s work in particular, as well 
as Indigenous objects similar to those favored by the Surrealists. More specifically, I 
will concentrate on the relocation of the de Menils’ private collection into The Menil 
Collection in 1987, and the later permanent installation of “Witnesses to a Surrealist 
Vision”—a separate room within the museum’s Surrealism gallery that recreates a surrealist 
collection—and discuss important ethical questions raised by this display. Finally, I will 
present recent American Indian and postcolonial scholarship as foundational paradigms 
of thought when considering the appropriate treatment for Indigenous objects in Western 
museum collections today, and when thinking about how Western art museums have 
chosen to adopt or reject surrealist modes when exhibiting Indigenous objects alongside 
surrealist art.

“Cross-influences between surrealism and decolonization in the Maghreb and Algeria 
during the 20th century”
Laurent Doucet (La Rose Impossible)
I will expose the very strong and unknown links between the advocates of decolonization 
in France and North Africa with surrealism, mainly in the artistic and intellectual circles, 
and especially after the Second World War with the examples of: the very young woman 
painter named Baya, poets Henri Kréa, Khaïr Eddine, Kateb Yacine, homosexual activist 
Jean Sénac, and Kabyle singer Taos Amrouche.
As a surrealist poet who can read French, English and Spanish, I can also offer you 
excerpts from the works of the above mentioned artists and mine.

7.D. WOMEN SURREALISTS - BATEMAN LECTURE THEATRE
Speakers: Penelope Rosemont, Alyce Mahon, Ilene Fort, Joanna Pawlik
Chair: Anna Watz

“Surrealist Women, Sex, and the Vampires of Desire: Leonora Carrington, Jayne Cortez and 
Nancy Joyce Peters and others inside the Magnetic Fields considering their both their works 
and their dark secret lives.”
Penelope Rosemont 
It is delightful to see more and more of the writings and works of surrealist women 
appearing in print, being translated into English, even being auctioned off at Christie’s for 
big bucks. They are gaining an off-hand sort of recognition. (It is now felt that women must 
be represented.) This is a step forward, undeniably. And it has been a long struggle, but 
the concentration has often focused on their individual biographies, their tragedies, their 
scandals rather than their ideas about sexuality and their relationship to the Surrealist group. 
Leonora Carrington, Jayne Cortez and Nancy Joyce Peters are and were women affiliated 
with surrealism. Their complex work demands careful attention. They are also individuals 
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with diverse inspirations, lively intelligence, an interest in experimentation and besides all 
that participants in groups that followed surrealism founded by André Breton. I plan to bring 
their ideas and inspirations to the forefront including their group participation in my talk and 
in my forthcoming book Surrealism: Inside the Magnetic Fields (City Lights Publishers).
Why did they choose surrealism? What were their alternatives? These women from strikingly 
different backgrounds met in the pages of surrealist journals and on the walls of surrealist 
exhibitions. Did their choice of this milieu inspire them to continue their work and develop 
their individual genius? Surrealism has been an incredibly productive idea. Why?

“Slaves and Suffragettes of the Whip: Women Surrealists and the Sadean
Imagination”
Alyce Mahon (University of Cambridge)
This paper considers the Surrealist movement’s great passion for the Marquis de Sade as a 
celebrant of the amatory imagination through a consideration of the art of three women 
Surrealists: Leonor Fini, Nora Mitrani, and Dorothea Tanning. I will look at Fini’s illustrations for 
Sade’s Juliette (1944) in which babies are bound and whipped, Mitrani’s collaborations with 
Hans Bellmer on a series of erotic anagrams Rose au coeur violet (1947-8) in which flesh is 
veiled and violated, and Tanning’s figurative sculptures of the late 1960s with their entwined 
or chained forms, as in De quel amour (1969), to explore their respective explorations of 
transgressive desire and the coldness of cruelty. My interest lies in the ways in which they 
advanced Surrealism’s turn to Sade in the aftermath of World War II, by exploring the 
conflicts of existence, death and life through sexual desire and terror. Theirs is a radical, 
proto-feminist, celebration of libertinism which challenges the canonical history of the 
movement and the passive role of women in it.

“Sari Dienes, The Unknown Surrealist”
Ilene Fort (Los Angeles County Museum of Art)
Sari Dienes (1898-1992, born Hungary) had a long and productive career as an artist, 
teacher, and salonniere, yet few have ever heard of her. In the history of Surrealism she is 
known only as the teacher of Leonora Carrington, and in the history of Feminism as the 
creator of snow painting. Dienes’s participation in these two movements however, indicate 
a remarkable sustained level of creativity.
In this paper, I will briefly discuss what I have so far discovered about Dienes’ early years 
as an art student and teacher in Paris and London in the decade of the 1930s, and her 
postwar work in New York City before she turned to Feminism. I intend to underscore the 
heritage of Surrealism, its ideology and techniques that initially opened Dienes awareness of 
her own personal creativity. After immersing herself in a self-directed program of philosophy 
and psychology during the late 1920s and first years of the 1930s, she traveled to France, 
where she became a modernist disciple of the Neo-Purist Amedee Ozenfant and became 
acquainted with Surrealism and other radical cultural circles. Back in London in 1936, her 
mentor hired her to manage his new school in England, the Ozenfant Academy. There 
she taught two young British women who would become Surrealists, Leonora Carrington 
and Stella Snead. That year, 1936, was also auspicious for her as the Surrealists held a large 
international exhibition in London and she was personally introduced to Max Ernst. At that 
time she also may have become acquainted with some of the British Surrealists, such as 
Anthony Penrose, who remained in her address books for years. In late 1939 Dienes was 
stranded in New York during a visit to the United States, and consequently, became one of 
the earliest European refugee artists to arrive on the shores of the Americas. She would not 
return to Europe for thirty years. She was alone in a foreign country with few acquaintances 
and little money. This unfortunate circumstance actually became her salvation, forcing 
her to become an independent woman personally and professionally. Few of her early 
works from the 1930s and 1940s remain, having suffered destruction from war, a studio fire, 
and most recently a hurricane. What exists demonstrates her entering the surrealist dream 
domain. Her dream diaries confirm her investigations. Figuration dominated her drawings 
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and oil paintings until the late 1940s. Then she began frequenting Atelier 17, which the British 
artist Stanley Hayter had transferred from Paris to New York as result of the war. Enrolled at 
the lithographic workshop, Dienes as well as many young women artists in New York City 
were encouraged to free their expressions through the concept of automatism. Some of 
Dienes’s prints dating from 1949 and a few years later demonstrate her turn to abstraction 
and new technical processes. Frottage would dominate her art for the next twenty years 
and bring her national and international attention through exhibitions at the Betty Parsons 
Gallery in New York and the Toyoko Gallery in Japan.
The remainder of my paper will survey her frottages from the first ones that reference 
traditional graveyard rubbings to the New York manhole cover transfers. With the latter she 
expanded the scale of frottages and introduced the process into public art making. During 
an extended visit to the West Coast she created a series of Hollywood rubbings of the 
sidewalk in front of Grauman’s Chinese Theater. She also studied Zen Buddhism, calligraphy, 
and Japanese. Living in Japan in 1958 she advanced her frottage technique, incorporating 
Asian philosophy into her production of huge scrolls, using a special support she invented. A 
photograph of her solo exhibition in Japan indicates she not only continued to enlarge the 
size of her environmental frottages but also to innovate gallery display.

“Sister of Alice in Wonderland: Marie Wilson, the counter-culture and surrealist psychedelia”
Joanna Pawlik (University of Sussex)
This paper explores the work of the well-travelled, California artist Marie Wilson, focussing on 
its reception in the American counter-culture in the 1960s and 70s in particular. My research 
traces Wilson’s early contact with the Parisian circle during the 1950s and the publication 
of her work in periodicals such as Le surrealism, même (1957), edited by André Breton and 
Jean Schuster, in which she was introduced as ‘Sister of Alice in Wonderland’ (a literary 
reference that was enthusiastically revived by the activists, musicians and artists interested 
in psychedelic experimentation on the West coast during the 1960s). Wilson’s work has been 
the subject of recent scholarly attention, by Victoria Ferentinou amongst others, and yet 
these welcome interventions into the artist’s postwar currency and reputation tend not to 
explore the connections between her fascination with esoterica and syncretic approach 
to non-western religions, and the American counterculture’s similar portfolio of interests. 
My paper will attempt to fill this gap by tracing the publication history and the reception of 
her work in American countercultural (surrealist) periodicals, such as Harold Norse’s Bastard 
Angel, Stephen Schwartz’s Anti-Narcissus and the flagship publication for the gay liberation 
movement on the west coast, Manroot, edited by Paul Mariah. The enthusiastic reception 
of Wilson’s work in these publications intimate a queer hermeneutics for her practice in the 
American counterculture.

BREAK10:30 - 11:00
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8.A. RETHINKING AUTOMATISM - MATRIX LECTURE THEATRE
Speakers: Josie Cray, Justin Neville Kaushall, Sarah Kislingbury
Chair: Pierre Taminiaux

“‘[O]rder and disorder’: Surrealist Collage and Collecting in Anaïs Nin’s diaries”
Josie Cray (Cardiff University)
Long before her initial meeting with André Breton in 1937, Anaïs Nin was influenced by the 
Surrealist endeavour to ‘write as one thinks, in the order and disorder in which one feels […] 
to follow the sensations and absurd correlations of events and images.’ Nin’s diaries capture 
her personal exploration of Surrealism’s relationship with psychoanalysis through their 
experimentation with, and redeployment of, surrealist aesthetics and forms.
This paper is concerned in particular with the formal link between the diary and surrealist 
collage presented in Nin’s diaries. Described as ‘compilations of loose pages which 
included diary entries interspersed with letters, ephemera, and other writings’, Nin’s 
life writing resonates with the collage aesthetics of those such as Kurt Schwitters and 
Claude Cahun. These artists assemble and mesh collected material, including addressed 
envelopes, lists, and images of the self, to offer new ways of reading the ‘debris of the lived 
life’. I argue here that Nin’s inclusion of letters, lists, books reviews, pictures, drawings, and 
dream diaries expands previous definitions of the diary and allows the form—through its 
deployment of collage features—to be read as a process of continuous accumulation, 
curation, and representation rather than a static “final” product. By focusing on Nin’s 
inclusion of ‘dream journal’ entries alongside drawings and sketches, I position the diaries in 
the context of a broader surrealist preoccupation with psychoanalysis, collage aesthetics 
and representations of the fragmented, plural self.

“Utopian Spontaneity: Adorno’s Concept of Mimesis and Surrealist Automatic Writing”
Justin Neville Kaushall (University of Warwick)
Adorno’s concept of mimesis relies on the concept of expression. Yet he does not explain 
how mimetic comportment evokes the expression of utopia as nonidentity. That is, Adorno 
is unable to give a satisfactory account of the utopian impulse: its genesis and its validity. 
The Surrealists may provide an account of this utopian impulse, through their research on 
automatism. Because mimesis is, in a society that functions as a totality, directed at reified 
life, it is unclear how mimetic expression might negatively model freedom rather than 
suffering. In this paper I argue that the Surrealist concept of automatic writing may show 
a way that mimetic comportment may attain proximity to unconscious processes while 
negatively imitating freedom. In automatic writing,
materiality demonstrates that it possesses agency.  Such agency appears in the 
spontaneous affinities between images in Surrealist poetry, and in the work’s capacity 
to register historical sedimentation unconsciously. The spontaneity of automatic images, 
and the sensitivity of the process of automaticity, demonstrates a model of non-subjective 
freedom that does not involve violently mastering nature.
Thus the mimetic subject might gain an understanding of the processes within materiality—
its spontaneous and dynamic motion—through engaging with automatic writing. In 
this way, we may realize certain affinities between Adorno’s version of Critical Theory 
and Surrealist art and revolution. I develop my argument through examining Breton and 
Soupault’s The Magnetic Fields.

“Fargue, Photography and Gauging Surrealism’s Atmosphere”
Sarah Kislingbury (Princeton University)
A decade after André Breton claimed that Léon-Paul Fargue was surrealist only “dans
l’atmosphere”, Fargue’s name reappeared in the sixth issue of Minotaure. Preceding Hans 
Bellmer’s “Poupée” and Dr Lotte Wolf’s “Révélations psychiques de la main”, Fargue’s 
prose poem “Pigeondre” would seem to resonate with what Jean Starobinski might call the 
issue’s “rythme souverain”. Nevertheless, Fargue’s essay and Brassaï’s photo of interlocking 
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hands suggest a series of ambiguous relationships between the author and surrealism, 
between farguien poetics and avant-garde photography. When in 1930, Fargue’s Banalité 
was re-published as an illustrated luxury edition under André Malraux, the work, illustrated 
with photographs and “réogrammes”, seemed to resonate with and reappropriate poetic 
imagery and photographic techniques valued by the surrealists. If, as Mourier-Casile 
notes, publications like La N.R.F shaped public reception of surrealism through works of 
ex-, para- and “orthodox” surrealists, this paper examines how Fargue’s vagrancy in and 
around surrealist publications seems stand as a gauge for the tension between various 
authors and publishers engaged in and opposed to surrealism. By looking closely at 
“Pigeondre” alongside Banalité and Minotaure, this paper looks specifically to situate the 
surrealist gesture of photo-illustration within a larger editorial movement of the 1930’s and 
show how poetic and photographic discourses manifested themselves across illustrated 
luxury publications. It will be shown how, through his engagement with materiality and 
abstraction, humor and the uncanny, saturation and a “flou referentiel”, Faruge became a 
figure intriguing to Breton and Malraux, Brassaï and Roger Parry and how figures inside and 
outside surrealism negotiated shared poetic and photographic aesthetics.

8.B. FILMS IN TRANSFIGURED TIME - CONSTANTINE LEVENTIS ROOM
Speakers: Lea Petrikova, Kathryn Floyd, Judith Noble
Chair: Tilly Craig

“Surrealism in Sandoz Arthouse Films”
Lea Petrikova (Film and TV School of Academy of Performing Arts)
The paper discusses surrealist aspects of arthouse films produced by the pharmaceutical 
company Sandoz. The Sandoz laboratories, founded in 1886, were the first to synthetize 
LSD and engaged in its research and production until as late as 1960s, the period during 
which the films under question were produced. Since the end of 1950s, the company 
even featured a specialized institution, Cinémathèque Sandoz, which was in charge of 
the production of specific artistic works with fine arts qualities. Cinémathèque Sandoz 
brought together a group of remarkable personalities – e.g., the man of letters and fine 
artist Henri Michaux, the director Éric Duvivier, the nephew of Julien Duvivier, or the 
director Jean-Daniel Pollet – and thus created, from the both period and contemporary 
perspective, a unique platform for the production of arthouse films. The paper introduces 
an interdisciplinary exploration of the surprising, yet underresearched phenomenon 
of film history, which combines seemingly inconsistent fields, such as surrealist film, 
pharmaceutical industry, and the production of LSD.
The paper draws on thematic analysis of selected Sandoz films with regard to the topic of 
altered states of consciousness thematised in films in relation to the production of
psychoactive drugs. Surrealist formal and thematic aspects will be illustrated with the 
example of Éric Duvivier’s film La femme 100 têtes, a film adaptation of Max Ernst’s famous 
collage novel. The paper is based on the archival research in the Novartis company film 
archives using thematic and aesthetical analyses alongside the interdisciplinary research 
of the Sandoz company history and the social-political context of the psychoactive drugs 
production.

“George Melly Takes a Walk: Or, an Exhibition on the Way to an Exhibition”
Kathryn Floyd (Auburn University)
George Melly’s 25-minute documentary-cum-memoir-cum-exhibition “The Journey” 
or The Memoirs of a Self-Confessed Surrealist (1978) begins on a busy London street. As 
a voiceover informs us that we’re joining Melly, the British artist, writer, musician, and 
surrealist, on a “curious journey,” four figures in animal masks emerge from a shop. The 
camera cuts to René Magritte’s La Bonne Aventure (1938) depicting a dark house of 
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moon and stars, followed by an image of Man Ray’s Indestructible Object (1964). As the 
metronome marks out time, Melly intones André Breton’s words: “the marvelous is always 
beautiful...” An alarm clock sounds as the camera pulls back from Magritte’s The False 
Mirror (1928) to reveal Melly in bed, opening his eyes. His day, and with it, our surrealist 
journey, begins.
Broadcast on the BBC television show Arena, Melly’s short film charts his walk, with 
surrealist detours and uncanny side trips, from his north London flat to the Hayward 
Gallery’s exhibition Dada and Surrealism, Reviewed. Curated by David Sylvester and 
Dawn Ades, the blockbuster show also included Melly’s contribution on the contemporary 
resonances of Surrealism. As he walks to the exhibition, Melly recounts Surrealism’s 
history and his relationship to it, while making crank calls, encountering a punk band, 
and stopping by E.L.T Mesens’s old apartment. Punctuated with still images of Surrealist 
artworks, the footage of Melly’s journey interweaves the everyday world of 1970s London 
with a televised “museum” of images, to create, I argue, an unusual “exhibition” on the 
way to an exhibition.

“Letting the Light of Another World Gleam Through – some synergies in the work of Maya 
Deren and Dorothea Tanning”
Judith Noble (Plymouth College of Art)
Film maker Maya Deren (1917- 61) and painter Dorothea Tanning (1910 - 2012) were both 
active in the circle of artists which gathered around the émigré Surrealists in New York 
between 1942 - 6. During this period Deren made a series of short films which initiated 
the US film avant-garde of the 1940s and 50s and Tanning made figurative paintings 
identified as surrealist before leaving New York with her partner Max Ernst in 1946. Deren 
and Tanning knew each other: they were part of the same friendship group and Tanning 
participated in Deren’s film, Ritual In Transfigured Time (1946).
Here I explore in detail imagery common to the work of both artists. Tanning’s repeated 
use of complex series’ of doors slightly ajar with light shining through them in paintings 
including Birthday (1942) and Eine Kleine Nachtmusik (1943) is mirrored very closely in 
Deren’s films At Land (1944) and Ritual In Transfigured Time (1946). Tanning’s Max In The 
Blue Boat (1947) displays an extraordinary similarity to a scene in At Land in which chess 
pieces, directed by a male magician, take on a life of their own. Tanning’s use of multiple 
reflections (The Mirror, 1951) echoes Deren’s photographic portraits.
I compare Deren and Tanning’s use of a series of imagery: doors, doors ajar, multiple 
reflections and the chess game. Both artists were present in their own work and used 
highly-gendered self-portraiture to explore aspects of their own interiority and female 
identities. How did these artists use parallel imagery to make visions of their inner worlds 
manifest in the everyday?

8.C. PARIS-NEW YORK - KOLADE ROOM
Speakers: James W. McManus, Alice Ensabella, Sandra Zalman
Chair: Kristoffer Noheden

“Maria Martins: Amazon/New York/Paris -Transatlantic Adventures – Surrealism in the 
1940s”
James W. McManus (California State University Chico)
The decade of the 1940s witnessed Surrealism’s transatlantic adventures from Europe 
to the Americas and back again. In that scenario New York City became an important 
host to a myriad of artists and intellectuals driven from Nazi occupied Europe; Surrealists 
important among them’ Two artists; Maria Martins and Isabelle Waldberg, are singled out 
for this study. This paper considers the brief period of 1941 to 1947 in the longer careers of 
the two artists. Different circumstances shaped their separate pathways, drawing them 
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to New York City, where both found themselves drawn to the Surrealist circle gathered 
around André Breton and Marcel Duchamp.
In 1946, with the end of the war, the scene shifted back to Paris where Martins and 
Waldberg made significant contributions to the 1947 Exposition Internationale du 
Surrealisme organized by Breton and Duchamp.

“Surrealist masterpieces from Paris to New York. The Breton/Eluard/Barr/Matisse Affair in 
1935”
Alice Ensabella (Université de Grenoble)
As it’s common knowledge, it is at the beginning of the Thirties that Surrealism finds its 
international way, in particular in the US. This passage between Europe and United States 
takes place from 1931, the circulation of Surrealist artworks anticipating the physical 
migration of the artists during World War II. In this moment, both André Breton and Paul 
Éluard started, for financial issues, selling pieces of their impressive private collections. 
These two collections, displayed in the Surrealist frame of their houses, the atelier in the 
rue Fontaine and the house in Eaubonne (decorated by Ernst), gathered some of the 
main masterpieces of early Surrealist art that found in the American raising interest for 
Surrealism the perfect buyer.
This paper aims to shed new light on the consideration of Éluard and Breton’s private 
collections as primary “sources” for the circulation of early Surrealist artworks in the 
United States and therefore for the diffusion of Surrealist aesthetics. The case of the purchases 
by Alfred J. Barr and Pierre Matisse from the Breton and Éluard’s collections is particularly 
interesting. Both in Paris in summer 1935, Barr looking for Surrealist works for his exhibition in 
1936 at MoMA, Matisse looking for paintings by Giorgio de Chirico, for the solo show planned 
in his gallery in November 1935, the dealer and the director of MoMA bought landmark works 
from the Surrealists’ collections. These acquisitions will be tracked and retraced through 
Eluard’s letters to Gala and through the correspondence between Éluard and Matisse 
(Morgan Library, NY).

“Rainy Taxi at the Museum: The Disruption of Surrealist Installation”
Sandra Zalman (University of Houston)
In 1968, William Rubin curated the major exhibition Dada, Surrealism and Their Heritage at 
the Museum of Modern Art. Rubin aimed to trace current art back to Dada and Surrealism, 
purposefully historicizing contemporary practice while proposing a clear lineage of modern 
art. In this regard, Rubin’s exhibition was part of MoMA’s recent decision to emphasize the 
history of modern art, ceding the emerging trends of ‘the contemporary’ to galleries and 
alternative spaces. Retreating from the role it had once played as a laboratory, MoMA now 
embraced its institutional power as an arbiter of art history.
Reviewers roundly criticized MoMA for attempting to drain the lifeblood from Dada and 
Surrealism, movements which had never been exclusively (or even primarily) aesthetic. 
However, one object escaped this criticism: Salvador Dali’s reconstructed Rainy Taxi 
(1938/1968). Installed in the Museum’s garden, Rainy Taxi embodied the dual temporalities 
that the exhibition struggled between – it was both historical and contemporary – but most 
importantly, it involved viewers in the surrealist experience that was absent elsewhere in the 
exhibition.
This essay examines the intrusion of Surrealist display techniques as embodied in Rainy 
Taxi. While MoMA wrestled with its relationship between the history of the modern and the 
currency of the contemporary, Dali’s work plays with temporality in more specific ways. Rainy 
Taxi’s 1968 re-incarnation embedded within it the dynamic display practices of the Surrealist 
exhibition in 1938 and Dali’s amusement at the 1939 World’s Fair. MoMA’s garden was perhaps 
the most traditional venue Rainy Taxi was shown in, but it may also have been its most 
successful. Set against, but just outside, the boundaries of the museum, Rainy Taxi initiates a 
broader discussion of the place of the museum in making history, and the continued power of 
Surrealist installation to disrupt any pretense of the neutrality of exhibition.
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8.D. THINKING NATURE - BATEMAN LECTURE THEATRE
Speakers: Melanie Nicholson, Marie Arleth Skov, Vicent Santamaria Mingo
Chair: Kirsten Strom

“César Moro’s Surrealist Bestiary”
Melanie Nicholson (Bard College)
César Moro, a Peruvian poet and painter born in 1903 in a city he would come to call “Lima 
la horrible,” was not only the first Latin American to participate directly in the French surrealist 
movement, but also a steadfast defender of surrealist thought and practice throughout 
his life. Living as an outsider in Paris in the 1920s and later in Mexico City, Moro occupied 
a space of perpetual estrangement. His refusal to conform to the social, sexual, linguistic, 
and aesthetic conventions of his time found in surrealism a language—both textual and 
visual—that allowed him to explore alternative modes of being. Having adopted French as 
the preferred language for his poetic production, Moro wrote only one collection of poetry 
in Spanish, La tortuga ecuestre. This eccentric and even hermetic book explores subjectivity 
by dissolving the boundaries between human and animal existence, by decrying human 
bestiality even as it exalts animal instinct. The exploration of animal sensibility by means of 
surrealist juxtapositions—with the unlikely “equestrian turtle” serving as the emblematic 
image—allows Moro to subvert the human paradigms of political power, heterosexuality, and 
rational thought. The procession of creatures that marches through the pages of this strange 
bestiary (in which more than seventy animals are mentioned) is vivified in a language that 
not only names the animals, but also gives them movement and voice in the creation of what 
critic aptly calls “una éxtasis vital.” In this paper I argue that Moro’s La tortuga ecuestre, along 
with other fragments from his poetic production, marks a distinctive rendering of the surrealist 
animal.

“Female Sexuality in the Work of Surrealist Women: Flora and Fauna Symbols”
Marie Arleth Skov (University of Leipzig)
Much has been written about how male surrealist artists depicted the female body, about 
the muse, about amour fou and taboo, about Anima and Animus, Eros and Thanatos, 
mannequins and Marquise de Sade. In Surrealism, the feminine is spun both in admiration 
and misogyny, recognition and objectification, and the feminine is, as Alyce Mahon puts 
it, “the path and the space for revolt” (Surrealism and the Politics of Eros, 2005); a contrast 
to patriotism and rationalism. In their focus on the female body, male surrealist artists 
ambiguously celebrated the sexual power and the “sorcery” of the feminine. Such an 
understanding is not contradicted, yet nonetheless expressed differently in the way surrealist 
women depicted the female body and female sexuality: here, “nature” is often engaged as 
a concept, through flora and fauna symbols. Through diverse biological metamorphoses of 
the female body, qualities of the unsubdued, the feral, are visualized. In short-analysis of both 
prominent and lesser-known artworks by surrealist women, this paper presents examples: In 
Meret Oppenheim’s Fur Gloves (1936) and Leonor Fini’s Sphinx (1954), we see juxtapositions 
of females and felines, whereas seashells, roots, leaves, and arboreal creatures play a key 
role in Elsa Thoresen’s The Face of the Beach (1939) and Rita Kernn-Larsen’s The Women’s 
Uprising (1940), the latter considered as pornographic by art critics at the time. In contrast 
to the artificiality of dolls, dummies, or porcelain busts, these works emphasize organic and 
animalistic materials and forms, and thus consciously and confidently link female sexuality 
with nature’s domain.
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“Lo Que Dalí Debe a la Naturaleza”
Vicent Santamaria Mingo (University of Barcelona)
Hace ya algunos años tuvo lugar una excelente exposición sobre Dalí y las revistas 
organizada por la Fundación Dalí de Figueras. Ni en dicha exposición ni en el catálogo 
que la acompañaba se mencionaba en ningún momento el célebre semanario francés 
La Nature, una revista de vulgarización científica que empezó a publicarse en 1873. Como 
es sabido, dicha publicación fue un referente para los surrealistas que la tomaron como 
modelo de La Révolution surréaliste (1924-1929) y se aprovecharon de ella tanto para la 
confección de sus producciones literarias (por ejemplo Éluard y Breton) como plásticas 
(preferentemente Max Ernst). Dalí no fue menos, y a partir de 1933 encontramos diversas 
imágenes procedentes de esta revista. El pintor catalán se sirve de ellas de diferentes 
maneras. Las introduce en sus obras a la manera de “papiers collés”, las traslada a sus 
pinturas copiandolas o simplemente las utiliza como ilustraciones de sus textos literarios. En La 
Nature Dalí también pudo instruirse sobre las ilusiones ópticas, la figuras dobles o los paisajes 
antropomórficos.
Aprovecharemos esta ocasión para comentar la manera que Dalí tenía de trabajar a partir 
del material ajeno, algo que la posmodernidad entendió perfectamente como un ejercicio 
legítimo de intertextualidad pero que no siempre fue así, ya que a los pocos años de regresar 
a España, después del exilio americano, Dalí fue acusado de plagiario por el hecho de 
apropiarse de las imágenes de otros artistas.

LUNCH

9.A. COLLAGE AS CRITIQUE - MATRIX LECTURE THEATRE
Speakers: Miguel Escribano, Vassiliki Rapti, Marine Furet
Chair: David Hopkins

“Outsider/Insider Surrealism in Sweden: the collages of Max Walter Svanberg and Margit 
Hagenfeldt-Engdahl”
Miguel Escribano (University of Essex)
“The Surrealism somewhat unfairly called into question here is that of Max Walter Svanberg. 
Still, what could be a more worthwhile Surrealist pursuit than to call into question that which 
is unquestionable. Svanberg was a Surrealist in spirit and officially, too, participating in 
important international Surrealist exhibitions with the stamp of approval of André Breton, 
after working with C.O. Hultén to establish Surrealism in Sweden from the 1940s.
The point of my presentation is to highlight the problematic nature of this slightly late, 
deliberate project to kick-start Surrealism in Scandinavia.
I would like to do this by comparing a series of collages that Svanberg made in the 
1960s with apparently very similar works produced at the same time (coinciding with 
the Enchanted Domain exhibition in Exeter in 1967) by the little known, but enormously 
productive, Swedish artist Margit Hagenfeldt-Engdahl. In materials, technique, 
composition, format and even framing, Svanberg’s collages stand apart from the rest of 
his work, but they are typical of collages that Hagenfeldt-Engdahl made from the 1920s to 
the year of her death in 2005.
While Svanberg’s collages are packed with recognisably Surrealist tropes – clocks; erotic 
or pornographic images; Ernstian, hybrid, bird-headed women – Hagenfeldt-Engdahl’s 
are absolutely personal – the images she selected and juxtaposed emerge from and 
evoke a personal dream and fantasy world of lived memories and emotions.
“When is a Surrealist a Surrealist?”
“When she’s not a Surrealist.”

12:30 - 13:45

SESSION 9
14:00 - 15:30

58



“Beyond ‘Convulsive Beauty’: Aube Elléouët-Breton’s ‘Romantistiques’ Revolt Against Her 
Father”
Vassiliki Rapti (Emerson College)
Aube Elléouët-Breton, the daughter of André Breton and Jacqueline Lamba, brings a new 
aesthetics to Surrealism through her collages. According to Gloria Feman Orenstein, her 
“surrealist vision of beauty is less ‘convulsive’ than that of her father.” Instead, her own 
artistic language – such as her self-proclaimed collages ‘Romantistiques’ are closer to an 
eco-surrealism. By tracing the intimate ways she was influenced by Surrealism, including 
her father’s address to her in Amour fou and her mother’s lasting influence as a visual 
artist but also Frida Kahlo’s enduring influence from her stay at her home in Mexico with 
her mother in 1943 when she was nine years old, this paper argues that Aube Elléouët-
Breton inaugurates a “new generation of Surrealists” that foregrounds a more gentle 
imagery that opposes her father’s violent imagery and is rooted in nature. In her collage 
“La Ciudad Sumergida,” for example, a statue of a woman, several birds, and a galaxy 
coexist creating a soothing effect to the viewer’s eye and is evocative of a free-flowing 
expression of the mind. Aube Elléouët-Breton thus redefines the principle of Surrealist 
beauty for the sake of an ecofeminism.

“Natural Collage in Angela Carter’s ‘Penetrating to the Heart of the Forest’”
Marine Furet (Cardiff University)
This paper considers how Angela Carter’s speculative tale, ‘Penetrating to the Heart of 
the Forest’, included in her first short story collection, Fireworks: Nine Profane Pieces (1974), 
redeploys the collage form to ecocritical ends. The tale’s two child protagonists, Madeline 
and Emile, go about creating a map of their home forest, using the natural elements 
within their reach – ‘webs of feathers of the birds they found there’, ‘pressed flowers’, 
‘garlands of real leaves’ (Burnings Your Boats, 62). Firstly, the collecting of natural objects 
in a collage punctures the children’s father’s Rousseauesque wish to raise his children 
outside civilisation. It also turns nature into a resource and sentences it to withering. The 
gallery of fantastic plants portrayed in the second half of the tale, however, invites a re-
reading of this composite object.
As noted by David Banash, it would be naïve to imagine that ‘the artistic act of 
appropriation completely transforms the materials that the artist has chosen to cut up’ 
(2004), and the titular South American forest of the tale is similarly playing tricks of its 
own. Secondly, the collaged map constitutes an example of the way in which Carter 
used speculative fiction to question surrealist epistemology and to trouble the boundary 
between nature and culture, evoking the work of Meret Oppenheim (Object, 1936), 
for example. Thus, the cut-up map imagined by Carter also displays an intermedial 
dimension, which I here reframe and expand upon through Carter’s exploration of 
Surrealist aesthetics. In so doing, I contribute to recent discussions (Watz 2016, Dimovitz 
2016) on Carter’s affinities with the Surrealist movement.

9.B. ROMANTICISM’S PREHENSILE TAIL - CONSTANTINE LEVENTIS ROOM
Speakers: Léa Nicolas-Teboul, Will Atkin, Roger Rothman
Chair: Florian Stadtler

“Benjamin Fondane critique du surréalisme”
Léa Nicolas-Teboul (Independent Scholar)
Benjamin Fondane, poète juif roumain, d’abord proche des avant-gardes en Roumanie 
est généralement tenu pour un adversaire du surréalisme. Arrivé en France en 1923, il 
se rapproche de Léon Chestov et contribue à élaborer une philosophie existentielle 
religieuse après la mort de Dieu. Cependant, Fondane a entretenu une forme de 
dialogue fécond quoique conflictuel avec le surréalisme, comme en attestent ces 
grands ouvrages des années trente, Rimbaud le voyou et Le faux Traité d’Esthétique, 
ainsi que son admiration continue pour la poésie de Tzara, et ses liens maintenus avec les 
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peintres roumains surréalistes (Brauner, Hérold). Fondane critique toute subordination au 
politique, tout progressisme qui semblent marquer le projet avant-gardiste mais il pense 
la poésie comme activité vitale, devant être rendue à une vie non-séparée. Cette affinité 
conflictuelle peut permettre d’éclairer l’œuvre de Fondane autant que poser un certain 
nombre de questions au surréalisme – la poésie comme forme de connaissance ; le « 
problème de la poésie » ; l’héritage du romantisme – compris comme ce que Bataille 
appelait le « grand surréalisme ».

“Surrealism’s Enchanted War: Romanticism and Resistance Under Occupation,
1940-1945”
Will Atkin (University of Nottingham)
This paper explores the motives underpinning the seemingly unlikely revival of German 
Romanticism led by the Surrealist Group in Nazi-occupied France during WWII. Building 
upon recent scholarship that has begun to investigate the conceptual overlaps 
between Surrealism and Romanticism, the paper considers the more specific context of 
Romanticism’s reception and treatment as a discourse of resistance in occupied/Vichy 
France. While academic appraisals of Surrealism’s American ‘exile’ are numerous and 
wide-ranging, scholarly discussion of the movement’s underground, uncoordinated, 
and unofficial manifestations in occupied France has been limited. Within this discussion, 
the striking extent to which these new manifestations of the movement coalesced 
around German Romanticism has so far been overlooked. The paradox of Romanticism’s 
unilateral appeal to surrealists and Nazis on opposite sides of the conflict highlights the 
need for a more rigorous appraisal of the Romantic movement’s cultural and political 
legacies in the twentieth century. In this regard, in its broader conceptual points, this 
analysis rails against Isaiah Berlin’s highly influential account of Romanticism as the 
proving ground of twentieth-century fascism. In presenting the wartime activities of a 
diverse constellation of translators, writers, and artists linked to Surrealism, the paper seeks 
to reconsolidate the close connection between Romanticism and resistance that was 
upheld by the dispersed surrealist community under occupation. As the title indicates, this 
discussion foregrounds a theoretical evaluation of the international surrealist community’s 
later recourse to a critical terminology of ‘enchantment’ (celebrated in exhibitions in New 
York and Exeter during the 1960s), by addressing
its Romantic origins.

“Neither Past nor Present: Dali and the Aesthetics of Anachronism”
Roger Rothman (Bucknell University) 
In “On the Use and Abuse of History for Life,” Nietzsche interrogates the historical impulse 
for signs of both vitality and pathology. He identifies three modes: the monumental, the 
antiquarian, and the critical. All three have their utility, but only in small doses. Monumental 
histories ennoble us, but in excess they deludes us; antiquarian histories root us, but in excess 
they make us complacent; critical histories engender innovation, but in excess they make 
us disdainful. Nietzsche proposes several solutions. The first is simply to maintain a careful 
balance among the three. The second, more radical, solution to lies in the “unhistorical,” 
in the power of forgetting the past altogether. Much of Surrealism’s fascination with the 
art of “primitives,” children, and the mentally ill can be understood as an affirmation of 
Nietzsche’s contention that joyful life stems, at least in part, from this particular liberation 
from history. Nietzsche’s text includes a third solution, one in which the vitality of the present 
is arrived at from the direction, from a superabundance of historical engagement. To live 
“superhistorically” is to live with the past (and, with it, the present) as a jumble of fugitive 
and contingent events. This paper will argue that Salvador Dali developed a conception 
of art’s history that most resembles Nietzsche’s superhistorical perspective (and deployed 
this history in his work), and that Dali’s insistent anachronicity functioned as the inverse of 
the unhistorical art of children and the mentally ill that formed the core of most Surrealist 
discourse. 
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9.C. PETER BARKER AND JUDITH NOBLE INTRODUCE THE WORK AND LEGACY OF JOYE HIGGS - 
BRITISH SURREALIST ARTIST  

9.D. METHODS OF DOCUMENTING SPACE - BATEMAN LECTURE THEATRE
Speakers: Michael Eades, Margaux Van Uytvanck, Krzysztof Fijalkowski
Chair: Felicity Gee

“A Day In A Dream House: Documenting The ‘Research Laboratory’ of Iona and Peter Opie”
Michael Eades (University of London)
In December 2018 I undertook a one-day project documenting the empty house of Iona 
Opie. This writer, ethnographer and folklorist (my grandmother) was the author of works 
including The Lore and Language of Schoolchildren and the Dictionary of Superstitions. 
From the 1960s until her death in 2017 she lived and worked in the same house in Liss, 
Hampshire where she created a hermetic ‘research laboratory’ used by herself and her 
husband, Peter.
The Opie house was both a family home and an archive of international importance. It 
contained an extensive archive of childhood ephemera, folkloric artifacts, and a private 
toy museum. When I conducted my project, however, it was in a state of dilapidation, 
waiting to be cleared and sold/re-housed.
The Opies are not often mentioned in the context of Surrealism. Writers such as Marina 
Warner (2001) and Ben Highmore (2006) have noted connections, but the extent to which 
their studies of the rituals of childhood, myth, folklore and superstition, intersect with core 
obsessions of Surrealism remains under-examined.
In this paper I will explore this hitherto neglected ‘Surrealism’ both in relation to the Opies’ 
work and their working environment. In doing so I will reflect more broadly on ideas of 
domesticity and the ‘Surrealist home’. Finally, I want to reflect on my one-day project itself 
as a Surrealist act of research-practice. I will explore the critical perspectives deployed 
in this personal journey through the Opies’ house of collections and archives, their 
abandoned research laboratory.

“The rue Saint-Jean in Brussels: In the footsteps of the Post-War Surrealists (1945-1970)”
Margaux Van Uytvanck (Université Libre de Bruxelles)
This paper proposes an original contribution to the study of Post-War Surrealism in Brussels 
by focusing on one particular street: the rue Saint-Jean. This street, located in the historic 
center of Brussels between the Mont des Arts and the Grand’ Place, was a hotbed of 
(para-)Surrealist activities in the decades following the Second World War. Interestingly, 
this street brought together, both artistically and geographically, several artists who 
had been active in the Brussels Surrealist circles before and during the War but had 
subsequently separated into different groups. In the rue Saint-Jean, the “elders” of the 
Brussels Surrealist group (like René Magritte and Marcel Lecomte) regularly crossed paths 
with young “up-and-comers” (like Christian Dotremont, Marcel Broodthaers and Jacques 
Lacomblez) in the cafés and restaurants that lined the street and its neighboring place 
Saint-Jean. The cafés of the rue and place Saint-Jean often served as backgrounds for 
intimate portraits by photographer Georges Thiry, who became the unofficial portraitist of 
the Brussels Surrealists. Other popular spots included a second-hand bookshop and an art 
gallery showing art by the Fantasmagie group, places which have never been studied in 
Surrealist literature before.
The goal of this paper is to bring to life the Surrealist past of this little street with the help of 
historical documents and photographs as well as testimonies of people who participated 
in its artistic activities.
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“Destruction of a Map: Surrealist networks and cartographies”
Krzysztof Fijalkowski (Norwich University of the Arts)
In March 2003 the international surrealist movement sent a Surrealist Ultimatum to George 
W. Bush just before the invasion of Iraq, revoking his authority and giving 48 hours’ notice 
to quit the United States. Accompanying it was the 1978 collage Destruction of a Map by 
Haifa Zangana, an Iraqi writer, artist and activist who participated in surrealist collective 
activity after her move to Britain in the 1970s. A map over-run by hordes, Destruction of a 
Map continues a history of surrealist cartography going back to the well-known Le Monde 
au Temps des Surrealistes published in Variétés in 1929. With its seismic adjustments to 
cities, countries and continents, this first map had set surrealism’s world view at a cross-
current between the morphology of place and an ethical-political geography.
Representations of surrealism’s local and global networks form a second strand of this 
outlook. A spread in Minotaure, ‘Surrealism Around the World’, featured an array of 
surrealist publications from 20 countries, and the motif of the network appears repeatedly 
in surrealist paintings and installations of the 1930s and 1940s, embodying surrealism’s 
connectedness and magic communication. One telling experiment is the series of 
sculptures by Isabelle Waldberg made in New York in the 1940s. Inspired partly by the 
‘stick chart’ navigation objects from the Marshall Islands (Micronesia), these fragile works 
enact a morphology of line, object, network and map that help consider surrealism’s 
trans-national stances, its ethical aspirations at a global scale, and the intimacy of 
communication and myth.

9.E. POETRYREADINGS - PEARSON ROOM

BREAK

10.A. SURREALISM AND MUSIC: NEW HISTORIES - MATRIX LECTURE THEATRE
Speakers: Kristin Van den Buys, Caroline Potter, Kirsten Strom, Steven Harris
Chair: Jeffrey Hogrefe

“Moi, je suis musicien, E.L.T Mesens as a musician (1919-1927)”
Kristin Van den Buys (Royal Conservatory of Brussels)
In the end of 1920s and the 1930s Brussels became an important centre of musical 
modernism. For example, the first performances of Strawinsky’s Psalm Symphony (1930), 
Prokofiev’s Le joueur (1929) and Alban Bergs Wozzeck in a French translation (1932) serve as 
testimonies of the city’s high status comparable to other major European centres of modern 
music. Brussels created a unique platform for French, German and Russian modernism.
This paper is part of a broader research on modernistic music in Brussels and Antwerp 
between 1919 and 1940, based on a quantitative and qualitative analysis of historical data 
sources collected and centralized in relational database (ca. 5.000 records relating to 
Belgian modernism, including ca. 1000 articles of ca. 30 Belgian Journals in Arts, ca. 2000 
Brussels concerts, letters, documents of archives of composers, directors, musicians…) Thanks 
to this relational database it is possible to gain insights in the rise and fall of modernistic music 
in Brussels and Antwerp in the interwar period (the advent (1920-1927), growth (1927-1932), 
decline (1933-1936) and the revival (1936-1939)).
As a composer, music critic (French and Flemish publications between 1921-1927) and 
concert organizer E.L.T. Mesens played an important role in the rise of modernistic music in 
Brussels and Antwerp from 1919 until 1927, before turning himself towards Fine Arts. This paper 
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will give insights in the musical carrier of E.L.T. Mesens by analysing his compositions, writings 
(letters and articles), concerts he organized and networks he developed with national and 
international avant-garde scenes. To what extend did E.L.T. Mesens’ surrealism find its roots in 
his music?

“Explosante-fixe: surrealism in Pierre Boulez’s early works”
Caroline Potter (University of London)
It has long been assumed that music played no part in the French surrealist movement, 
mainly because André Breton, the chief polemicist of the movement, had no interest in music. 
But composers paid no heed to Breton’s view: there are intriguing links between French 
music and surrealism in the 1930s and 40s, arising within a cultural context where surrealism, 
ethnography and the emerging discipline of ethnomusicology were closely related.
This paper will show how contemporary intellectual trends in France, and specifically
surrealism, had a crucial impact on Pierre Boulez in his formative years (1945-48). Boulez 
carried out research at the Musée Guimet, considered a career as an ethnomusicologist 
and remained close to key figures in the movement. He was also a voracious reader: much 
work has been done on the importance of Char and Mallarmé to Boulez, as he set texts by 
them both, but the vital impact of Artaud’s and Breton’s ideas on his early work has been 
under-researched. While Boulez is often considered a forbiddingly cerebral composer, largely 
because musicologists have focused on the serial construction of his works, this coexists 
with a turbulent, violent energy. And for Boulez, serially-derived processes are inseparable 
from the concepts of chance and accident: Boulez’s interpretation of ‘chance’ differs from 
its standard English meanings but rather should be related to surrealist aesthetic notions of 
automatism. Boulez used ‘explosante-fixe’, a partial quotation of Breton, as the title of several 
related works, and I will show how the concepts of explosion and stasis coexist in his music 
from his earliest years.

“Dark Entries: A Love Story”
Kirsten Strom (Grand Valley State University)
In 1965, Patrick Waldberg published the English-language anthology Surrealism under the 
auspices of Oxford University Press. Six years later, or thereabouts, a twelve-year-old boy 
named Alistair brought his paperback copy of the book to cricket practice in Northampton. 
He showed the book to his friend David, upon whom it made quite an impression. David 
later enrolled in Northampton’s Nene College of Art, and in 1978, he attended the London 
exhibition “Dada and Surrealism Reviewed.” He also formed a band with his fellow art 
students, a band called Bauhaus, who would launch the subculture known as goth with the 
1979 release of their debut single “Bela Lugosi’s Dead.” In 1987, or thereabouts, a high school 
student in the suburbs of Chicago was first introduced to the term “Exquisite Corpse” while 
listening to a very strange five-part song on Bauhaus’s third album The Sky’s Gone Out. She 
saw a painting by Paul Delvaux on the cover of their single “Dark Entries,” and she listened 
to a musical interpretation of Antonin Artaud’s descent into madness on their fourth album 
Burning From the Inside. She checked out books from her high school library on the paintings 
of Salvador Dalí to learn more about the referent in the name of the Bauhaus spin-off band 
Dali’s Car, and she surreptitiously looked at the pictures in this book while sitting in her boring 
chemistry class. The high school student later earned a PhD and became a scholar of 
Surrealism, but she never forgot where she first learned of these things, and in 2016, she invited 
Alistair’s friend David to come to her University as a visiting artist to speak about the influence 
of Surrealism on Bauhaus and the dissemination of its ideas into English popular culture. She 
thinks now would be a good time to tell you what she learned.
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“Pataphysics and Surrealism in Alabama”
Steven Harris (University of Alberta)
A number of undergraduate students at the University of Alabama in Tuscaloosa began 
jamming together in 1970, and were joined by others both inside and outside the university 
over the next several years, some of whom were music students though most were not. 
Many of the individuals in this loose collective, which soon called itself Raudelunas, also 
wrote and made art. Alfred Jarry and pataphysics were principal points of reference for 
these individuals, whose activities culminated in two exhibitions on the university campus 
in 1974 and 1975, and a performance that has been immortalized on a recording entitled 
Raudelunas ’Pataphysical Revue, first issued in 1975 and several times since. A number of 
the individuals involved in Raudelunas became interested in surrealism, as a result of the 
affinity they perceived between automatism and improvised music; when they moved to 
Birmingham in 1978, they began to publish as Glass Veal, and were active as a collective 
until the late 1990s as writers, artists and musicians. Their work appeared in exhibitions 
and publications of the international surrealist movement from the late 1970s to the early 
1990s, though this material is hardly known. My paper will focus primarily on Glass Veal’s 
understanding of the relation between automatism and improvisation. Its members, 
particularly Davey Williams and LaDonna Smith, were pioneers both in the field of improvised 
music itself and in the articulation of this relation between improvised music and surrealism, 
which has been taken up by several surrealists and composers since.

10.B. TRANSNATIONAL RECEPTIONS - CONSTANTINE LEVENTIS ROOM
Speakers: Liudmila Pradivlianna
Chair: Felicity Gee

“Irrational Logic and Images of the Unconscious in the Surrealist World of the Ukrainian 
Poets”
Liudmila Pradivlianna (National Pedagogical Dragomanov University)
French Surrealism inspired an impressive number of followers all over the world. In Ukraine, 
there were no established Surrealist groups, although various manifestations of Surrealist 
mind, aesthetics, as well as techniques are observed in Ukrainian artistic and literary 
culture. Thus, poetic practices of Andre Breton and his group served as an encouragement 
and inspiration for personal creative experiments of West-Ukrainian avant-garde poets 
of the first decades of the XX century (B.I. Antonych, Z. Berezhan, V. Khmeluk) and, later, 
of such authors as E. Andrievska, G. Tarnawsky, O. Zuyevsky. This experiment directed the 
poets towards exploration and liberation of the unconscious in search for a new source of 
creativity. Seen through the lens of surrealist doctrine, poetry of Ukrainian authors, though 
with slight variations, manifests the characteristics of the French Surrealist poetics – irrational 
stream of images, tricks of imagination, classic surrealistic “plunges” into dreams and 
reveries, merge of the fantastic and the real worlds into a single unity. This paper examines 
Ukrainian surrealist poetry as a manifestation of a type of “surrealist” thinking, a certain 
dialogue of cultures and art forms reflected in the language and influenced by visual arts. It 
also focuses on peculiarities of irrational surrealist images regarded in the perspective of a 
linguistic experiment aimed at the exploration of the potential of the language in revealing 
the unconscious mind. 
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10.C. POST-1960S SURREALISMS - KOLADE ROOM
Speakers: Agnieszka Kuczyńska, Anna Watz, Anne Foucault
Chair: Joanna Pawlik

“Zbigniew Makowski: Polish Surrealism and the Sixties”
Agnieszka Kuczyńska 
Surrealism in Poland is a paradoxical, elusive, but at the same time very interesting 
phenomenon. Zbigniew Makowski (b. 1930)  is the best Polish example of the late, Bretonian, 
esoteric Surrealism. He studied in the Academy of Fine Arts in Warsaw (1950-56). In 1962 he 
received a scholarship from the Ministry of Arts and Culture and went to Paris. Although 
he spent only a few months in France, the consequences of encounter with Parisian art 
scene were for him astonishingly wide-ranging and long-lasting. His voyage to Paris was 
one of the turning points in his artistic career. He met André Breton and Edouard Jaguer. 
He joined Phases and in June 1962 he took part in the exhibition in Galerie du Ranelagh La 
Cinquième Saison. He began to use symbols from tarot cards, Cabala and other pansophic 
traditions. The artist’s studio, on the smaller scale, somehow reminds of Breton’s studio and 
the collection at 42 rue Fontaine. Even now he returns sometimes in his artistic books to the 
Surrealism and (mostly visual) discussion with it. After 1945 in Eastern Europe Surrealism was a 
way to preserve the freedom of thinking. From this perspective oeuvre of Makowski is a very 
interesting case study of the political context of Surrealism.

“‘Un stalinisme en jupons’?: Surrealist Perspectives on Feminism”
Anna Watz (Linköping University)
Since the emergence of feminism’s second wave in the late 1960s, feminist readings of 
surrealism have proliferated. Ranging from fierce attacks on the perceived objectification of 
women in surrealist art and literature to gynocentric efforts to rewrite the historiography of 
the movement to include previously neglected women artists, feminism has had much say 
about surrealism. But what has surrealism had to say about feminism? According to Michael 
Richardson, most women connected with the surrealist movement have been ‘suspicious 
of feminism as an ideology’. Indeed, several surrealist women have vehemently rejected 
feminism publicly. Dorothea Tanning, for example, referred to the Women’s Movement of 
the 1980s as ‘an unwary beachcomber; it pulls, drags, coerces, demands my solidarity, my 
admission of sisterhood’ and, in a 2004 interview, offered the word ‘disgusting’ as a reaction 
to the term ‘feminism’. Leonor Fini claimed to ‘hate the word equality’, and the raison d’être 
of Annie Le Brun’s 1977 book Lâchet tout is a ‘rallying call to reject’ academic feminism, 
from Simone de Beauvoir to Hélène Cixous.
This paper examines the apparent surrealist hostility to feminism, seeking to elucidate what 
versions of feminism seem to generate the most forceful responses as well as why these 
feminisms are felt to be so incompatible with surrealism. Beginning with a brief general 
mapping of surrealist attitudes to second-wave feminism, the paper moves on to an in-
depth interrogation of Annie Le Brun’s condemnation of French ‘neo-feminism’ in the light of 
her engagement both with surrealism and the work of the Marquis de Sade.

« La leçon des choses »: Surrealism, art of the object and Pop Art in Paris during the 1960s
Anne Foucault (Universiteé Paris Nanterre)
After the disillusion of the dialogue established during the 1950s between Surrealism and 
lyrical abstraction through the practice of automatism, the Parisian surrealist group began, 
with its 1959 international exhibition E.R.O.S., to reconsider the problem of the object, seen as 
part of the desire mechanics. This event encouraged surrealist artists to direct their creation 
towards objects, but also led to a renewal of the surrealist critical observation of the 
contemporary art scene. This communication will present the theorical work accomplished 
at that time by José Pierre, Robert Benayoun and Edouard Jaguer, publishing several 
articles in surrealist and specialised press but also organizing exhibitions in the little Parisian 
theatre-gallery Le Ranelagh. Among the artists selected by the surrealists, two different 
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relationships to the object appear : one exploits it directly, and is more linked to what 
William C. Seitz has called assemblage, with works by Enrico Baj or Alberto Gironella, while 
the other one concentrates on the representation of the objects, often representative of a 
mechanical (Konrad Klapheck) and consumerist society (Hervé Télémaque).
If it allows Surrealism to claim the precedence and the relevance of its relationship to the 
object, and to contest the predominance of Dada’s legacy exploited by the curators 
and art critics at that time, this dialogue with Pop art also led to several debates within 
the surrealist group, regarding the fact that Pop art did not criticize the most alienating 
aspects of modern capitalism. According to José Pierre, certainly the most enthusiastic 
surrealist towards Pop Art, Surrealism could only recognize itself in Pop Art following 
that criterion : « the existence or the absence of a dialectical relationship between the 
elements borrowed from the daily word (…) and the artist’s profound personality. Either 
these borrowed elements are a medium, or they are nothing. »

10.D. DALI’S CLASSICISM - BATEMAN LECTURE THEATRE
Speakers: Emily Wehby, Rachel Franklin, Simon Weir
Chair: Elliott King

“‘Men of Destiny’: Textual Similarities Between Salvador Dalí and M.O. Gréard’s Biography 
of Jean-Louis Ernest Meissonier”
Emily Wehby (Independent Scholar)
According to the records of the Centre for Dalinian Studies, Salvador Dalí owned at least 
four texts on the Nineteenth Century academic painter, Jean-Louis Ernest Meissonier, 
within his personal library. Meissonier is referenced many times within the writings of Dalí, 
who considered him “among the greatest French painters”. At first glance, Dalí’s persistent 
fascination seems to be rooted in the shared formal qualities between the artists: Dalí and 
Meissonier were both skilled at painting highly detailed, miniature canvases. However, I 
would argue that a contributing factor in Dalí’s continued interest in Meissonier, beyond 
their shared aesthetic qualities, was the similarity in the concepts that Dali presented 
throughout the 1950s and 1960s and resonating ideas that are echoed in the texts on 
Meissonier in his collection. Some examples of these shared notions include the purpose 
painting should serve in society, high regard for Old Master painters such as Vermeer, and 
even role that photography should play in the process of painting. The most primary and 
comprehensive of these books is M.O. Gréard’s Jean-Louis-Ernest Meissonier: ses souvenirs, 
ses entretiens (1897), which was written using excerpts from the Meissonier’s notebooks 
and other sources collected by Meissonier’s wife. In some instances of his writing, Dalí’s 
appears to be quoting from Gréard’s Meissonier directly.
By examining these comparisons, I hope to provide illumination as to why Meissonier’s 
name pervades throughout Dalí’s written works and to contend that Dalí valued 
Meissonier for not only his craftsmanship but also his opinions.

“Salvador Dalí, T.S. Eliot, and the Intersection of Aesthetics and Cultural Renewal”
Rachel Franklin (Sheffield Hallam University)
The focus of this paper will be on parallels between Dalí’s aesthetic of ‘the Classic’ and 
T.S. Eliot’s notions of the ‘historical sense’ and ‘mythical method’. With such a focus, I will 
be examining Dalí in relation to Modernist aesthetics and his relationship with Modernism 
and Modernity, and also how Dalí’s aesthetic of ‘the Classic’ can be reconciled with 
his sporadically maintained adherence to Surrealist aesthetics. In ‘The Last Scandal of 
Salvador Dalí’ (1941), Dalí declared that he had “BECOME CLASSIC”. ‘The Classic’ was 
a mixture of aesthetic theory and political ideology, within which he outlined a theory 
of ‘freedom within limits’ where the artist creates within the confines of a literary and 
artistic tradition. Similarly, Eliot’s ‘mythical method’ emerged as a reaction to the Modern 
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situation and looked back upon a literary tradition which would give meaning to the 
literary work. In his ‘Ulysses, Order, and Myth’ (1923) he stated that it “is simply a way of 
controlling, of ordering, of giving a shape and a significance to the immense panorama 
of futility and anarchy which is contemporary history” (177). This paper looks at the way 
in which aesthetics and cultural renewal intertwine in Dalí and Eliot’s theoretical visions 
and what impact these have on Dalí’s relationship to Surrealist aesthetics. Scholars have 
typically positioned Dalí in a Spanish or French intellectual environment. By looking at 
him in relation to Eliot, I am crossing the national boundaries within which Dalí is usually 
discussed.

“Masochistic Ensemble : Salvador Dalí against Le Corbusier”
Simon Weir (University of Sydney) 
Salvador Dalí praised and criticised innumerable artist’s work; no one received harsher 
criticism than Le Corbusier. Shortly after Le Corbusier died, Dalí wrote a book length 
eulogy where two sides of Dalí’s personality deride Le Corbusier: “I rejoice over his death.”
When Dalí was sixteen, he admired the painter Charles-Edouard Jeanneret who changed 
his name to Le Corbusier and pursued architecture. Witnessing Jeanneret’s change, it 
seems likely that Dalí understood “Le Corbusier” as the theatrical version of Jeanneret, the 
persona embodying modern functionalist architecture. Dalí never mentioned Jeanneret, 
the man behind the pseudonym, nor any of his buildings, paintings, books or essays, only 
his public persona: Le Corbusier.
In his twenties, Dalí wrote admiringly of Le Corbusier, then declared the future of painting 
was in the opposite direction, and abruptly dropped the subject. Their public conflict 
began decades later when Dalí wrote Les coccus du vieil art moderne. The English 
translation, Dalí on Modern Art was published in November of 1958 to coincide with 
the opening of MoMA’s “Antoni Gaudí” exhibition. Dalí, overflowing with admiration for 
Gaudí, accuses Le Corbusier of misunderstanding and, pointedly, showing disgust for 
Gaudí’s “decorativism”. Months later, Le Corbusier replied with his own Gaudí monograph 
refuting Dalí’s claim. Dalí countered early the next year protesting the refutation, making 
predictions about the future of architecture and realising the Crysalida pavilion.
By understanding Dalí’s early admiration and obsessive, decades-long critique of the 
“masochistic” Le Corbusier, we can recover why Le Corbusier’s functionalism remained an 
aesthetic that Dalí found it increasingly necessary to resist.
10.E. POETRY READING - CONSTANTINE LEVANTIS

EVENING BBQ - REED HALL, UNIVERSITY OF EXETER18:00 - 21:00
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