CANADIAN THESES ON MICROFICHE

THESES CANADIENNES SUR MICROFICHE -

.

Bibliothéque nationale du Canada
Direction du développement des collections

National Library of Canada
Collections Development Branch

i

Canadian Theses on

‘Microfiche Service sur _microfiche

' 'Onaw;a, éanada
K1A ON4

NOTICE , )
The quality of this microfiche is heévily dependent upon the-
quality of the original thesis submitted for microfilming. Every

effort has been made to ensure the hnghest quality of reproduc
tion possuble . l

1
i

If pages are missing, contact the un;versaty whuch granted, &e
- degree.

Some pages may have indistinct print esbecially if the original
pages were typed with a poor typewriter ribbon or if the univer-
sity sent us an inferior photocopy.

Previously copyrighted materials- (journal articies, published
tests, etc.) dre not filmed.

Reproduction in full or in part of this film is governed by the ,

Canadian Copyright Act, R.S.C. 1970, c¢. C-30. Please read
the authorization forms which accompany this thesis.

.

THIS DISSERTATION
HAS BEEN MICROFILMED
EXACTLY AS RECEIVED

NL 339 (r. 88/09)

Service des thésed canadiennes

R AVIS
La qualité de cette microfiche dépend grahdement de la qualité

~de la thése soumise au microfilmage. Nous avons tout fait pour

assurer une qualité supérieure de reproduction.
C§
S'it manque des pages, veuillez commumquef avec 'Funiver-

sité qui a conféré le grade.

'
La qualité d'impression de certaines pages peut laisser a
désirer, surtout si les pages originales ont été dactylographiées
a l'aide d'un ruban usé ou si 'université nous a fait parvemr
une photocopie de .qualité inférieure. -

Les documents qui font déja I'objet d'un droit d'auteur (articles
de revue, examens publiés, etc.) ne sont pas microfilmés.

La seproduction, méme partielle, de ce microfilm est soumise
a la Loi canadienne sur le droit d'auteur, SRC 1970, c. C-30.
Veuillez prendre connaissance des formules d'autorisation qui
accompagnent cette thése.

LA THESE A ETE
' MICROFILMEE TELLE QUE
NOUS L’AVONS REGUE

Canad"' |

¥ ;



........ v T IRARIAT AT

T ofCanada - du Canada

1 §E_

Ottawa, Ganada '
K1AON4 -

» [

CANADIAN THESES ON MICROFICHE SERVICE — SERVICE DES THESES CANADIENNES SUR MICROFICHE

|TC =

|

' ISBN ( -
[

%7336

= VTR S

PERMISION TO MICROFILM - AUTORISATION DE MICROFILMER

¢-Please print or type — Ecrire en lettres moulées ou dactylographier

AUTHOR - AUTEUR

Full Name of Author — Nom complet de 'auteur

»_‘E_;\ k\ ) | 7 '\{\ (VN ()::l N ave o

Date of Birth — Date d& naissance
r .

e o, \ s E; r\\

TN

[Canad!an Citizen — Citoyen éanadien

’- ’ B‘{es Qui

Country of Birth — Ligu Ye naissanc‘e

oy

SO0 NNLR -

D No ~Non
SN - ‘\

Permanent Address — Residence fixe ' N
R . . LI o y -
) l\\(,tk \\ QCUalarm WA A
Se N are A0

A -
N ,_\ 2 (*\1_\‘;

l

T
LY

Title of Thesis — Titre de la thése

‘ . . - THESIS~THESE

.

SURREALIST IMAGERY AND THE RIGHT BRAIN.

o .

- .
) b4
N N
w
N ,
Degree for which thesis w;s presented Year this degree conferred ) ‘
Grade pour lequel cette tr?ése fut présentée Année d'obtention de ce grade
. . POy D - " '
2y [UXNS '

University — Université

Ld "
: T bl ; i \ ' /
AL\ I ot g:)\’\?r\ \‘\\\r WO\ Q) /

Name of Supervisor — Nom du directeur de these

L\ NP %\4 O J\’\ \(\\ \h’\(_’,."\ [
Agp

AUTHORIZATION ~ AUTORISATION , v

Permission is hereby granted to the NATIONAL LIQRARY OF CANADA to
microfilm this thesis and to lend or sell copies of the film.

The author reserves other publication rights, and neither the thesis nor exten-
sive extracts from it may be printed or otherwise reproduced without the
author’s written permission

L'autorisation est, par la présente, accordée 4 la BIBLIOTHEQUE NATIO(NALE
DU CANADA de microfilmer cette thése et de -préter ou de vendre des ex-
emplaires du film. ’

N
L'auteur se réserve lgs autres droits de publication: ni la thése ni de longs ex-
traits de celle-ci ne doivent étre imprimés ou autrement reproduits sans

2

ATTACH FORM TO THESIS — VEUILLEZ JOINDRE CE FORMULAIRE A LA THESE

I'autorisation écrite de I'auteur.

Signature .
r e

5y 7 . .
K 400 “'z\’—;LQ;fL{* Y

Date

FEALS

¥

L,) ey ; 7
Al A ( O N
Ny

~. 1t



THE UNIVERSITY OF ALBERTA

SURREALIST IMAGERY AND THE RIGHT BRAIN

by - s

~

Kj;,) ' SHELLEY QUINN .
\ .

_ A THESIS

4 o . .

SUBMITTED TO THE FACULTY OF GRADUATE STUDIES AND RESEARCH
IN PARTIAL FULFILMENT OF THE REQUIREMENTS FOR THE DEGREE

OF DOCTOR OF PHILOSOPHY j )

-

DEPARTMENT OF COMPARATIVE LITERATURE

" "EDMONTON, ALBERTA

SPRING 1985



- THE UNIVERSITY OF ALBERTA e

RELEASE FORM

. NAME OF AUTHOR  SHELLEY QUINN

TITLE OF THESIS SURRéXbiST IMAGERY AND THE RIGHT BRAIN
DEGREE FOR WHICH THESIS WAS PRESENTED DOCTOR OF PHILOSOPHY
" YEAR THIS DEG%@E“GRANTED  SPRING 1985 | |

Permission ls hgreby granted to THE'UﬁIVERSITY OF
AﬁBERTA LIBRARY to reproduce single copies of this
thesis and to lend or.se%l such copies for prfvate,
scholarly or scieptific research purposes ogly.

The author reserves other publication rights, and
‘neither the thesis nor e#tensivé éxtracts from it may
be printed or otherwise peproduced.without the author's
written permissiqﬁ. ’ ’
(s1GNED) . SJuddde Kﬂkwﬁmvﬁz....
PERMANENT ADDRESS:

.éC%?.Z;k%4@%@@O.Sﬁceqﬁ .....
E JﬂoflgoozﬁfnuPJ@qa.ii%éuz.
: L RRGLRRALLL

DATED J%@Jkéﬁuélél ...... 1985



THE Ub‘IIVERSITY OF ALBERTA

-FACULTY OF‘GﬁADUATE STUDIES AND RESEARCH,

The undersigned certlfy that they have read and
recommend to the Faculty of Graduate Studies and Research
for acceptance- a thesis entitled SURREALIST IMAGERY AND THE
RIGHT BRAIN submltted by SHELLEY QUINN in partlal fulfllment

of the requ1rements for the degree of DOCTOR OF PHILOSOPHY,

pr——
.

bt

l.ll.l.(o.o.'...'.

/7 7 Ssupervisor

' o
e s 0 09 2 @

//cﬂ}%

. External Examiner
Date.. W ;5./: L9189 ..

\\‘})



Abstract
Suifealisn, one of the mnst perplexing movements in
f twentieth century art and litérature, i;vbéstiﬁnéwn for its
exhaltation of the bizarre. Léréelyvbecause-ﬁhe imagery has
been sg difficult to classify; critical inquiry has often
concentrated on the more comprehensiblé similarities between
Andre Breton's,and Sigmund'Erghd's 1deas, focnsing the
majobity'of their attention on bhe'problematic concept of
the unconscious. Unfnrtunately, psychoanalytic and
psychological studies have resulted 1n an impasse in
critical s;udies in definitional %Frms Therefore, the major .,
~goal of this enterprise is tq attempt a de-psychoanalysis of
criticism pertaining to surrealist .imagery. The focus of the
"study is on the different modes of perception associated
-—--;—wa€h-the‘%uerhemisphezes_ofwthe—humanhbtain‘andhthe possaple*m___
\ implications of these modes for diffefentiatingrimagenic e
processes 1nvol¥$d in the creation of poetic 1magery The
‘analysis drays heav1ly from recent discoveries and
hypotheses in theﬁfields of‘neurology, neuro-psychology, and
psycholinguistics, coTpaning theL;?lidity of Breton's
4

original suppositions attributab to an "unconscious" with

4

neurological facts about the abilities of the right
hemisphere.

The historical survey from Romanticism to Surrealism

4

analyzes representative imagery, while postulating links

oi
between hemispheric dominance and image types with regard to

Ner

both creative and receptive processes. This historical

/ | .



approach leads‘té Ebe conclusion that while ideally the
surfeal image reflects the perceptﬁal modaiities of the
.;ppet's right hemisphere and encoufage§ increased right
hemisphere activity iﬁ the readéf, this usually "mufe" brain
" has also played a substantial‘role in the creation of much
traditional ihagéry. In essence, the degrée to which either
the poet's‘or thé reader's right hemisphere succeeds in ¢
‘biocking the 1eft-hemi§phere's tendency to dé&and conformity -
in perception ahd.expregsion determines’"sqrreality" in’

]
'

imagery.
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"I. Surreal Imagery and the R1ght Braln

\
The hlstory of imagery 1nvolves two ba51q mental_
p? \; >

processes v1sual thought and verbal thought Readlngs in

S

speculative anthropology andtpsychology suggest that
‘throughout hlstory these two processas have vied for
supremacy. In the early.stages of homo saplens | yglopment,
dreaﬁs,‘fantasies, and vistons, whichbare associ tea most‘
strongly with yisualization, were valued moro than cognitive
perception and thought, which are usualry associated with
ahd expreésed'through language.'The(host prevalaht view(ofk
informed'contémporary speculatiohs on the orfgins of
language'contands that initially language was based on
imagas; and words functioned to evoke\particuiatn?mages
which all%xed péople to exchange experi?nces.f'However, 55
tnowledge and coumunication developed,’rational thought cama«
to dominate. Words no lohger evokeo such powerful, or such
immediate images’. Indeed, many words no longer triggered the
'original~sensations.llnstead, thay allowdé the speaker to
distance himself from his own experiences. They H&8ame tools

v
the prime function of which was to facilitate the categor-

¥ a

ization and dispersion of facts.:? - ‘ ;

Literary scholar omas Williams notes that "To name a

thing'is to lead awaf from the unique reality at hand, the

A3

living presence, a d, into the more familiar field of

'Mike and Nancy Samuels, Seeing w1th the Mind's Eye
(New York: Random Houéf, 1975), p. 13,

P

*Mike and Nancy Samuels, Seelng w1th the Mind's Eye,
pp. 11-17.

' » . 1




concepts and definitions by which we normally order our .
\: : : '

' ' ; . 4 . '
thoughts and Teduce our perceptions to their most common and
. : v L

» v . A

useful denominators.”® J. Schuster draws "attention to a
fnegétive.aspect in the eyes of many twentieth century

llteratl ‘and phllosophers when h%»comments that "le langage
©C

actuel bloque la pensee en ce sens qu'il -se dlver51f1e se
specialise jusqu'a devenir jargph\qu1 d1ylsent fsic] les
" hommes et“di&isént [sit] la pensée."* Robert B{ééhomhalso |
_ mentiénsvlanguage's potehtial for restricting though€X and

in his,discussiodawfites?that "la logigue borne lg champ de( QA\\
%-t“ ‘ -

la\pensee elle bloqﬁe’son fonctionnement."
The bellef of some twentleth céntury poets that there

must be a greater reallty than the ratlopal'one expressed

through established language systems, coﬁbined with a desire -

to break through ‘the abstractlons to rediscover the impor-
v 1 ' o
tance of visualizatioq, has ledg them to try to investigate
e Y . : . . - L .
this "other" reality, using imagery as the ship to carry
\ [ .

them on their mission of discovery. However, this is a most

diffiCult voyage:
From the very beginning of the act of wrltlng, the
poet is struggling to redeem, by some magic, the
natural opacity of and impurity of 1anguage The
first black mark on the white page is a movement
away from that vision which constitutes the poet's
essential "letter to the world." From this initial
admission of failure--failure insofar as he has not
*Thomas A, W1lllams, Ma11arme and h Langquage of
Mzst1c1sm (Georgia: Univ. of w.orgia Press, 1970), p. 37. ;

*J. Schuster quoted by Geérard Durozoi in Le Surreallsme
(Paris: Larousse, 1972), p. 88.

.+ Robert Bréchon, Le Surréalisme (Paris. .ibrairie
Armand Colin, 1971), p. 57. )

~
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been able to utter the perfect.Verbe--the poet must

- go on to spin out of himself Some pattern of sound,,:

" image and rhythm, ‘'some analogy which will serve as

the objective embodiment qf his subjective ‘
conviction. He must embodf$, the truth that he cannot &
rationally "explain." He mﬁ%t dtter the - . R

unutterable.* - ‘ ' e

-,
!

o . : . P
Surrealism's pre-eminence in .twentieth century
. Doy

irrational literature owes much of its succges® to its

insistence on and exhaltation of bizatfre, imagery, much ‘of
7 ) : ;

which was derived from "recorded dreams," "automatic

Lo . H ’/

bl

PR

writing," and the»cultivation of delusional or trance-like -

statést The praétﬂt{onefs'pf Surrealism assigned the
‘"surreal" image'thé role Sf privilegéd vehicle for bf}néiné
'fbrth ihto the consd&ous mind the créative forces of the
“unco Scious. They:sgught to revolutionize poetic language,

and through this revolution to extend man's khgwledée of

’

rgaiity into an absolute reality or a surreality. The core
‘of surreal sbncentration, as well as thét of literary
historians and critics trying to explain thé mecganics énd
.wsignificance of Surrealigm,'is the imag¢;<Uan€E$natgiyJ the
generally acknowledged leader--éum diétdtdr-—of the French
surrealists, André Bréton, while acknowledging the
.importancekof ﬁhe'image,'ngyer satiéfactorily defined it's
charac?eristics. Even though imagery is central to

Surrealism, and an understanding of it i%)crucial to

€

comprehension of the movemeqt, the vast majority of studies

’

tend to avoid direct corfrontation with the surreal image,

electing to deal witgfit in indirect generalizations or not
_ o

‘Williams, p. %36,
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at all, Thus, despite the volumes that have been dedicated

L 2 : '\'}

to examining Surreallsm ~there was and is, in definitional

I
V

/

\terms, an 1mpasse in the study of this literature.
. I ’
‘Surrealism is one of the most confu51ng and. -~ 7 .,

o . : o . S _ -
mlsunderstood movements 1nrtwent1eth century art, 1ts*®.
SR

'or1glna1 goals lost am1d a cﬂltlcal clutter. This is not

- g
P A

simply because of its radlcal natisre’:

Good' poetry has always been a conscious or.,
unconscious.reaction against the, common places of
the previous-kra; and a full apprec1at10n of any - .
a/poetﬁs originality will depend on a knowledge of |
what has preceded him-.in terms of -traditional poetic
vocabulary, favoured- expression and consecrated
image.’ )

. ¥

\,.

Instead, a partial explanatidn»for the laCkmof'clarity in
4

surreal cr1t1c1sm lles in the shortage of dlrect textual
R .

studles. Breton's Manlfestes du. surreallsme° are a mixed

[

- ‘ A
blessing, 'for more attention has been pa1d to these ¥

theoretical or apologetlc works than to the creatlve texts

Y

produced w1th1n the movement. The-result has;been a

v

profu51on of hlstorlcal, theoretical studies’+~-valuable in

"Peter Broome and Graham Chesters, The Apprec1at10n of
Modern French Poetry: 1850-1950 (Cambridge: Univ, of - -
Cambridge Press; 1976),. p. 29. & .

Ay

*Andre Brefon Manifestes du surreallsme (1924,1930;
rpt. in one volume, Paris: Gallimard, 1972). All other
references are to this edition, -

w3y

*Some better known examples are: Anna Balaklan, »
therary Origins of Surrealism (New York: King's Crown
Press, 1947). Anna Balakian, Surrealism: The Road\to the

Absolute. (New York: Noon Day Press, 1947), David Gascoyn,
A Short Survey of Surrealism (London: Cobden Sander on,
1935), Herbert S. Gershman, The Surrealist Revolution in
France (Ann Arbor: Univ. of Michigan Press, 1969), George
Lemaltre, From Cubism to Surrealism in French therature
(Cambrldge, Harvard Univ. Press, 1947), Julien Levy,
-'Surreallsm (New York: Black Sun Press, 1936), J.H. Matthews




v ' ' .
their own right--accompanied by numerous philosophical,
t@eoretical onest;”rHowever, véty few have been groduced
thch are concern;é with actual textual analy51s which
attempts to find the dlstlnctlve characterlstlcs of surreai
1magery——characterlst1cs whlch must exist 1f Surrealism is

indeed a separate movement. ' Most literary criticism isg

nothing more than a paraphrase of the Manlfestos. Wlth this

method of criticism the only basis upon which one can
analyze surreal images is thedretical documentation and

N\
" this usually results merely in rewording, not in rethlnklng

the problems posed by Surrealism. ’

v

Because the imagery is so difficult to classify

. satlsfactorlly, agd because surregl texts are seldom the

*(¢cont'd) Towards a Poetics of Surrealism (New York:
Sgracuse Univ. Press, 1976), Maurice Nadeau, Histoire du
Surréalisme (Paris: Editions du Seuil, 1945) M. Raymond, De
Baudelaire au surréalisme: essai sur le mouvement poetigque
contemporain (Paris: Corréa, 1933), Guillermo de Torre,
Historia de las literaturas de vanguardia (Madrid: Edicfones
Guadarrama, 19657 p

-

"°See, for example, Ferdinand Alquié, La philosophie.du
surrealisme (Paris: Flammarion, 1955), Mary Ann Caws
Surrealism and the therary Imaglnatlon (Paris: Mouton &
Co., 1966), M. Carrouges, André Breton et les données
fondamentales du Surreallsme (Paris: Gallimard, 1967},
Charles Gauss, "Theoretical Backgrounds of Surreallsm,"
Journal of Aesthetics and Art Criticism, Vol. 2, no. 8,

1943, pp. 37-44, Jan Topass, La Pensée en révolte: essai sur
le surrealisme (Brussels: Hgnriquez 1835). ' -

''Two notable exceptions to the generalist trend in the
critical field are Gerald Mead's recently publlshed book
Surreal Imagery: A Stylistic.Approach (Berne: Pe - Lang,
1978), and Inez Hedges Languades of Revolt: Dad \d
Surr§allst therature and Film (Durham: Duke Univ. Press,
1983 ‘

'?’An example of this is found in Caw's discussion of
imagery in The Poetry &f Dada and Surrealism. (New Jersey:
Princeton Univ. Press, 1970). -




objects of fond perusal, critics have turned their attention
toward the more comprehensibie theoretical similarities |
between Breton's and Freud's ideas, focusing the majority of
their attention upon the idea of the unconscious. Unfor-
tunately, £2e cohootations of the term "unconecious" are
both numerous and émbiguous. Some of theiconfusion
surrounding surrealvimagery stems from the tendency of'
critics to make false cognates of Surrealism, Freudianism,

éad surreal imagery. The Manifestos have laid a false trail

to psychoanalysis as a key to Surrealism; what is needed is
a de—psychoanalyzation, or more precisely, a de-Freudianiza-
tion, of surreal studies.

The application, or misapplication, of the concept of
the unconscious in surreal criticism has lead some to é trap
door opening into a room filled with phallic symbols and
Oedipus complexes Moreover, the deNyre to find similarities
between Freudian (or Jungian) psychoanalysis, and surrealist
endeavours has resulted in studies that extrapolate inappro-
pr%ate parallels between the surrealists'’ poetic
‘éxoerimentatioq for psychic integration and mental illness,
'.whico eveo:the surrealists realized is evidence of psychic
disintegrarion. Yetvlt 1s the surrealist interest in
Freudlan psychlatry which most attracts cr1t1cs and which
has lead to serlous mlslnterpretatlons and mlsjudgements.

The problem of this c¢critical impasse was succ1nctly

stated a quarter of a century ago by H. M. Block:

It is surely not too soon to examine the surrealist
movement in poetry from a critical standpoint. This



O

| 4 . ) 7

Y

evaluation has hardly yet begun, partly because of
difficulties'inherent in surrealist poetry, but also
because of misconceptions on the nature of literary
surrealism and its consequences. The plain fact is
that almost all discussions of surrealism in modern’ .
poetry have started from the wrong end. Everyone .has
read the documents; very few have read the poems 1in
-any way except as illustrations of the documents.'?

While it cannot be dispﬁted that the documents are
valuable, especially when one is dealing with a literary
movement as opaque as Surrealism, perhaps the time has now

arrived when the Manifestos should be placed, at least

A<]

temporarily, into a secondary position, and an attgmpt
shouid be made to undertake a study from the "other end,"
particularily since the first works identified as surreal by
Breton and others‘predate the 1924 Manifgéto.\The most
viable way of isolating SurrealiSm's distimguishing features
is to undertake an inductive historical exploration of major
trends in-artistic language, especially imagery, since
Romanticism. If we examine the creative texts first and the
manifesto—insbired guidebooks segbnd, the works‘themselves
may provide us with the information needed to begin a
definition of surreal imagery, as a prelude to a definition
of Sufrealism or even to a discrimination of surrealisms.
'In aff effort to eliminate some of the confusion
resulting from traditionalvpsthoanalYtic'and’psycholbgical
épproaches to surrealist imagery, I wish fo suggest a new
procedure for literary analysis. Although the éurrealists

built the castle of their aesthetic primarily on the

''H.M. Block, "Surrealism and Modern Poetry: Outline of
an Approach," JAAC, XVIII (1959), 174-75,



i

qyiéksand of Freudianism, I think it would be counterpro-
ductive to enmir% distussion even further in an analysig of
the flaws and virtues of their interpretafion of Fréud,"or~
of Freud's~bafflement about how they could identify with him
as their éodfathef. I therefore probose to set aside the
F-re'udian_ vocabulary'which has been c;o-iop!ted fromd¢is 'work by
so many literary critics. In its place, the less mystical,
more ngurological discussion of thé brain as laterally
hemispheric rather t%an strictly vertical in function shall
qbe émployed'to illuminate the imagery. The examination of
right hemisphere perception and cOmmunication should be more
illuminating tﬁan exploring the ﬁnconscio?S, for ‘we havé
some objective evidence‘tf righ£ brain ac%ivity. When we
deal with concepts that are as multi-valent as
"sube¢onscious" and "unconscious" in combination withw
Surrealismj the ensuing discussion often only obfuscates the
original issues. Much imagery can, as we will see, be
explained without recourse to involved psychological
discussions wherein words become arch;typal symbols and
images become the voice(s) of the unconscious.

The examination begins with a summary of recent
deyelobments in hemisphefic studie§ of the brain with
emphasis.on the ideas of right brain perception and
expression, copparing the validity.of Breton's original
suppositions, attributable to an "unconscious"“ with what.

'‘See André Breton, Premier manifeste du surréalisme
(1924; rpt. Paris: Gallimard, 1972).




towards a discussion\ofkthe language and communicative

properties of the two hemispheres with brief mention of the
AY ' .

possible roles the two play in creative processes.

Next, I undeqﬁéke an examination of language modes (the

denotative, the connotative and the associative), which afe
later used in classifying and evaluating texts, showing how
thege could depend on inter-hemisphgric relatioﬁs. The
.concepts of contextuality and ihférqﬂtiality.a:e introduced
as thovagalities of communication -which ‘can be used to
differentiate "traditional" from surreal imagery. The
subsequent section ié,dedicated to diécussing‘various tyﬁes
of imagery—*mémbry, dfeam, imagination, etc.--and showing
how the language modes function within the imagery, both
descriptively and affectively.‘Within this discussion I
offer'severalvsuggestions, based on recent neurological
informatioh, about the left and right hemispheres' possible
partic}patidn in and contribution to various ifhagery
procegées. ‘
N
This 1is fol;owed by & short discussion {f Romanticism,

since this movement is the one credited'wixhrqpening the

door to Modernism. An examination and explication de

texte--emphasizing imagery--of poems by the representative
poets Lamartine, Hugo, Nerval, and Bécquer are provided as
part of the basis for the historical examination of the

evolution of modernist, particularly surreal, imagery.'*® The
'*The poems chosen for this and other examinations were
selected with a dual criterion in mind: The first 4
consideration was to find poems which are typical 'of the
poets' general work, and the second was the length of the



10

initial exploration is followed by a brief history of major
literary movement%, including Symbolism, Fufurism, and
Dadaism, up to Suffealism, with emphasis resting on the
characteristic imagery found in each. The accent in the
survey is primarily én the French tradition,‘because it is,
the traditionywith which the early surrealists were most’
familiar and from which, one may'speculate,,Surrealism
evolved. The poets included in .this section are Baudelaire,
Rimbaud, Marinetti, Mallarmé, and Tzara.'®

My.discussion'of surrea%§st imagery is prefaced by a
short chapter on AndfelBreton, since he offered the first
formalized and substantial bod§ of Surrealism. A’brief

recapitulation of the salient points brought out in the

Manifestos is also provided, not as a basis for the

examination of the imagery, but rather to illustrate how the

careless reading of these documents has resulted in Breton's
. _ ,
ideas being misunderstood and/or misinterpreted. The term

1

Surrealism and its adjectlval forms are often over-extended.
They are used to describe situations, or events which have
absolutely nothing to do /with the principles of the original

artistic movement: /

l/ .
Rendant compte du dearquement des premiers

'*(cont'd) text. Whenever possible the entire poem has
been reproduced in order to avoid the possibility of
unintentional manipulation which would make the images
conform to a preconceived hypothesis.

poets, I rely heavily on an invaluable book by Marc
Eigeldinger (Le Dynamisme de 1'image dans la poésie

francaise du romantisme a nos jours), whose knowledge and
appreciation of muc% of the period far exceeds my own.

'*While discuss%pg the imagenic elements of these
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astronautes sur le sol lunaire en juillet 1969,
journaliste écrivait, pour souligner le plus
fortement possible l'aspect insolite de certaines
1mages retransmises par la télevision: "Pour la
premiere fois sans doute, les hommes ont pu
contempler un spectacle réel et pourtant '
parfaitement irrationnel, rompant avec toutes nos
habitudes terrestres, un spectacle du plus
surréalisme [sic]. "fV i '

The next.chapter is devoted to an examination of
surreal 1magery from the p01nt of view of the language
modalltles introduced earller At this p01nt there are
regressions in our study during which the images used by the
surreallsts are compéred with those used by romantic and
post-romantic, wrlters. This is done to hlghllght not only
the differences, but more 1mportant1y the 31m11ar1t1es
between surreal and other imagery.

The subsequent step is to bring in other poets who have
been called surrealists and to*subject'their work to,serious
: scrutlny using as a basis for analy51s and classification
the information extracted from the prior examlnatlon of
French surreal texts. The comparlson of 1magfs from

"surreal" wrlters from dlfferent countries further P
facilitates the identification of surreal elements in
imagéry, and helps to isolate these from other modernist
characteristics., Thé poets with whose works this section is
primarily concerned are Federico Garcia Lorca from Spain,
and J.V. Foix from Catalonia. The latter poet provides a
particularily interesting study'as criticism has suggested

that he actually anticipated the appearance of Surrealism in

' "Bréchon, Le Surréalisme, p. 3.
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the world.

"~ The last chapter 1s a synthe51s of the information
obtalned throughout the investigation. While 1t doesxnot
pretend to be definitive, it Yoes offer ‘some guidelines for

. L : C ) . I
recognizing and differentiating surrealist imagery. But,

" more importantly pef%aps,vit destroys some of the myths

surrounding a movementhhich has been credited with far more

‘than it ever sought to or did accomplish.

¢
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I1. Hemispheric Spécialization and Imagery Procésses
Throughdut the years, many individuals-from various
times and cultures have hypothesized that there are two

‘parallel but differeht,ways of knowing, a synthesis of which

4

9 is presented below:’ Y
L Mode ' : R Mode
1
intellect A , intuition
‘convergent T divergent
digital , analogic
secondary- - ’ primary
abstract concrete
" directed - free b
prop051tlonal ' ‘imaginative 7
.lineal / ’ nonlineal
rational a» - mystical ]
sequential ¢ multiple ’”>
analytic e holistic /
objective subjective
successive simultaneous'®

After looking at these lists one problem becomes
obvious. Only one of these Qays of knowing has ever been
systematically and seriously exploredmin Ehe western world;
only ohe of these ways has been systematically and seriohély
taught in the schools. As a consequence bf_this neglect, it
has only been in the las; few decadeé that the pbssiblé
existence of this "other way" of knowing has begun to
receive secious critical recognition., Language itself
reflected a bias long before the brain became a subject for
scientific study. Certain.words and phrases had developed in

Awwpich right and left were basically used as symbols'for good
and bag, moral and immoral, etc:
—_——~T:;;;;; gé;;;ds, Drawing on the Right Side of EggﬂBraln

(Los Angeles: J.P.Tarcher, 1979),p. 41; Sally Spring€r. and
George Deutsch Left Brain, Right Braln (w H. Freeman &Co.,

1981}, p. .186.

13
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Throughout human history, terms with connotations of
good for the right-hand/left hemisphere and
connotations of bad for the left-hand/right
hemisphere appear in most languages around the
world. The Latin word for left is sinister, meaning

"bad," "ominous," "sinister." The Latin word for
right is dexter from which comes our word for
. "dexterity," meaning "skill" or "adroitness." The

—French word for "left--remember that the left hand
is connected to the right hemisphere--is gauche, -
meaning "awkward" from which comes our word "gawky."
The French word for right is droit, meaning "good,"
"jUSt," or nproper\'n1’ )

The dictionary lists "clumsy," "awkward, " linsincere," and .

"malicious" as synonyms for "left handed."?2° Although/these

terms are usually applied to a human action or personality

! %

trait (e.g., He has two left feet), Betty Edwards suggests

that they can also be inferred to mean the hemispheres that

\

control the hands.?' The left hand/right hemisphere isy
linked with édegs of ana;chy and feelings that are beyond
the reach of “coﬁscious" control; the right hand/left
hemisphere is linked with ideas of what is just and pfoper.
Moreove},.from the symbolic point of view, the powers of the
"unconscious" and of "mystic knowledge"nhave always been
associated with the left.

The dischery of brain duality actually began with the
observations of an English physician A.L. Wigan‘(i844):

In performing an autopsy on a longtime.friend and

patient, Wigan disovered that his friend, whose
behavior had been normal in every respect until his

'’Betty Edwards, Drawing §Los Angeles: J.P. Tarcher
Inc., 1979), p. 33. :

. 2oWebster's Seventh New Collegiate Dictionary
(Massachusetts: G. & C. Merriam Co., 1965), p. 4871,

*'Betty Edwards, Drawing, p. 32.
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death, had.only one cerebral hemisphere. This
discovery led him to speculate that if only one
g hemisphere can constutite a mind--as clearly had
» been the case with his dead friend--then the fact
i, that nature has given us two hemispheres means we
may actually be in possessions of two "minds."?2:?

]
%ﬁtrapolating from this information,ADrt Wigan also

a
&

postulated that the "two brains are relatively independent
during sleep."??

However, ﬁhis‘speculation was totally eclipsed for one
hundred years?* by surgeon'Raul Broca's discovery, 5; 1864 ,"
that language and related capabilities are usually located
in the left hemisphere of the bréin.25 Ten years after the
publication‘of his initial observations, the concept now
known as cerebral dominance began to develop.®* Because
language 'is considered to be a corollary of thought -and thus
of higher antal\pggpessés,'nipeteenth ceﬁtury séientists
lahelled the left hemisphere the dominant or major
hemisphere and the right brain the §ubqrdinate or minor
hemisphere. This major/minor nomenclature also reflected the
formerly held view that the right half of the brain was far

**Gabriele Lusser Rico, Writing the Natural Way (Los
Angeles: J.P. Tarcher Inc., 1983), p. 66.

23l usser Rico, Writing, p.- 166.
?‘Lélsser Rico, Writing, p. 66.

**Today we know that this is true for approximately 98
percent of of right handed people and two third§ of those
who are left handed.Betty Edwards, Drawing on the Right Side
of the Brain (Los Angeles: J.P. Tarcher Inc., 1979)p. 27.

2‘Sally P. Springer and Geory Deutsch, Left Brain,
Right Brain (San Francisco: W.H. Freeman and Company, 1981),
p. 12. ' ,
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directed the right side functions. In other words, the left

hemisphere had been equated with knowledge, because it is

\

" this\part of mind which is able to make knowledge public

i . i3

through its control of.}anguage.

In the latter half of our’century, the left dominant
theory was challenged and proven to be false when ityﬁas
» determin;d by researchers lead by ROgéf Spérry and Ronald
Myers that even after commissugbtomy;.the two hemisphereg
continued to fﬁnction independently. The so—calledvsplit
brain or commiSSurotbmy operation involves separatioﬁ of the
left and right hemisphefes by surgically severing the
connecting nerve cable called the corpus callosum, the main
fﬁnction of which is to connect the two Brain hemiSphe;eS
and to enable'them to "comminicate with eaéh other atvéhe'
fate,of thousands of iﬁpulses per second."?®’ This fibrous
nerve bundle faéilitates the transmission of memory and
~learning.?*®. |
In the 1960'5 further expefiments——this time on
neurosurgical patients--lead scientisEs to po§fuiate thatﬁ
‘"both hemiéphereslare involved in‘higper cégnitivé o
>functioning, with each half of the brain specialized in
complementary fashion for different modes of thinking, both

highly complex."?® Some experts even believe that it is by

using the right brain that we "understand metaphors, dream,

*’Lusser Rico, Writing, p. 71,
**Edwards, Drawing, p. 29.
*’Edwards, Drawing, p. 29.



and create new combinations*of ideas."®° As researcher and

teacher Betty Edwards has expressed it, "Each of us has two
. i - \

miﬂds, two consciousnesses, mediated and integréted by the:
connecting cable.of nerve fibers between the hemi-
spheres."?®!' |

Although a great deal more research needs to be con-

ducted on the issuefof laterality, and deépite the myriad of

conflicting opinions on the subject, those involved in these'

studies all seem to be in agreement that "hemispheric

Specielization falls on a confinuum,’z,that it ie-a\;atten'
of degree rather than an all—or—none‘conce'pt,"33 and that
right hemisphere potential should be developed.?®*

For the_purposes of our'discussion, the introduction of
the concepts of a cerebral continuum and hemispheric

Y

Mexchanges is interesting. The current formulatlons tend to
&

support ‘Robert Bréchon's contention that, when Breton listed

*°Edwards, Drawing, p. 35. | R ;
3‘EdWards, Drawing p.(31.

’ZEmpha51s my own, |

’*Eran Zaldel "Concepts of Cerebral Dominance in the

Spllt Brain," Cerebral Correlates of Conscious Experlence
(Amsterdam: Nqgrth Holland Publ. Co., 1978) p. 281.

3‘See,_ or example, the fallowing works: J.E. Bogen and
G.M. Bogen, "The Other Side of Creativity," Bulletin of the
Los Angeles Neurological Society, 34, 1969, pp. 191-20;
Betty Edwards, Drawing on the Right Slde of the Brain (Los
Angeles: J~P. Tarcher Inc., 1979); David Galin,
"Implications for Psychiatry of Left and Right Cerebral
Specialization,"” Archives of General Psychiatry, 31, 1974,
pp. 572-82; Gabriele Lusser Rico, Writing. the Natural‘Way
(Los Angeles. J.P. Tarcher Inc.; 1983); Bob Samples, The
Metamorphic Mind (Massachusetts. Addison-Wesley Publlshlng
Co., 1981) . .

.
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Colin, 1971), p. 8.
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_precursors who were in some aspect surrealist,®® he was

implicitly sUggesting ‘that the exchange between the
conscious (leﬁt hemisphere) and the unconsc1ous mind (r1ght
hemisphere), had occurred throughout history, w1thout any

intentionality on the part of the poet or the artist. What

~the surfealists wanted was to induce these exchanges, by

suppressing analytic (left hemisphere) thought patterhs and
releasing hélistic (right hemisphere) perceptions. Bréchon

explains: »

ce que Breton suggere, c'est donc la distinction
erntre un surreéalisme hlstorlque date et localise, et
un surréealisme €ternel, qui est une constante de

1 espr1t humain, de 1'imagimation, de la sensibiliteé.
et du golt, comme on le dit souvent aussi dy. '
classique et du baroque.J‘

Working from the assumptlon that both hemispheres

‘actively contribute in some way to the continuum, a group of

researchers at the‘Califo:nia Institute of Technology
devised a sseries of tests which'differentiated the separate -

functions of the hemispheres. They found that the right half .

of the brain is capable of experiencing, responding with

@

o : ; , B ¢
feelings and processing information on its owp.?’ The

results also showed,that each hemisphere P ceives its own_

reallty, or rather percelves reality in 1ts own way h
35Ahdre Breton, Les Manifestes ‘du surréalisme (1924;
rpt. (P%iiﬁ: Gallimard, 1972), pp. 38-39.

*¢Bréchon, Le Surreallsme, (Paris: Librairie Armand

- *7’Edwards, Drawing, 29. (Naturally, in majority of
people with unsevered corpus callosa, perceptions between
the two hemlspheres are exchanged and unified to'a greater
extent than in surgical patlents or those sufferlng from
brain-damage.) -
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‘We now know tﬁet these perceptions are encoded in'two'
different ways in the human brain because the optic nerves
carry a message of the perception to both the left ahd.right
hemispheréds via a split in tﬁe,optic nerve.’*® Apparently
these perceptions are then placed in an area of the ﬁemporal
lobe in which v1sual and auditory sensory experiences are
stored.?? Sc1entlsts speculate that the unknown mechanlsms
of memory, hallucinations, and dreams may be located in this
region.*

Recent advances in studies on hemispheric perception

have also shown that the hemispheres have different
LS
cognitive modes:
‘ ¢
What most characterizes the hemispheres is not that
- they are specialized to work with different types of
material (the left with words and the right with
spacial forms); rather, each hemisphere=Ts
specialized for a dlfferent cognitive style; the
left for an analytical, logical mode for which words
are an excellent tool, and the right for a holistic,
gestalt mode, which happens to be particularly
suitable for spatial relations, as well as music.

After extensive research, an explanation for these
oppositions has been presented:

E. Goldberg of the State Un1ver51ty of New York and
Louis Costa of the University of Victoria, Brltlsh
’*Bob Samples, The Metaphoric Mind (Massachusetts:
Addison-Wesley Publishing Co., 1981), p. 22.

?’ Mike Samuels and Nancy Samuels, Seelng With the
Mind's Eye (New York: Random House Inc., 1975), p. 59.

: ‘°S A. Gatz, Manter's Eséentials of Clinical
Neuroanatomy and Neurophysiology, (Philadelphia: F.A. Davis
Co., 19700, p. 112. .

‘*'David Galln, "Implications for Psychiatry of Left and
Right Cerebral Specialization," Archives of General
Psychiatry, 31, 1974, p. 573.
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Columbia have proposed that these hemispheric
differences exist because the two halvés of the
brain are 'wired' differently. They say that the
right hemisphere has a greater neuronal
"interregional connectivity' and so can handle novel
material better, whereas the ‘left hemisphere, _
because of its sequential neuronal organization, has
superior compact storage of well-routinized
pre-existing codes. They suggest that the right
hemisphere has a greater neuronal capacity to deal
with informational complexity for which no learned
program is readily available. By contrast, the left
hemisphere relies heavily on previously accumulated,
sequentially organized information. Thus the right
hemisphere is specialized for the initial
orientation of a-task for which no pre-exisiting
routine is available. If their conclusions are
correct, it has much to tell us about the

. directionality of hemispheric involvement at
different stages in the creative process or in any
complex symbolic activity that moves from novel to
kngwn, such as natural writing.*?

Relatively recently specialists have also become
interested in testing the communication abilities of the
brain. When scientists examined the processing of
information in the two halves they found that, although the
right hemisphere is generally mﬁfe, it has good language
comprehension both for spokén and written words.*® What it

»
cannot do, however, is to string words together like the
left brain does, because it has a highly limited syntactic
ability.“ Eran Zaidel, a prominent researcher in neurology,

.

whose primary interest lies in exploring the linguistic

‘’Lusser Rico, Writing, pp. 70-71.

‘?Jerre Levy, "Lateral Differences in the Human Brain
in Cognition and Behavioural Control," in Cerebral
Correlates of Conscious Experience eds. Pierre Buser and
Arlette Rougeul-Buser (Amsterdam: North-Holland Publ. Co.,
1978), p. 285,

‘*Lusser Rico, Writing, p. 76.

v



The right hemispheres have no speech, little
writing, substantial visual vocabularies ang
surprisingly rich auditory lexicons. The right
hemisphere has good grasp of plCtOflal semantics 1n
terms of everyday social experience but the semantic
structure of the right hemisphere vocabulary seems
more dlffuse and connotative than left hemisphere
reference.

Further research showgd that the right hemisphere

perceives words as auditory or visual gestalts, while the

left hemisphere percei&es speeéh by phonetic analysis.*¢

Therefore, "while the left hemisphere probably constructs

spoken language by the generation of phoneme-elicited-

&

articulemes properly ordered in time, the right hemisphere

would only be able to generate spoken words for which it

possessed articulatory Gestalts."*’ There is a current

’hypothe51s, put forth by Eran Zaidel? which: suggests that

rlght hemisphere vocabulary is characterlstlcally

N

connotative and associative rather than precise and.

denotative."** The observations of Dr. Galin, from the

21

Langley-Porter Neuro-Psychiatric Institute, support Zaidel's

argument :

When the right hemisphere did express itself in
language, we might expect its use of words to
reflect its characteristic holistic style, because
it deals more effectively with complex patterns
taken as a whole than - with the individual parts
taken separately, we might expect metaphors, puns,

*SEran Zaidel, "Lexical Organization in the Right

Hemisphere," in Cerebral Correlates, p. 177.

*¢Zaidel, Cerebral correlates, p. 183

‘"Levy, Cerebral Correlates, p. 290.

**Zaidel, Cerebral Correlates, p. 183,
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déuble—entendre and rebus i.e. word pictures.*’
Another specialist believes that "The curse words and
clichéd phrases of Broca's asphasics may be examples of such
holisfically generated speech,"*®

These séientific discoveries have great importanpe for
the literary field since different perceptual modalities are
of paramount importance‘in much modern literature,
especially that which developed during the 1820"s, The new
information suggests that imagery resulting from the
exploration of the right brain, or as the surrealists chose
to call it, the "unconséious," does indeed feflect a certain
way of seeing the world, a certain ordering process, which,
while it influences each person's conduct, usually remgins
concealed on the "other side" of the corpus callosum. The
impliéations of these 4dvances in neurology for the
examination of surrealist imagery become even more obvious
when we examine Galin's statement that "certain aspects of
right hemisphere functibning are congruent with the mode of
cognition ps?choanalysts have termed primary processes, the
form of thought that Freud originally assigned to the system
Unconscious."®' Since we know that B:éton borrowed this term

directly from Freud, Breton's "unconscious" appears to be

*’David Gafin, "Implications for Psychiatry," p. 574.

*‘Levy, Cerebral Correlates, p. 290. Broca's Asphasia
is a language disorder, characterized by the inability to
use or to understand language. It results from a lesion
located in the left cerebral hemisphere half way between the
frontal and temporal lobe in a region called Broca's area.

*'Galin, "Implications for Psychiatry,“ p. 574.
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closely related to the neurologists' right hemisphere,

Breton's faith in dreams as valid perceptual modalities
_is backed by experiments involving the electro*encephaio—
graph, which have shown that during REM (the drean period in
sleep) the right hemisphere becomes more active.®? Dr, Galin
goes one step further in his discussion when he suggests
that the right hemisphere controls dreaming:

fost dreaming is done with the right brain, hence

e nonseqguential, nontemporal nature of dreams,

with their overlapping images drawn from time past

as well as time present, from familiar and

unfamiliar, from gquraphically near and far.®?

Interestingly, Breton's belief that part of the mind
was literally being cut off from active’pafticipation'in
life, receives additienai support from studies wnich have
shown that "mental events in the right hemisphere can become
disconnected functionally from the left hemisphere, ¢ The
corpus callosum.is able to innibit the informational
exchange between the hemisphefes when it is more
advantageous to focus the talents of one on a given task;g5

- Recently released studies in the fields of neurobiology
and biothsical.chemistry, which have addressed the question
of diffgfent’types of perception (specifically ones that
involve a reduction in left henisphere"aetivity), also

*?Lusser Rico, Writing, pp. 166-67.

‘ **David Galin paraphrased by Lusser Rico, Writing, p.
167. ' i

*‘Galin, "Implications for Psychiatry,” p. 575.

**Lusser Rico, Writing, p. 71.



observations born from delusions, trances, and visions:

Nobody will deny that conscious perception is
possible not only during states of "highest
attention" (however defined), but .also uring states
of .reduced consciousness such as sleep gﬁ;te one,
" delusional states, etc. Sensations in such states
may enter consciousness although through unusual
doors, and may be incorporated.into conscious
experience. Conscious experience is even possible
during deep sleep, as dreaming, and during
pathological states ©f clinically reduced
consciousness. ® ¢ . ,

R.M. Bucke, a turn of Xhe cehtury Canagian‘
ééychiatrist,‘alsg_recognize the existenceé of another
perceptual modé——gimilar to that which interested the

- surrealists--which he‘c§lléd cosmic consciousness:

The prime characteristic of the cosmic consciousness
is a consciousness of . . .the life and order of the
universe. Along with the consciousness of the cosmos
there occurs an intellectual enlightenment which
alone would place the individual on a new plane of
existence--would make him almost a member of a new
species.®’ L

‘The literary critic Thomas Williams provides us with a

succinct description of this experience: -
The essential elements are all present: absolute
conviction of the truth of the revelation, a
heightened power of perception which reveals
fundamental unity and eternity of self and the
world, and the subsequent transformation.of the
level of qonsciousness to that of a "new

, *‘Otto D. Creutzfeldt and Gunter Rager, "Brain
Mechanisms and the Phenomenology of Conscious Experience,"
Cerebral Correlates, p. 313, In addition, Canadian brain
surgeon Wilder Penfield found that mild electrical
stimulation of a patient's right temporal lobe usually
produced visual illusions of vividly recalled
memories--images--while probes of the left hemisphere did
not. Lusser Rico, Writing, p. 167. '

*’R.M. Buck, quoted by William James in The Varieties

of Religious Experience (New York: Random House, 1946), p.

306. _ '

24
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species,"*®?®

Writer Aldous Huxley tells of his encounters with these

"surreal” perceptions in hié work The Doors of .Perception.
.Huxiey agrees with Bergson and.Breton thgt the mainwfunction
of the brain, as it is generélly used, 1s eliminative, that
-1t cuils out of our perception all that is not neceésgry to,
and indeed, all that might be harmful to, adapfation and
survival. The brain is a practical organ, a "reducing valve"
through which only’that which is useful is normally allowed
to pass{S’ Huxley argues that states of altered perceptual
modes;—which many surrealists 1nduced and
expioréd——é;}éé£1vely by pass the.reducing functian of time
and space. In hlgaexperlence, as in ﬁhe surrealist

experience of lg mervellleux, the mind perceives in terms of

inténsity of existence, prqfundity of significance, and
relationships within a pattern.®®

However, both Huxléy and Breton were made to realize
thatJaﬁthpugh‘differgnf perceptual modes could increase
creativé ability, these altered states are potentially

dangerous: _
Confronted by a chair which looked like a Last
Judgement..., which, after a ‘long time and
con51derable dlfflCUlty I recognized as a chair, 1
found myself all at once on the brink of panic.-
This, I suddenly felt was going too far. Too far,
. **Thomas A. Williams, Mallarmé and the Language of
Mysticism (Georgia: University of Georgia Press 1970}, p.
5. ‘ ,

*saldous Huxley, The Doors of Percgptlon (London:
Chatto & Windus, 1954), p. 22.

‘°Huxley, The Doors, p. 26.
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even though the going was into deeper beauty, deeper
significance. The fear, as I analyze it in
retrospect, was of belng overwhelmed, of
disintegrating under a pressure of.reality greater
than a mind accustomed to living most of ‘the time in
a cozy world of symbols could possibly bear,*!

) :
The cVitic Jean—Pietre Chauvin discusses the surrealist
experlments with ‘perceptual modalltles.

The authors (Breton and Soupault) had induced what

_ might be termed self-hypnotic trances, thus
enormously enhancing their receptivity to the
subliminal messages dictated by their inner voices.
The hallucinogenic impact of such sessions, while
literarily fruitful, nonetheless gave Breton pause.
An inherent peril lay in the 1mpre551on that such
31mages could make upon the conscious mind,~ namely an
increasing inability to retain a sense of reality."
Eventually the violent and self-destructive
behaviour of the part1c1pants led Breton to
terminate these sessions.

Even though the surrealists evehtually had to abandon this
4 | ’ _
method of exploring and exploiting imagery, the creative
\ .

process remained of great interest to them.

Most current theories on creativity are based on the
belief that images, derived from past perceptions, are
formed and stored in thevUnconscious or right hemisphere,
where the conscious or left hemisphere can become aware of
them from time>to time. The eontention ie that much of the
creative process takes place without the individual being
aware of it: g |

‘Within the unconscious images can become associated

to form streams of 1mages that they can juxtapose
to form combination images or coalesce and recombine

61 Huxley, p. 55.

‘**Jean-Pierre Chauvin in "The Poethics Breton,"
Jean-Pierre Chauvin -and Mary-Ann Caws, Breton: A Blllngual
Anthology (Austin: Univ. of Texas Press, 1982),

XXVi-Xxvii, -
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- to form entirely new 1mages. All this act1v1ty takes
place without a person's awareness, but sometimes
the results of these processes surface in conscious
_though; and catch his or her attention.®?

Dr. G. Wallis, a well known researcher in this field,
postulates that there are four stages in‘the creative |
process--a theory that 1is accepted by many researchers, ¢*
The first 025 he calls‘th$>preparation stage. During this
time, people consciously collect information relevant to.
‘them which they theh store until it is needed. These
processes are‘controlledgby the left hemisphere.

In the second stage, called incubation, people release
their conscious hold on the suhject matter and focus their
attention elsewhere. Some specialists believe that during
this stage, images already stored in-the unconscious shift
and reaiign themselves.‘® Most researchers are of the
~opinion that this is the critical stage in creativity and
that it involves, to varying degrees, altered perceptual
modes. Dreams, daydreams, fantasies, hallucinations,
hypnagogesis,iand hypnopompesis are thought to be states
conducive to this process. During this stage the analyt1ca1
actions of the left brain are reduced, and the right bra1n

becomes more active, with perceptual dominance moving

through the corpus callosum from left to right.

$3Mike and Nancy Samuels, Seeing with the Mind's Eye,
p. 240. '

“4Dr. G. Wallis, quoted by Mike and Nancy Samuels,
Seeing with the Mind's Eye, p. 239-40.

_ ‘*Mike and Nancy Samuels, Seeing with the Mind's Eye p.
299. ’

-
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In the third stage——illumination——ihspiration appears
to occur spontaneousiy and unexpectedly, usually accomp?nied
by feelings of certainty and elation. This is the moment of

discovery when images first come to a poet or when a painter

first sees his outling. The current assumption is that,

during this time, ‘an information exchange between the two

L4 N .
hemispheres occurs, with perceptual dominance moving from

right to left

The last stage is known as eltggz ver1f1cat1on or
revi51on This is when detalls are worked out and ideas or

perceptions are made evident w1th1n a form or structure.

C

This, like the first stage, is governed by the left
hemisphere. |

American biologist and philéspher E.W. Sinnott also
believes that the creative process takes place in d
condition of reduced left hemisphére,act%viﬁy:

. In dreams and half-dreaming states the mind is
filled with a throng of images. Here the natural
tendencies and predilectfons of living stuff dome to
expre551on. More than all, I think, here the
organizing power of life fashlons into orderly
patterns the floating fantasies of the unconscious
mind. . . Among the throng of random images and
ideas, the unconscious mind rejects certain
combinations as unimportant or incompatible but sees
the significance of others. By its (the unconscious)
means, order--intellectual, esthetic, erbbps
spiritual order--is here distinguished from
randomness. . .0One must recognize the operation in
the unconscious of such an organizing factor, for
chance alone is not creative. Just as the organism
pulls together random, formless stuff into the
patterned system of. structure and function in the
body, so the unconscious mind seems to select and
arrange and correlate these ideas and images into a
‘pattern. The resemblances between the two processes
is close. The concept is worth considering that the
organizing power of life, manifest in mind as well
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as in body--for the two are hardly separable--is the
truly creative element Creativity thus becomes an
attribute of life.

Harold Rugg, from Columbia Universify, largely agrees

3

with Sinnott's theories and postulates that cfeativity
occurs in what he calls the transliminal mind, which is a
sort of chamber between theAconsciouS and the unconscious.
He identifies this area with Eastern meditation states, with
light auto-hypnotic trances, with intuition, and with-
hynagogic states. The transliminal mind is characterizedbby
a state of relaxed feadiness or relaxed cohcentration, ¢’

As a result of these and other extensive investigations
and interviews with creative people, it was discovered that
artists occasionally realize the creative moment is not
always uttefly beyond their control. Listed below are some
interesting examples concerning well-knogn artists' attempts
| to induce creativity: |

1. Samuel Johnson needed a purring cat, an orange
peel, and a.cup of tea in order to wrlte. \\

2. Proust wrote in a soundproof room.

. 3. Kipling needed jet black ink to write. L L
4. Kant wrote at precise times of day, in bed, 4
staging at a tower (and was so disturbed when trees
begyn to obscure the tower than he had them cut

down),¢®

5. Rousseau thought bare- headed in full sunshine,
6. Beethoven poured cold water over his head,
believing that it stimulated his brain.

' 7. Rossini covered himself with blankets while

composing,
“‘P.E. Vernon, Creativity, Selected Readlngs (New York:

Penguin Books, 1970), p. 111.

"Harold Rugg, Imagination (New York: Harper and Row,
1963), p. 297. o

“*T, S. Knowlson, ‘guoted by Mike and Nancy Samuels,
Seelng with the Mind's Eye, p. 256.
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8. Dickens turned his bed to the north, believing
that the magnetic. forces helped him to create.‘®
In,the last twenty-flve years, research psychologists
" have also begun to study the pdssibility‘of increasing
Ereativity in ordinary peéple by inducing stdées where left
hemisphere activity is reduced and feaéhing people to be
receptive to the iaeas broducéd from enhanced :ight
hemisphere aﬁtivity . This is basically what Breton and
otherrsurrealisté were trying to do over forty years ago,
wheh they attempted to find states which would allow them to
iiberéte their perceptual and cogitive processés from
analytic thought. Indeed, specialists in neurology. have
begun to echo'Bretpn[s beliéf in the importance of
integration. Many now contend that only whén the two
hemispheres are fully active and intégrated ¢an creativity,
man's highest function occur.’® Carl Rogers also sees |
creativity‘as a prdcess'éccur:ing inbthe uﬁusual%y sensitive
énd‘well—integrated personalitj."
. However, occasionally when right hemisphere perception
is overly dominant or dominant at inappropriateftimes; |
creativity and insanity appéar to converge, Actualiy,

*’E. Hutchinson, quoted by Mike and Nancy Samuels,
Seeing w1th the Mind's Eye, p. 256.

& '°J.E. Bogen and G.M. Bogen, "The Other Side of the
j>: I1I. The Corpus Callosum and Creativity," Bulletin of
s Angeles Neurological Society, Vol. 34, pp. 191-220

. 'Carl Rogers "Towards a Theory of Creativity," in
fnat1v1ty' Selected Readlngs, ed. P. E “Vernon (New York:
fenguin Books, 19757 137-51, o
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inspiration is sometimes said to be near to madness. ? Since
surreallsts, psychologlsts, and neurologlsts have expressed
an interest in the reiationships»between creative processes
and artistic manifestations of insanity-—including_imagery
expressed through language—-let us now turn our attention
towards some conslderations about communicative modalities,
Many people may find the idea that»thevinsane
individual's perceptual mode is not only’ditferent but, on
occasion, botnbaccuratebandlprofound difficult to accept.
However recent ‘research has shown that, while the |
1dlosyncrat1c worlds of the insane have dlfferent boundarles
than our world, W1th1n these worlds there is ofqen evidence
of underlying,90verning logic. This discovery has lead
spec1allsts to suggest that some dementias are actually the
v151ble evidence of dlfferent modes of perceptlon whlch
induce individuals to see and react &n dlfferent ways, not
all of them negative. v |
Indeed, some-psychiatristsjsuch as R.D. Qaing and David
Coooer have gone so far as to glorify schizophrenia, and
certain spec1allsts have suggested that "there 15 something
beneflclal 1n madness that is part of our general heritage,
is resistant to ext;nctlon and may have beneficial
aspects.’? Other, more moderate ones, belleve that Qg

72Stephen Spender dlscusses the similarities between
madness and inspiration in, "The Making of a Poem," in
Creativity: Selected Readlngs, ed. P, E Vernon (New York:
Penguin Books, 1970), p. 61.

7°Fadman and Kewman eds., Explorlng MadneSS'
Experlence, Theory, and Rsearch (Monterray: Brooks/Cole
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listening to the mentally ill, "we may gain untold insight

in dimensions of reality still to be explored and

‘understood."
| - Not shrptisingly, over the years, victims of certain
@ental illnesses and the surrealists héve shared a cémmoh
problem./fﬁey do not communicate their perceptibhé and
.ideétidnal processes within the strict confines of standard

‘language, with the result that their communications are

.

subject to devaluation, and eyentual dismissal. Certain

énalysts'realize the potential dangers of this situation and
: . , s =
are voicing their emerging concern over their inability to

understand the patients’ communications, One-of the more
succinct comments on the subject was made by DBrs. Hayward
and Taylor:

One of the principal problems to be overcome, in
efforts to increase the effectiveness of
psychotherapy of the psychoses, centers around
communication. In the past there has been a tendency
to dismiss the patient as using "neologism" or
"bizarre gestures" or the like. Actually if the
therapist will take the time to listen to the -
patient, or observe him minutely, over a long
period, he will begin to see a method if the
madness,’® ' A ’ .

'.The patiéAtS' obigrQations, like those made by surrealists,
‘reflect frustration and preoccupation with-language | |
limitatiohs. Inc;uded bélow arevreprgsentative examplés of -
stateﬁents made byimentally'iil individuals about their

e e e o — — — — — ——

"> (cont'd) Publishing Co., 1973), p. 5.

"4James Fadman‘énd Donald Kewman, Exploring Madness, p.
11. | . . r~ X

’*Bert Kaplan, ed., The Inner World of Mental Illness.
(New York: Harper and Row, 1964), p. 333. ~ o
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problems with communication:

1. I do not know how--with only the blunt point of a

lead pencil and the inadequate words I have at my

command, to get a likeness of her onto paper. A

pencil and commonplace words. With these I cannot

depict the noon-day brightness of the hlghllghts in

her loveliness or shade the shadows of’ mldngght

blackness in the tragic abyss which enveldpes her!

2. The words in the English language are futile.

3. Meeting you made me feel like a traveller who's

been lost in a land where no one speaks his

lanquage.’*

Often the "unconscious" or "right hemisphere," is

Her
considered as a mysterious sort of netherland into which
only lunatics may enter. However, psychiatrist Dr. Thomas
‘Szasz, has offered the interesting suggestion that the
"unconscious" (right hemisphere dominance) can be conceived
of as a form of communication which bperates on a cerebral
continuum.’’ This formulation implies that surrealist
writing could be considered as one of the most consistent
artistic manifestations of imagery, which is based in right
hemisphere activity. Indeed, this doctor's_view of the
language/bfain‘relationship is analogoué to that of the
surrealists, In 1930, Breton discussed his views on this

relatlonshlp in the Introductlon to "Les Possessions" (the

second sect1on of L' Immaculee Conception co- authored with
“Paul Eluard).

L'esprit dressé poétiguement chez 1'homme normal,
est capable de reproduire dans ses grands traits les
manifestations verbales les plus paradoxales, les
plus excentriques sans que cela soit susceptible de

'¢‘Thomas Szasz, The Myth of Mental Illness (New York:
Harper and Rgw, 1974), pp. 107-110. :

'"Szasz, The Myth, pp. 107-47,
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compromettre en rien sa faculte d'équilibre.’:®

Forty-four years later Szasz expressed the same idea in his

i
introduction to The Myth of Mental Illness:

But let us suppose that there is no such thing as
~mental health or mental illness, that these terms

refer to nothing more substantial than did the °

astrological notion of the influence of planetary

positions. on ‘personal conduct T

The first step towards 1ncreased recognltlon and
comprehen51on of dlfferent communicative processes 15 to
obtain-“a better understanding of the language modes be1ng
used. Thus, we shall derte'the next chapter.to exploring’

the various modalities and discussing the influence that the

‘cerebral hemispheres have on imagenic communication.

- "*Andreé Breton and Paul Eluard L' Immaculée conceptlon
(1930 rpt. Paris: Galllmard 1961), p. 25,

”SZasz,fTﬁe ‘z h, p. 125.



IT11. Language Modalities in Communications

' The surrealists' attitude towards language is,best
.expressed in Breton's statement that "Le langage a eté donne
a8 1'homme pour qu'il en fasse un usage surreallste "”°.Th15
assertloﬁ is interesting, for it shows that despjte the
novelty of surrealists' manipulation of iapggﬂééﬁ their real °*
aim was to'tfghsform thought and life through‘the medium of
‘a language they had inﬂefited.without guestion, Lanqpage has
a place'Of honour 1in the surrealist movement, prlmarlly
because it is the vehicle for expressing, and possibly even.
creating imageryt However, since the lihguisticielements in
surreal imagery are no different from‘those found in
non-surreal 1magery, I would like to suggest that 1t would
be prudent not only to describe the images, but also to
examine how language functions in diffgrent imagery types.

Generally speaking, studies and analyses of imagery |
have focused 6n the nature and interpretation.of images, but
‘have'not dealt, to~ahy great extent, with the creatién;of‘
'tefféCtive métaphorst While the interpretive approach is
.fruitful when dealing with traditional imaéery which is more
coﬁcerﬁed with cohcéptuéltthén per;eptual aépects, it
esséntially-breakétdowq Qhen,*as in some modernist }magery,
alternate perceptuél modes'tgke precedence over normative |
ones. This modality change‘is sométimes carried to such an
extent»that thefé is no tdnger a demaaded, verifiablé
readlng

— o = = e - ————

‘°Andre Breton, ‘Les Manifestes du surrealisme (Paris:r
Gallimard, 1972), p. 46 ‘
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In recent years, a substantial amount of scientific

work ‘has been done which addresses the inter-related

vy ¥ ) .
problems of perception, cofmunication, and knowledge.

However, because the scientists have not ventured to apply
their findings  to actual literary texts, their studies have
gone virtually unnoticed by the-majority of humépists.'The
concept of Erame—theory is one such scientific model yet to
be widely exploited in literary theory and criticism, The
aim of frame theory, as developed by Marvin Mlnsky, Terry
_ Wlnograd and others, 1is to offer a mode 1 of learnlng and
memory which helps to‘dlscover not only how human belngs
recognlze visual Shepeé,.social situations, or linguistic
contexts but also how they learn new idees'when confronted
by the unknown.

Van Dl]k explalns how the theory works::

Much of- the phenomenologlcal power of- the theory

“.hinges on'the inclusion of expectations and other
kinds of presumptions. A frame's terminals are
‘normally already filled, with "default" assignments.
Thus, a frame may contain a great many details-whose
supp051tlon is noﬁ specifically warranted by the
situation.... The frame systems are linked, in turn,
by 'an information, retrieval network. When a‘ ‘proposed
frame cannot be made to fit reality--when we cannot
find terminal marker conditions--this network
provides a replacement frame,*?

* "Marvin M1nsky, "A -Framework for Representing
Knowledge," in Patrick H. Winston, ed., The Psychology of
Computer Vision (New York: McGraw- Hill 1975}, pp. 211-77;
and Terry winograd "A Framework for Understandxng
Discourse,"” in Marcel Adam Just and Patricia A. Carpenter,
eds., Cognitive Processes 1n Comprehen51on (Hillsdale:-
‘Lawrence Erlbaum Assoc1ates 1977), pp. 63-88.

**Teun A, van Dijk, "Semantlc Macro-Structures and
Knowledge Frames in Discourse Comprehension," in Marcel Adam
Just and Patricia A. Carpenter:, eds., Cognitive Processes in
Comprehension (Hillsdale: Lawrence Erlbaum Assoc1ates
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Within the last five years, critics have begun to
extend the concept of frames to literature. They contend
that a reader's perceptioﬁ of literary frames (e.g. theme
andggenre), leads him to employ différént reading stfategigs"

:~theory,
:

¥

when attempting to comprehend the text.®’ In frame
the reading or perception of a work is viewed as én
inductive process in which ghé reader/pérceiver'tpies to
"match" perceived structures with concéptual frames stored
in memory. In the matching process he calls up one frame
after énother”until,a match is made. If, in the indi?idual's
memory, tﬁere\is no framework in which the new perceptions
~can be coqrdinafed, he will 1) attempt to construct a new
one by both building on his present knowledge, and by
extrapoléting from it, 5; 2) close his mind to the whole !
- problem,®* |

‘ Inez Hedges, who applies frame-theory to literature,
argues that "the literary and artistic relevance of this
theory would base itself on the idea that new art formskafe
~created in order to publicize and'promulgate changes in the
modalities Jf perception of an.era."*s Thus, she contends

that the different communicative forms found in great art

**(cont'd) 1977), p. 21.

¥

- *’A collection of articles applying frame theory in the
analysis of discourse is found in Dieter Metzing, ed., Frame
Conceptions and Text Understanding (New York: Walter de
Gruyter, 1980), :

L **Inez Hedges, Langua es of Revolt (Durham: Duke
University Press, 1983), p. 58. -

**Hedges, Lanquages, p. xviii,
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and li;eratﬁre enable us to keep abreast of our}éver
changing conceptualization and perceptuallzatlon of reallty
Occa51onally these forms even foreshadow developments.

For example, André Breton's once shocking view of
language as.an essentially reductive phenomenon which limits
man's thought; has, over the last sixty odd years, been_
taken up and expanded upon by linquists, one of the best
~known of these being Benjamin Whorf. He, like the
surrealists, argues that to use language normatively is to
limit oneself to‘;odes of perception that are already
inherent in the language.®‘ Further support for Breton's
initial presentimeﬁt is found in the macro-structure theory
of'frame—making proposed by.researcher—Teun A. van Dijk, and
backéd by studfes in human memQr§ and recall.®’ According to
this,theofy, lanquage frames are deriyed by reductive
processes which delete information that is not useful for
constructing a frame,*®

Let us begin our e?amination oficommunigative
frameworks, .and their contribution to ‘imagery formation with
a short introduction to, and definitionuof, cerﬁain key
terms which we will employ‘in tﬁe classification and
identificétion of images.

"Benjamln Lee Whorf Language, Thought, and Reélity
(Cambrldge° MIT Press, 19567

*’Research in the fields of human memory and recall
support thlS hypothesis. See Inez Hedges, Lanquages, p. 58.

- "*Teun A. van Dijk, Text and Context (New York:
Longman, 1977), pp. 144-486,




39

~Language, as the term is generally used,*®’ is defined
aé‘a communication system composed of words (éigns'written
or spoken), which convey information through a complex

)

network of rules. The combination of these signs imbarts
ipfofmation. ’
The first term to be defined is source sign, By this I-
mean each word (sign) whiqh’is found in a lahguaée
. communication, whethef it is-gxpressed verbally, or in
written formﬁfand whether it is found in an imagenic,‘or a
non-imagenic sugrdunding. For eXample, in the sentence "It
was é Sundayﬂ@ofning iﬁ the'veryWhei@ht of spring,"’® the
,source signs: are: 1It, vas, a, Sﬁndéy, morning, in, the,
very, height, of,zspring;;' %oUrce signs qre'defined the
same waykforAimagenic messagé transfers-as we seen in this
sténza by .the Spanish poet Gustavo Adolfo Béquer:
| Yo me he asomado a las profundas simas
de la tierra y del cielo .
y les he visto el fin, o con los ojos
0 con el pensamiento,’?
In this example; the source signé are: (he) asohado,

*’I omit here the contentiocus issues regarding body
language, subliminal language, etc. ’ :

*°Franz Kafka, The Penal Colony: Stories and Short
Pieces tr. Willa and Edwin Muir (1948; rpt., New York:
Schocken Books, 1976), p. 49, = ,

’'Although each word in the sentence is.a sourge sign,
only the ones which function as nouns, verbs, adjectives,
and adverbs, are actively contributing to the message
transfer., Signs which function as linking words (to, of,
because, etc.), or as definers (a, the, etc.) and which do.
not perform a reductive or qualifying function, are not
commented upon, : v

?2Gustavo AdolfO'BéCQUer, "Rimas," No. XLVII in Obras
- completas (Barcelona: Editorial Bruguera, 1970), p. 104.
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profundas,.simas, tierra,.cielo, (he) visto, fin, ojos,
pensamiento. Each af these soufce signs has a group of words
which is logically related to it by some common feature. For
example, the sign "tierra" can be connected with signs such
as world, grass, green,»hother, growth, ranch, etc. The
various relationships between the source sign and these
signs can be verified through the use of analyt%cai thought
processes. Signs whose relationsbto the sou;ce sign, can be
so confirmed, are called direct derivatives. When taken as a
‘group these»direct derivatives form the source sign's
paradigm; For example, a possible paradigm for "cielo" could
include the direct derivatives blue, sun, cleud, airplane,
moon, etc. Indirect derivatives are.formed by’making direct
derlvatlves for a direct derivative of the source word.
‘Indlrect der1vat1$es can be considered to have an infinite
paradigm since, 1f necessary, the procedure can be repeated
'ad infinitum, When paradlgms of indirect, derlvatlves are
employed to decode a message, they no longer have to be
logically related to the source sign. For example, in the
»communlcatlon "Yo me ha asomado a las prefundas simas / de
la tierra y del cielo," some 1nd1rect derivatives fer cielo
could be desk, geology, lemonade, etc. Likewise in Paul
Eluara's famous line, "La terre est bleue comme une orange,
the paradigm of indirect derivatﬂees could include virtually
anything and everything, e.g. peace, hope, telephone, round,

etc.
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The first important element to be examined in our
discussion of language frameworks as communicative
processes, is discursiveness. The extent to which a language
exhibits this characteristic is determined by the "degree of
arbltrarlness in the symbolization."®® For example, when a
phy51c1st says let "g" stand for theforce of grav1ty he is

using .a fully discursive and conventional symbol. Likewise

Qhen a ehlld sFyshﬁI want a hotdog" he is uslng discursive
symbolism. EveryOﬁe communicating through the English
language system has tacitly agreed that the word "hotdog" is
used te denote a particular type of food.

For years scholars had believed thet discursiveness
must exist in communications, otherWlse language could be
hothing.more than meaningly noises.;‘ However for some tlme
now, certain spec1al1sts have realized the existence of
non-discursive languages.’® Moreover,'they are heginning to
accept them as valid communicative forms. Indeea, a school
of'thought has been developing which states the heedkfor a
"genuine semantic beyond the limits of discursive
language."5‘ Anatol Rapoport has even hypothesized that
" non- dlscur51ve symbols reflect the inner states of the

* 3Phomas Szasz, The Myth of Mental Illness (New York:
Harper & Row, 1974), p. 125. Breton valued "l'arbitraire"
“highly. -

N .

"Szasi, ‘The Myth, p. 126.

*$*Non- dlscur51ve languages are those which do not
‘exhibit arbitrary (collectively comprehen51ble) signs .as,
for example, some schlzophrenlc communlcatlon.

2 ¢Suzanne Langer, Phllosophy in a New Key (New York:
Mentor Books, 1953), p. 70.
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individual;;7 This ?s opposed to the radically positivist
view that non-discursive language has no referents——a view
which is no lon%fr widely accepted. Today non-discursive
languages are thought to have referents and cognitive
meaning. Thomas Chetwynd has gone so far as to suggest that
non-discursive ‘language is the only kind-based on true
symbols, for.he states that'"consciously contrived
comparisons are not true symbols."" He argues that symbols
erupt'spontaneously fromlthe "unconscious" (right
hemisphere), that they express the relationship between man
and the cosmos, and that the conscious intellect, limited to
its own resources, misunderstands or misappropriates this
stbolic language. In other words,‘symbols can be
contaminated'by conscious imposition of inappropriate frames
‘constructed by the analytical’ faculties, and this can lead
_ .to the intellectual*pitfall of interpﬂeting one symbol in
terms of another, thus reducing the meanings of both. One
night conclude that, eventually, the‘process‘could lead to
the overallrreduction of language and this is, in essence,
the fear that the surreallsts had concerning communications.
The problem is, of course, thatgeven when these
non—discursive languages are granted thef"officiel
reoognition" that‘Szas;'and othe;s advocate, they are still

[
highly individualistic in nature. Each person communlcatlng
”Anatol Rapoport, Operational Phllosophy Integrating
Knowledge and Action (New York: Harper and Row, 1954), p.
199. -\

>*Tom Chetwynd, A Dictionary of Symbols (New York:
Granada Publ. Co., 1982) p. 11.
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non-discursively has his own unique vocabulary.
Consequently, non-discursive languages cannot transfer
information which would be immediately and consistently
understood'by'a colléctive.group of people. While‘ﬁr.
Chetwynd's argument inVites some interesting philosophical
debates, it basically limits the paraméters of language; He
only grénts recogition to symbols which have become
archetypes. IH doing so, he unfairly excludes many literary
symbols which have evolved over the years (e:g. rose, dove,
star, etc.), and precludes the development of others.

In contrast to discursive language (left brain
dominant), non-discursive language (right brain dominant),
does not deal with .abstract concepts, for these are
developed tﬂrough»sequen;ial and analytic proéesses. Right
hemiéphere language——béidg unable to process abstract
ideas--can onl§ communicate the concrete.’’ When the right
hemisphere does become acgive in communicative processes, it
reduces thé individual’s tendency to perceive the world in
abstract, non—emotiveJEerms; Somé specialibts actdally
- contend thaE the use of normative left hemisphere dominant
'lahguage ser;es to isolate people, rather than to‘bring them
together.‘°°‘Thus-left hemisphere acﬁivity Iincreases the
-—;;f::;;;‘ggéggngémisphere's ability to express itself in
language is almost exclusively limited to nouns. See Michael
S. Gazzaniga, The Bisected Brain: Neuroscience Series (New .
York: Appletone-Century-Crofts, 1970), p. 129; and Jerre
Levy's and Eran Zaidel's articles in Correlates of Conscious-

Experience eds. Pierre Buser and Arlette Rougeul Busser
(Amsterdam: North-Holland Publishing Co., 1978).

t°°Mike and Nancy Samuels, Séeing with the Mind's Eye

°

(New York: Random House, 1975). '

A%
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zndency to perceive the world in abstract ferms. Dr. Szasz

.

ments oﬁ the problem of abst;action in discursive
nage when he observes that "Human beings do not suffer
{jfem Jedipus complexes, sexual frustration, or pent-up
znger, as abstractions; they suffer from their specific
relationship§ with parents, mates, children, employers, and
so on,"'°!

The extent to which ianguage fremeworks manifest
dlscur51ve oL non- dlscur51ve qualltles is determlned by
three con51derat10ns. 1. contextuality, 2. 1i;erentlallty,

il the 1anguage mode being used, i.e. whether the

»fs predominantly Literal, Figurative, or

Ife.

gfirst element, contextuallty, is theAcondltlonlng
».nlng through context and content. The meaning(s) of a
is qualified or limited by the meaning(s) of the words
féh surround it:

| . She is walking her afghan.

. She is knitting an alpaca.

1

2

3. They are cooking chile.

4. He is putting some. mongy in the kitty.

2

/1Z;know from contextual evidence that the afghan referred to
*i}a dog, not a blanket, that the alpaca is a sweater, not &
wocly haired mammal, that chile is a food, not a country, -

and ghat the kitty is a type of depository for money, not a

iy

fell
When communications cannot be decoded contextually, we
‘must have recourse to the second 1mportant concept which is

.'°'Szasz, The Myth, p. 128,
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that of inferentiality. This means that "In addition to
containing the relétional inférmation expliciﬁly éonveyed by
‘the liﬁguistic'messageh semantic memory may also contain
information about relations which can logically be infefred_
from the message.,"'®?

1. His daughter has hair of gold.

2. She eats like a bird, \ ‘ .

3. He has a heart of stone. .

4. Her eyes were shooting sparks.
We know through the use of inferential processes that the -
analogy with gqld refers to color,‘not'textUre, that she
eatsivery litt{g,‘not that she pecks for food, etc.

The last consideratioﬁsbto be_giséussed‘are the
difﬁg;ent lahguage‘qualities. We will examine how they
partibate in, and contribﬁte to.commuﬁicative processes.
These m@dalitigs, like hehiépheric perception itself,
operate on a continuum, and the majorify of.literary
communication consists of a combination of.the thfge
language modes. Very seldom does a reader encounter purely
litefal, figurative, or associative modalities.'®’ |
| Languagé used in;the Literal méde is,.above all else,
spec1f1c, being best known for 1ts ablllty to instruct and.
'organlze. Its functlon is to name or indicate a known
objeét lor'concept or a definable class of. objects or
concepts. Literal message transfers provide 1nformat10n as

ez E, Wanner, T.J. Teyler, "The Psychoblology of ,
Speech and Language," Progress in Clinical Neurophy51olqu‘
(Sw1tzerland S. Karger, 1977) p. 10.

"°3when I state that language is operating in one of
these modalities, I am referring to the dominant mode in the
communicative process.
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clearly as p0551b1e, eschewing amb1gu1ty All signs manifest
a dlrect and loglcal relatlonshlp to one another,
communicating thrgzgh complex networks of connections which
are amiable to anaiytical decoding. The literal modev}s
distinguished in that its'message'transfer always satisfies
both contextual and-inferential éemandsu.Sincegthese
communigationsvdo fqifiil all analytic requirements?—having
. paradigms in nhich the signs are all logically related to
the source sign——we'know that literal language is
discursive. Therefore, we also know that this modality mustv
operate under left hemlsphere dominance. | .

Purely literal language does not‘exist in traditional
poetic imagery, as such language.cannot particapate in
communlcatlons which involve analogical levels. It is,
nohetheless often conduc1ve_to the formation of v1sual
imagery as, for_example,‘in the Sentence "The Maquise.went
out at five,": where the reader may form a mental p1cture of
the Marquise' appearance. |

(

;Thejsecond modalityf—the Figurative——is the one
encountered with greatest frequency in poetic imagery. When
~operating in this mode; langnage includes fignres of speech
and encompasses figurative levels of meanlng In Figurative
communlcatlonsy as in those which are Literal, all‘of the
signs 1ncluded in the paradlgms have to be loglcally derlved
from the source sign. However, language in this mode does

not transfer messages which can be satisfactorily decoded

through purely contextual reading processes, Rather, this
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modality requires the reader to employ fhe technique of
inferentiality.

For example, the imagenic statement "From the ashes of
broken dreams éomes‘music," cannot be understood

contextually. To decode the communication, the reader must

refer to various previously established frameworks, which
relate the source signs ashes, broken, dreams, and music to
both sadness and pleasant sounds. The same basic processeswy

must be exercised when reading wOrdSwofth's line "My'héart
4 ' ' - .
leaps up when I behold / A rainbow in the sky." In order to

decode the intended message, the reader must recall

frameworks which, when combined, will relate the action of
leaping:with thé efiotion of happiness.

An important aspect of the Fiqurative language modality
is that of afﬁectivity. The term affectivity refers to the
potential'of an image to evoke.an irrational, emotional
response, which is quite separate from the communicational
.content itself, as we see in first stanza of Gércié Lorca's
- poem "Romance de la Guardia Civil."

Los caballos negros son,
Las herraduras son negras.
Sobre las capas relucen
manchas de tinta y de cera.
‘Tienen, por eso no lloran,
de plomo las calveras.
Jorobados y nocturnos,
por donde animan ordenan
silencios de goma oscura
. 'y miedos de fina arena.
Pasan 'si quieren pasar,
y ocultan en la cabeza
una vaga astronomia
de pistolas inconcretas.'®*

"*4Federico Garcia Lorca, Obras completas (Madrid:
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In addition to the actual content (which is decoded through

Y

contextuality and inferentiality), when reading theserlines‘
certain individuals méy ‘experience a vague, ’ﬁnreasonabie
feeling of fear, or even depression. This emotlonal reactlbn
is not rationally related to the me§sage s manifest content
but probably arises from the wqrds’:lateht content.
Unforrunately, the eontent}ous issue of the import of latent
content on a reader's reaction to a text has not been
adequately er convincingly expiored. Therefore, while an

-

affective response to images has constituted a major ,

component ih imagery since Romanticism, it still remains far
too individualistic to be used as a'criterion in either the
ideﬁtification or classificetion of imagerf
Our linguistic conditioning--most of wthh is centered

on contextual and inferential frame works--has led us to
develop certain expectations in eommunlcatlohs; When, as
:sometimes happens, these'reletional expectationﬁ erebnOt
'met,'ambiguity and confusion develop. We cannot aecode these
communications using the normative processes of
contextuallty and 1nferent1a11ty When this occurs, language
is operating 1n what we shall call the associative mode.

~If we accept as a priori that this mode of
communication—-like those opereting literally and
figuratively--has its origin in perceptions of reallty,

'**(cont'd) Aguilar, 1957), pp. 381-85,
%

‘°sConvincing arguments for this belief are put forward
by Mike and Nancy Samuels, Seeing with the Mind's Eye (New
York: Random House, 1975); and by Bob Samples in The
Metamorphic Mind (Callfornla. Addison-Wesley Publ1sh1ng Co.
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we may assume that while the reality re%ainsdthe same, the
perception of this reality has changed. The ﬁew perception
cannot be expressed or understood within the limits of
standard language (llteral and flguratlve modes), since
these modalities have developed under the exeges;s‘of
analytlc (left hemisphere) perception éﬁd ideation. Many \
researchers believe that the altered perceptlons which are
evidenced in associative language are the resulf of a
deCrease in»analYEic (Yeft brain) actiyity[‘°‘dThis decrease
allows the right hemisphere‘s more holistic perceptual mode
to partieipage to a greater extent than usual. Studies
: indicare’that “the‘right'hemisﬁhere is a very highiy
‘deVeloped brain except that it cannot exbress itself in
language, so that it is-nqt'éble to disclose any experience
of consciousness that we can recognize."\“°7 However, because
it is.the left hemisphere which has the capability ro link
words together 1in semanticelly and syntactically acceptable
ways, when the right hemisphere is dominant, the
communications are often non—discursive. Indeed, the primary
role played by language in this mode appears to be to
de-automatize thought-
| The‘contradictions inherent in communications which are'
right brein dominaﬁt cannot be resolved through either
Cres(contrd) 1976).

'°¢‘This subject is discussed by Sally Springer and

Georg Deutsch, Left Brain, Right Brain (San Francisco: W.H.
Freeman and Company, 1981), pp. 74, 86-95, 195-197,

"®?John C. Eccles, The Understanding of the Brain (New
York: McGraw-Hill Book Company, 1973), p. 213.
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contextual} or inferential readings. We are then left with
two choices: the first is to attemptvto defuse the
contradictions in the imagery by .instituting a decoding
process using indirect derivatives or, iﬁ‘other words, by
:fgee association, and the second is to try to,visualize the
cénttadictory signs homospatially (simultaneously),

After this brief examination of language processes, :-the
questions now confronting us are what types of images exist,
how are they cémmunicated within the three ianguage
modalities, and how do these iﬁéges appear in poeﬁry?
Finally, we will‘examine'tq what extent altered modalities
ére the reflectiéﬁ\of reductions in‘left hemisphere
percéptualvmodes, fof ihagefy, like lahguage, is not only
expression, but also evidencé éfuperceptioh. Ulrich Neisser
arguesvthat the theory of imagery'should‘be.émbedded in a'
general theofy‘of pé:ceﬁtion.‘°‘ |

Imagéry is basically a frame which we can understand,
to a greater or lesser extent, because it.offers new
expressfons of normative.perceptions which our mental
frameworkélcén accomodate. One-could, perhaps,. offer the"
'suggestion'thaﬁ the conflict-~-which is iﬁherent in imagery
communicétipg figuratively because of the attempt {to join
sémanticall§ anfagoniétic signs~-is resolved bécause of the
ability of inferential processes 'to éccomodate previously

unknown or unrecognized analogies and conceptions into our

"®*Ulrich Neisser, Cogq}f?bn and Reality: Principles
and Implication gi.Cognitive(Efychology (San Francisco:
Freeman, 1976, ’

)
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linguistic frame-work. However,Athese new conceptions must
méintain a connection with realify which is amenable to
logical analysis: |

\ Spmet;mes.imagery becomes the expression of altered
perceptual modes, as in dream states or drug induced
expefiences. Often the communiCéfions expressed during these
periods fall outside of previous mental constructs. There
are nine major imagery types which have been identified in
literatﬁré; some of which are expressions of normative
perceptions, -and others which attempt to communicate altered

perceptual modalities. .

1. Memory Imagery. Pablo Neruda discussed memorytimagery in
his autobiography:

Las memorias del memoriglista no son las memorias

del poeta. Aquél vivid tal vez menos, pero

fotogratio mucho mas y nos recrea con pulcritud de

los detalles. Este nos entrega una galeria de ‘

fantasmas sacudidos por €l fuego y la sombra de su

 época.'®’ ' :

Memory imagery is probably the most common type of imagery,
and people generally refer to it as forming a mental
picture.'For example, a person may think of a friend and
form a visualization of him/her. The memory image is
usually, but not always a visual image. Mardi Horowitz, a
research psychologist, defines a memory image as a
"reconstruction or resurrection of a past perception,"''®
which is usually "linked to particular events or occasions

t°spablo Neruda, Confieso que he vivido (Barcelona:
Editorial Seis Barral, 1974), p. 9.

''°M. Horowitz, Image Formation and Cognition (New
York: Appleton-Century-Crofts Publ. Co., 1970), p. 22.
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‘having a personal reference."''' They are concerned with
things or events which actually have existed, and they.can
be summoned or dismissed at will% Memory imagery is
dependent upon normative perception, and can be expressed in .
a combination of literal and fiqurative modes. Because it is
concerned with normative pe:cepfions, and amiable to
contextual and inferential readings, we know that these
~communications are left hemisphere dominant and fully
discursive. Neruda's autobiography is highly dependent hpon
visual memory images:

Comenzaré por decir, sobre los dias y afos.de mi

infancia, que mi unlco personaje inolvidable fue la
. lluvia. La gran lluvia austral gque cae como una
' catarata del Polo, desde los cielos del Cabo de

Hornos hasta la frontera En esta frontera, o Far

West de mi patria, naci a la v1da, a la tierra, a la

poesia y a la lluv1a tre

2. Imagination Imagery. This imagery type is credited with

being the basis for much creative endeavour:

Far from belng wh1m51cal or unimportant, this kind
of visualization is the stuff of which creativity is
made. Imagination images are the source of solutions
to problems. Writers often visualize their
characters acting out scenes. Painters see visual

- images, architects envision buildings,

- mathematicians see pictures of geometric shapes and
surfaces. These visualizations are the basis of new
work for the creative person.''?®

. These images contain elements of past perceptions
arranged in a different way than they were originally .
perceived, comblned wlth loglcally p0551ble projections. A

"''Horowitz, Image Formation, p.93.

''?Neruda, Confieso, p. 15.

''?M. Samuels and Nancy Samuels, Seeing with the Mlnd s
Eye (New York: Random House, 1975), p.46.
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continuum exists among imagination images from those which
rely heavily on past perceptions to those wHich are made
from reéent perceptions or feasible'projections. Through
‘imagination a person can create images which do not exist in
-.reality,bbﬁt which could have existed in fhe past, or which
could exist in the future. They are "substantial, vividly
colored...and involve concentrated and quasi-hypnotic . |
attention with inhibition of associations."“‘

3. Fantasy Imagery. Fantasy images are made d; from a

- combination of memory, imagina£ion images, and logically
impossible projectiéhs..They differ frém previous imagenic
forms in that they refer to expefiences_or states which
éould not have happened in the bast, and which could not
happen in the futﬁfe. Because of the lack of verisimilitude,
this imagery does not fulfill contextual demands. When using
Figurative language in fantasy imagery, ﬁhe writer often |
allows some ambiguity in the message transfer so that the
reader may draw on his personal experiéncé and
ihterpretative abilities when reading. The amount of
ambiguity varies widely. It may exert a very slight
influence, or it may seem to be the governing feature of the
imagery. However, a decoding can occur*thrpugh the extended
use of inferentiality. We know, therefore, that it is still

under the influence of normative, discursive perceptions, or

left hemisphere activity.

''*‘A. Richardson, Mental Imagery (New York: Springer
Publ, Co., 1969), p. 94. '
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expérience occurs in the twilight state between sleeping and
waking; It is called hypnagogic when it occurs preceding
s‘leep‘and hypnopompic when it oc.s just after sleep. These
images tend to be "vivid, detailed and béyond the reach of
conscious control."''s Stephen Spender.descrihei thef}
experience: | ' ‘ -

Sometimes, when I lie in a state of half-waking
half-sleeping, I am conscious of a stream of words
which seem to pass through my mind,; without their
having a meaning, but they have, a sound, a sound of
passion, or a sound recalling poetry that I know.

- Again sometimes when .I am writing, the music of the

~words I am trying to shape takes me far beyond the

‘ words, I am aware of a rhythm, a dance, a fury,

which is as yet empty of words,':'s : :

5. Dream Imagery: In dream imagery the familiar, the 4.

unfami;iar,%people, places, objects and events are all mixed
together. Dream imagéry, like that of hypnagogiC‘iﬁagéry,
confains varying amounts of past perceptions (memory images)
and imagination images. While dreamsvare expérienced:
predominahtly in visual images, they may contain elements of
any other senéory modality. However, unlike in daydream
imagery, in dream imagery the subject feels as if he has
little or no control over the images. When speaking 5f
dreamé, Samuels says:,

Dreams break all the laws of éausality, of time and

space chronology, of rational thought. A dreamer can

fly through the air unaided, be a child one second

and an adult the next, travel thousands of miles in
a moment, all with no break in the dream's inner

‘!*Samuels, Seeing, p. 46.

''¢Stephen Spender, "The Making of a Poem," P.E.
Vernon, ed., Creativity (1970; rpt. Harmondsworth;: Penguin,
1982), p. 75. . C
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logic.''’

In his extensive study, A Grammar of Dreams, David

Foulkes argues that dreaming actually has its own unique
language,"f which is basically photographic, or pictorial
in nature.''’ Thié imagery experienée, unlike that of
memory, imagination,’and fantasy, is beyond the control of
thé individual. He cannot initiate it, control its content,'.
or'aismiss it.

When the subject attempts té~describe the dream, the
communicat}on often is incomprehensgble in that itadoes not

h | . .
conform to our established frameworks of expectations.

Therefore, it cannot be decoded contextually or
inferentially, and is right hemisphere dominant.
A

6. Hallucination/Illusion Imagery: This imagery is

- relatively. rare, but on -the occasions when it does appear,
it is extremely vivid. When occuring ia a waking state it isv
is like dream imagery in the sense that the iﬁdividual has
virtually no control over the appeﬁrance,‘content or |
dismissal. This imagery diffefs from thé rest with regard to
what the perSon believes the source of the imégery to.be. In
hallucinatory or delusional states the individual believes
that tHe[source of the iﬁagerz is external to himself.

| Examples of true héilucinatqry imagery are limited

‘almost'exclusively to‘psychiatric’journals and reviews,

''’Samuels, Seeing, p. 46.

‘'*David Foulkes, A Grammar of Dreams (Sussex:
Harvester Press Ltd., 19785, p. 13.

"**Foulkes, A Gram%ar, p. 17.
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While research studies into the relationships ana }
ucorre}ations between creativity and insanity are fasciuating
in themselves the collected data (much of which is more
anecdotal than academic,) has not yet determined what part,
if any, mental illness plays in creative processes. Until
these p0551ble‘connectlons ire more fully explored and
documented, such imagery should remain in the sole prov1nce
“of psychological sciences,! ‘

3
7. Automatic Imagery' These are images: produced by automatic

means--automatic drawing and automatic writing. Automatlc
production is both a technique and an imagenic type, best
known for'igs'evident semanric incompatibilities, This
imagery is not truly the result of a complete creative
process; Rather it is the literary manifestation of a psrt
~of this process. f@ages based in this mode are not, in
themselVes, usefui as viable communicative forms, since they
can never be used to transfef an idea to a collective body
~of people. A i}
8.‘Homospétial Imagery: Finally weZcometo the homospatial

image, which was crucial to the surrealists, but which was
‘not explicitly known about until the 1960's. The process -
used to produce this imagery consists of perceiving "two or

more discrete entities occupying the same space, a .
2 Lo '

conception leading to the articulation of new

&

“, . : [

"*°FPrightening examples of the angu1sh mental patlents
.endure when hallucinating, can be found in James Fadman and
Donald Kewman, Exploring Madness: Experlence, Theory, and

. Researth (Monterrey Brooks/Cole Publishing, Co., 1973).
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identities,"';' In essence, separate entities! which can be
derived from ahy sensory modality or any combination of
modalities, are brought into the same spacial location. In
this process of superimposition new relatlonshlps result by
the active integration of the different images.':?? They
descrlbe the process of homospatlal perceptlon'

It is the interaction of fused. or superlmposed

1mages in a mental construct that could never exist

in physical space leads to creative and integrative
ideas and structures.'?? l

Although,little is known about this‘imagery, one could

offer the hypothesis that while the language is

non-discursive in that it cannot be decoded contextually or

inferentially, it still communicates literally. Unlike
analogical thinking the homospatial process does not in&olve
‘attibute—by-attribute compariSon but rather entltles that
occupy the same space in a mental construct or image.
Homospatial imagery is, therefore, right hemlsphere_ -

dominant.

'?'Albert Rothenberg, and Robert Sobel, "Creation of
Literary Metaphors as Stimulated by Superlmposed Versus
Separated Vlsual Images," Journal of Mental Imagery, 1980,
4, p. 77.

A

'??Rothenberg and Sobel, p. 78.

i”Rothenberg, p} 79.



Iv. The_Rohantics

Criticism has often suggested that the last sfége in
the evolution of Romanticism was the dinosaur Surrealism,
André Breton himself acknowledged a link with the Romantifs
wvhen he admitted that Surrealism could be called the
tail-end of Romanticism, although he did qualify his
admission by adding "mais alors la”quepe tellement
pgéhénsile " .‘."“2é?tonsequently, this ‘historical
examiﬁétibn of imagery takes, as its point of departure, the

-

images of the Romantics. The purpose of this examination is

4

not to provide a detailed analysis of individual poets'

imagery, nor to give an exhaustive study of Romanticism,

Rather, our-methodology involves a search for general

tendenicies which characterize’thevimages of the various
; _ | o

literary movements, since engaging in detaiIéd expiications
de textes of.individual writers would, when we reach sprreal
imagery, leave us in the position of not being able to see
the forest for the trees.‘We would, in esséncé, be v
committing the same error as many’pfevious critics have
dbne: we would trace the'poetic development of writers Qho
had participated in Surrealism, before first defining-the
imagenic characteristics of the movement, before first
determining what literary Surreélism is, The historical
'study‘shall therefore, concentrate on what one might call
the macro Features" of 1magery, wh1ch are the language

’Z‘Andre Breton Manifestes du surréalisme €1930; rpt.
Paris: Jean-Jacques Pauvert., 18727, p. 110. \

-~




imagery involved (i.e. imagination, fantasy, etc.). From
this data, we should be able to ascertain the perceptual

modalities involved in the creation of the imagery, and
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whether it is under right or left hemispheric domination.'?®

«

The first poet whose imagery will be examined is

Alphonse-Marie-Louis Lamartine (1790-1869). His work,

perhaps more than that of any other French poef, epitomizes

&@E~Romantics' artistic sentiments, and‘interestfngly while

Lamartine was a leading exponent of Romanticism, he has also

been praised by the surrealists, who were certainly not

v
’

strong advocates of romantic poetic practices. This unusual

admiration may, in part, be due to Lamartine's early notice

. of certain communicative concerns which were later voiced

the surrealists--especially by André Breton. For example,

by

although critics agree that Lamartine's language,'"ne brise

rien, n'exerce sur ses lecteurs aucune violence, ne cherche

. aucunement & les dérouter,"'?‘ he was, at the same time,

8

dissatisfiedfwith the limitations of this language:

Il se plalnt de la pauvreté du vocabulalre, si
rétréci et desséché par la raison et 1' analyse, il
llt avidement les oeuvres ou les éemotions de 1'ame
s'expriment par des formes fraiches et
magnifiques.'?’

'?*When general critical evaluations will help us to

~understand why certain poets were chosen, 'or when critical
statements situate the poet's place in llterary history, 'I
often have recourse to the invaluable book Le Dzna@%ﬁme de

'image by Marc Eigeldinger, whose extensive studies have
greatly helped to illuminate imagery, particularily as 1t
developed in the French tradition. ,

‘Z‘Henrl Guillemin, Lamartine: l'homme et 1'oeuvre
(Parls' B01van et Cle, 1940) p. 17. :

'?7Ernest, Zyromskl Larmartlne' Qoet zrlgue (Parfs:

v
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P

Although Lamartine never attempteo'to surnggder‘himself
~totally tovthe’dictateS'of the Bretoqian_"unconsgioue,"'his
poetry sometimes contains images which suggeét the existence
of an altered perceptual mode. - o

In addition, the freshness of his metaphoric expression

1nd1cates another element he has in common wlth the
surreallsts who were to follow a. century later. They both
offer the reader»prev1ously unperceived and unexptesyed;

metaphors. However, despite the elements of novelty offered .
’ = _ L
by these unusual perceptions--perceptions which could have -~

P

interfered with discursive commuhication—fLamartine's“
imagery is characterized by its fluidity:

Tous les phénoménes qu'offrent la fluidité, aisance,
transparence, reflets de ciel, murmures harmonieux,
défaut de saveur peut-étre, manque de limites et de
formes arretees, fugitive inconsistance, tous ces
caracteres de la fluidité se confondent avec les
attrlbuts de 1° 1maglnat1on lamartlnlenne r2e :

Ernest Zyromskl dlscusses various perceptual
factors--specifically those of memory and dream--which
contribute to the development of Lamartine's imagery:

Toutes ces images qui surgissaient devant lui en
contemplant la nature, ou en ecoutant les poétes, il
les garda dans sa:mémoire, non pas certes par un
travail methodlque et avec des preoccupations
lltteralres, mais par une a551m11at10n spontanée. et
.avec l'instinct raplde et sOr ou se manlfeste un
besoin de sa vie 1nter1eure Et ainsi, il s'est
composé un monde oU ses réveries le transportalent
sans cesse, un monde formé de paysages, de décprs
sompteux, d'avenues feeriques ou vaporeuses, un mode
a la fois vaque et riche, dont les perspectives
changeantes se transformaient au gre de son

27 (cont’ d) Armand Colin-”et Cie, 1897), p.1291.

r2eC, de Pomairols, Lamartine (Frances Gallimard,
1889), p. 119,
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inspiration et lui présentaient pour l'expression de
ses sentiments un cadre, des métaphores, des
comparaisons, tous les symboles de 1'art ou

' .s'agrandit et s'idéalise la matiére de nos réves,'2°

Our historical examination commences with images drawn.

from his collection entitled Premiéres méditations

-~

poetigues, which the.poet opens with the text "L'Isolement:"

‘Souvent sur la montagne, & 1'ombre du vieux chéne,
Au coucher du soleil, tristement je m'assieds:
‘Je promene au hasard mes regards sur la plaine,
Dont le tableau changeant se déroule a mes pieds.

5 Ici gronde le fleuve aux vagues écumantes;
Il serpente, et s'enfance en un lointain obscur;
La le lac immobile étend ses eaux dormantes
Ou 1l'etoile du soir se léve dans 1'azur.

Au somment de ces monts couronnés de bois sombres,
Le crépuscule encor jette un dernier rayon;

Et le char vaporeux de la reine des ombres

Monte, et blanchit deéja les bords de 1'horizon.

Cependant, s'élancant de la fleche gothique,

Un son religieux se répand dans les airs:

"% Le voyageur s'arréte, et la cloche rustique

Aux dgrniers bruits du jour méle de saints concerts.

Mais a ces doux tableaux mon ame indifférent
N'éprouve devant eux ni charme ni transports;

Je contemple la terre ainsi qu'une ombre errante: .
Le soleil des vivants n'échauffe plus les morts,

De colline en colline ennvain portant ma vue,

Du sud a 1l'aquilon, de l'aurore au couchant,

Je parcours tous le oints de 1'immense étendue,
Et je dis: "Nulle rt {é bonheur ne m'attend."

Que me font ces val QQE} ces palais, ces chaumiéres,
Vains objets dont pour moi le charme est envolé? .
Fleuves, rochers, foréts, solitudes si cheres, e
Un seul etre vous manque, et tout est dépeuple!

Que le tour de soleil ou commence ou s'achéve

D'un oeil indifférent je le suis dans son cours;

En un ciel sombre 'ou pur qu'il se couche ou se leve
Qu'importe le soleil? je n'attends rien des jours.

- o - — e e s s - o

'?’Ernest Zyromski, Lamartine: poéte lyrique (Paris:
Armand Colin et Cie, 1897), pp. 293-94,
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Quand je pourrais le suivre en sa vaste carriére,’
Mes yeux verraient partout le vide et les déserts:
Je ne desire rien de tout ce qu'il éclaire;
Je ne demande rien a l'immense univers.
Mais peut-étre au dela des bornes de sa sphere,
Lieux ou le vrai soleil éclaire d'autres cieux,

i Si je pouvais laisser ma dépouille a la terre,

I Ce que j'al tant révé paraitrait a mes yeux!
La, je m'enivreais a la source oU j'aspire;
La, je retrouverais et l'espoir et 1'amour,
Et ce bien ideal que toute ame désire,
Et qui n'a pas de nom au terrestre séjour!
Que ne puis-je, porté sur le:'char de 1'Aurore,
Vague objet de mes voeux, m'élancer jusqu'a toi!

~ Sur la terre d'exil pourquoi resté-je encore?
Il n'est rien de commun entre la terre et moj.
Quand la feuille des bois tombe dans la prairie,
Le vent du soir s'éléve et l'arrache aux vallons;
Et moi, Je suis semblable a la feuille flétrie:
Emportez-moi comme elle, orageux aquilons!'?®
The majority of images in this poem are amenable to

contextual reading, which indicates that the language

ality being used is the literal. Since all of the images
\/’ maj be decoded withoué\feﬁerence to inferentiality, this |
stanza evidences imagination imagery;.which must, by
defiLition, be in accordancé with normative--left hemisphere
dominant——peréeption and expression.
The reader's reception of perceptions which are formed
from imagery that communicates iiterally is governed almost
exclusively by the poet. The reader is linguistically
directed to envision people, places, or events with
precision, and the;efore his interpretations‘manifest a high

degree of conformity. When imagenic message transfers

e ae S e - - — o -
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evidence this conformity they are, necessarily, discursive.

Another example of the gtrong role which memory plays
in imagination imagery in Lamartine's art is found in "Le
Soir." This poeﬁ was, Lamartine tells us, composed from his
memories of a tihe which he spent at his uncle's country
home.'*' This information tends partially to support
Eigeldinger's claim that, while no-one can dispute the
originality of his imagery, the images themselves always
remain "associées au souvenir a la reviviscence d'une
émotion ou d'un sentimént."'*? It also further justifies
Zyromsk}‘s emphasis on the importance of memory in
Lamartine's art when he asserts that "le souvenir est le
grénd évocateur des images;'a’ He expounds upon this
statement when he explains the role of memory in Lamartine's
poetics:

o
Ces images qui v1vent dans les profondeurs ou elles

sont deposeées, s attlrent les unes les autres par
l'effet de combinaisons a la fois habiles et
1nconSC1entes. Il se produit des associations
d'images amenées avec la souplesse des opérations
spontanées.'’"*

Let us now briefly examine the first stanza of "Le Soir.
Le soir ramene le silence.
Assis syr ces rochers_deserts,

Je suis/dans le vague des airs
Le char de la nuit gui s'avance. s' avance

* '*'Lamartine, Premiéres, p. 28.
? ririlicics,

|
'*?Ejgeldinger, Le Dynamisme, p. 38.
'’?Zyromski, Lamartine: poéte lyrique, p. 301.

'?!Zyromski, Lamartine: poete lyrique, p. 298.

'**Lamartine, Premieres méditations pp. 27-9. .
¢ .



The comm&nicative modalities in the first stanza arle’
typical of mégt others thch compose the text. The first
image "Le soir raméne;le silence" operates in the figurative
modality which,we can decode through a combination of |
contextuality and inferentiality. Thege processes result in
a general reading of!'"with the‘coming of evening, there is
silence."” The second image "Assis sur ces focheré dése;ts"
communicates literally, and can therefore be read {
contextually. The third and féurth images "Je spis dans le
vague des airs/Le cﬁarlde la nuit qui s'avance," éommunicafe
through a combination of the literal and the figurative.
They can, therefore, be decoded through contextual and

- inferential readings. The stanza is an example of
imagination imagery;

The language modes present in this stanza combined with
thé fact that the images can be decoded through the
processes of contextuality and inferentiality, indicat; that
-the imagery communication is dependent upon normative
perception and expression, making it left hemisphere
dominant.

| - The last example of Lamartine's imagery to be dealt
with in our discussion comes from "Le Lac," a poem which is,
quite possibly, the most widely known lyric text of the
French Romantic movement. |
Ainsi, toujours poussés vers de nouveaux rivages,
Dans la nuit éternelle emportés sans retour,
Ne pourrons-nous jamais sur l'ocean des ages

Jeter l'ancre un seul jour?

0 l;é! l'année a peine a fini sa carriere,

-
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Et pres des flot chéris 5u elle devait revoir, )
Regarde! je v1ens seul m' asse501r sur cette pierre
Ou tu la vis s'asseoir!

Tu mugissais ainsi sous ces roches profondes,
Ainsi tu te brisais sur leurs flancs dechirés,
Ainsi le vent jetait 1'écume de tes ondes

Sur ses pieds adores,'®*

The first image "Ainsi toujours poussés vers de
nouveaux rivages" is somewhat ambiguous since the reader is
not told to whom or to what the poet is referring. However,
despite the qﬁestions raised by ambiguity, the image
communicates literally and can be decoded contextually. In
the next image "Dans la nuit éternelle emportés sans
retour," the ambiguity increases for two reasons, The first
is that the poet still has not revealed the identity of the
subject to whom his discourse is directed. The second
results from a‘éha%ge in the communicative modality with the
words "nﬁi£1éternelle." Although the image still transfers
its message contextually, the reader is likely to interpret
the adjective "éternelle" figuratively..

The third and fourth liﬁes "Ne pourrons-nous- jamais sur
1'océan des ages/Jeter l'ancre un seul jour;" aévelop the
analogy between an ocean voyage and man's passage on earth.
They continue to communicate primarily through the
figurative mode, but thef can be decoded thréugh
contextuality. At the same time, howeygr, the imééés
encourage the readeé to employ inferential processes in
order to develop a figurative 1nterpretat10n Since the

'*¢A. Lamartine, Premiéres medltatlons poetiques
(Paris: Librairie Hachette, 1924), pp. 76-9. Only the first
three stanzas are included here.
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images can coﬁmU icate a message both literally and

figﬁratively& the may;be classified-as heterogeneous
1mages. They conform tb'@heyaemands of imagination imagery,
which is based on previous}berceptions Or memory.

The imagery in the second stanza communicates in the
literal mode, must be decoded contextually, belongs
exclusively to the category of imagination imagery, and is
clearly discursive, The combination of these characteristics
shows that its creation and interpretation are governed by
the analytic processes of the'dominanglleft hemisphere.

The third sténza, while communicating literally, and
\;Being subject thérefore to contextual inferpretations does,
nonetheless,’mahifest figurative elementé‘as,xjor example,

with the personification of lake.

The imagenic modality found in the poém is that of
imagination.which is compatible with normative perception.
This indicates that they are, once again, under thg,f//:

dominance of Ehe left hemisphere, and that they should offer
the reader a highly discursive imagenic communication.v>

As we have ,seen, although figurative communications are
found in Lamartine's work, and this results‘in images which
are often more evocative than deSCriptive;‘?7 the poet's
imagination is still clearly dominated by the analytic mind.

For him the image remains an adornment and it "prend

rarement une valeur indépendante."'?®®

“7Eige}dinger, Le Dynamisme, p. 38.

' S

'3%E, Zyromsky, Lamartine, poete lyrigque (France:
Gallimard, 1897), p. 299. 4

L]
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Victor Hugo, another Romantic poet, is an artist who,
according to critiéél opinion, had a great influence.on the
development of French poetry.

Since Hugo, French poetry has been more concerned
with seeing than with thinking, and in general it 1
has aimed at provoking an imaginative rather than an
intellectual response,'??

The usually intractable Breton was also strongly
attracted by Hugo's works;_énd with Breton's well publicized
predilection\?or language and imagery issues, it should not
‘be unreasonable to assume that the key to thié attraction
is, most likely, to be found in this poet's imagery,

Hugo, like Lamartine who came beforé‘him, and the
surrealists who came after, strongly believed in the
importance of imaginétive activity in the creative
endeavour. Indeed, Hugo>considered the imagination to be "le
plus puissant instrument d'investigation poétique, elle
découvre, .crée, invente, affirmie paf les données de
1'intuition."'*° The critical emphasis on the imaginative
component of his art is ﬁartially due to the poet's belief
tﬁat analytic thought proceéses'and precision in |
communication cont}ibuted very little to the actual creation

or impact of imagery. For Hugo, "la poésie consiste avant

tout en suggestions et en évocations."'*'

—— . — = ——— — ————

'?’Peter Broome and Graham Chesters, The Appreciation
of Modern French Poetry (Cambridge: Cambridge University
Press, 1976), p. 39. :

'*°Eigeldinger, Le Dynamisme, pp. 78-9{

'*'Maurice Grammont, Essai de psychologie linguistique
(Paris: Librairie DelagQrave, 1950), p. 15. .
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Perception plays a large role in Hugo's poetry and
literary.critic Léopold Mabilleau succinctly assesses Hugo's
imagination with reference to his perceptual modet

Elle est une impressionnabilité toujours éveillée

' aux -spectacles changeants du monde, une perception
rapide et intense des formes expressives, une
collaboration de 1'esprit a la vision, qui fait
jaillir une image 13 ou il n'avait gqu'une apparence .
matérielle, qui, d'une rencontre de couleurs et de
lignes, tire de la pensée et de 1'emotion, qui enfin
interpréte toute sensation et symbolise toute
figure,'*?

The same critic later describes how this perception affects
. } .
his imagery:
Les contours réels s'évaporent en silhouettes
fantastiques; la sensation primitive est amplifiée,

- disloquee, corrigée avant de pouvoir se formuler. L'
oeil n'est plus un miroir exact, mais une lentille
grossissante et déformante: ce n'est plus un
appareil de perception, mais un instrument
d'imagination,'+*? N

Marc Eigeldinger also draws attention to the poet's
powers of visioﬁ when he comments that in Hugo's imagery "la
perception hallucinée se.substitue peu & peu aux qualites
d'obéervafions et la description, 1'évocation du concret
cedent a la représentation viéionnaire.“"‘ Indeed, one
could argue that Victor Hugo's adaptations of perceptuél
modes constitute his "imagihétion"——a vieQ which s
supborted by one critic's evaluation that Victor Hugo "n'a
rien inventé; il combine, il arrange."'*®

"™ ?Leopold Mabilleau, Victor Hugo (Paris: Librairie
Hachette et Cie, 1907), p. 31. .

A

'“*Mabilleau, Victor Hugo, p. 131,
'*‘Eigeldinger, Le Dynamisme, p. 105.

'‘*Maurice Grammont, Essai de psychologie linguistique
. I3 -
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Also interesting in light of Bretdn's mention of Hugo
as a precursor of Surrealism,'*‘ is Eigeldinger's notice of
the apparent influence of automatish in Hugo's worksg,,

"Il cede a une sorte d'automatisme incontréllé, il

se laisse griser par la vertu des mots, un peu comme

les surrealistes s'abandonnent a la dictée de leur

inconscient."'*”

Let us pause now and examine several séhples of Victor
Hugo's imagery to determine language modalities involved,
the prevailing imagenic types in his texts, and the extent
to which these aré governed by left or right hemispheric
perceptual modalities. The poems I have selected:fof this
discussion are "Demain, dés 1'aube," from Les

Contemplations, and "L'Enfant," from Les Orientales.

Demain, dés l'aube, & 1'heure olU blanchit la
campagne, C ‘ L
Je partirai, Vois-tu, je sais que tu m'attends.
J'irai par la forét, j'irai par la montagne.

Je ne puis demeurer loin de toi plus longtemps.

Je marcherai les yeux fixés sur mes pensées,

Sans rien voir au dehors, sans entendre aucun bruit,
Seul, inconnu, le dos courbé, les mains croisées,
Triste, et le jour pour moi sera comme la nuit.

Je ne regarderai ni 1l'or du soir qui tombe,

Ni les voiles au loin descendant vers Harfleur,

Et quand j'arriverai, je mettrai sur la tombe

Un bouquet de houx vert et de bruyére en fleur.'*®

The language in the above poem operates in the-literal
modality. Thus, the communication consistently fulfills the

"+s(cont'd) (Paris: Librairie Delagrave; 1950), p. 16.

"*‘André Breton, Manifestes du surréalisme (1924; rpt.
Paris: Jean-Jacques Pauvert, 19727, p. 212, .

'*’Eigeldinger, Le Dynamisme, p. 82,

'4*Victor Hugo, Les Conte@plations (1856; rpt. Paris:
Editions Rencontre, 1968), p. 194. ‘

[
i
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req.s# aents of contextuality with the exception.of two
instances where the mOQality switches from the literal to
the figurative, and fhué must be decoded inferentially.
Thése are found in the iméges."Je marcherai les yeux fixéé
sur mes pensees," and "Je ne regatdefailni 1'or du soir "qui
tombe," wherein the reader must infer, from relational’
experience, that eyeg being fjixed upon his thoughts is a
metaphor for inne; reflections and that Hugo is using gold
aé a metaphor for sunset, Although these images ére
;éiatively simple examples of symbolié‘imégery, they are
representative of an ihagenic type which becomes
ﬁncreasingly more prevalent in later literary history.

"Wevshould, perhaps, note that the ease:with which the

, dggéding process is acéomplished'in figurative
communications. Thisfis'larggly because -this imagery‘is
solidly embedded among pureiy literal imagery which is - .
amenable_to contextual readings.

Cléarly, the imagery in this poetry finds its source in
memory or past perceptions--as do virtually all types of .
images--but because Hugo chose both to introduce-elémenté of
figurative language, and to treat'hisrsubject of
presentation figurat&ggly rather than literally, the reader
realizes that‘the'imagenic type involved is thét,of'
imagination. |

Since all of Ehe information transfered in the imagery

can be comprehended through the employment of ratgonal

thought process, the imagery is highly discursive. Thus, the
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\ |
assumption can be made that both the creation, and the
subsequent reception of this imagery occurs under the
guidance of left hemisphere and reflects this hemisphere's
perceptual proclivities.

Let us now analyze Hugo's communicative arts as they

appear in "L'Enfant."

Les turcs ont passe la ‘Tout est ruine et deuil
Cth, 1'ile des vins, n'est plus qu'un sombre
écueil,

Chio qu'ombrageaient les charm1lles, » :
Chio, qui dans les flots reflétait ses grands bois,
Ses coteaux, ses palais, et le soir quelquefois.

Un coeur dansant de jeunes filles.,

Tout est deésert. Mai non; seul pres des murs
noircis, S

Un enfant aux yeux bleus, un enfant grec, assis,
Courbait sa téte humiliee,

Il avait pour asile, il avait pour appui

Une blanche aubépine, une fleur, comme lui

Dans le grande ravage oublieﬁ

Ah! pauvre enfant, pieds nus sur les recs anguleux!
Hélas pour essuyer les pleurs de tes yeux bleus
Comme le ciel et comme 1l'onde,
Pour que dans leur azur, des larmes orageux,
Passe le vif éclair de 1a joie-et des jeux,

" Pour _.relever ta téte blonde.

Que\veux-tu? Bel enfant, que te faut il donner
Pour' .rattacher gaiment et gaiment ramener '

En boucles sur ta blanche epaule

Ces cheveux, qui du fer n'ont pas sub1 l'affront,
Et qui pleurent épars autour de ton beau front,
-Comme les feuilles sur le saule?

Qui pourralt dissiper tes chagr1ns nébuleux?
~Est-ce d'avoir ce lys, bleu comme tes yeux bleus,
Qui d'Iran borde le puits sombre?

Ou le fruit du tuba, de cet arbre si grand

Qu'un cheval au galop met, toujougs en courant,
Cent ans a sortir de son ombre7

Veux-tu, pour me sourire, un bel oiseau de bois

Qui change avec un chant plus doux que . le 'hautbois

Plus eclatant que les cymbales?

Que veux-tu? fleur, beau fruit, ou l'oiseau
merveilleux? ' ' :
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{it 1l'enfant grec, dit l'enfaht aux yeux

. de la poudre et des balles.'*’

Stated briefly, this poem presents a historical scene

irom the Greek War of Independence, (éhe 1magery in

;'brhant" can be understood contextually, which indicates

that Lh@*aomlnant communlcatlve'modallty is that of the
literal. Since this does, in turn, suggest that the message -
transfers will be understood by the majority of readers,
with very few individual differences, the imagery 1is
contextually discursive.

The actual narrative'®® is clearly and logically
related to a particular time and place, thus indicating,"
once again, the strong inflience which memory may have on
the formation of imagination imagery.

" The last French Romantlc poet to be examlned is Gerard
de Nerval Although curlously, Nerval's poetic tendencies
should tend to define h1m more as a tran51tlon poet than as
a Romantic, at least w1tB regard to his perceptual
strategies:

Nerval n'était pas porté a extérioriser son .ame et

ses sentiments, il eprouvait déja le discret besoin

de voiler le lyrisme d'une ambiance de mystere en le

retrempant a ses sources occultes. Il n'a jamais.

traité les thémes favoris du romantisme frangais, le
probleme du plttoresque et de la couleur locale ne

1'a jamals veritablement preocupe, parce qu 'il est

plus curieux des puissances secrétes de l'étre que

/

'4*Victor Hugo, Odes et ballades; Les Orlentales (1829;
rpt. Paris: Editions Rencontre, 1968), pp. 362-3. I

"*°For the purposes of our d15ggsszon narrative will be
read as a synonym for message transfﬁr.
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du spectacle de la nature,'?®' "

Nerval may well have been admired by the surrealists
for the altered perceptual modalities which characterize
much of his work, since Surrealism is largely based on the
attempt to discover new ways of "seeing" or perceiving.
Unfortunately, in the case of Gérard de Nerval, the
appearance of these altered perceptions was not always under
the poet's control. Anna Balakian comments on Nerval's
perceptual deviations:

Another of Nerval's illusions which will later be
utilized is that of finding oneself exteriorized and
forming part of the new perspective. It’ is with
fright that Nerval appears before his own eyes
distorted by his halluc1natlon""o terreur! 6
colére! c'était mon- visage, ¢'était toute ma forme
idealisée et grandie,"'s:?
In a discussion of p0551ble aff1n1t1es between Nerval and
the French surreallsts, Balaklan empha51zes that "this type
of exterlorlzatlon w1ll contrlbute considerably to the
general distortion of perspectlve whlch will be attempted by
the seekers of surreallty "’5’*

Nerval had another interest which links him with
Surrealism; for he, " like later-poets, was intrigued by the
secret insights sometimes afforded by dreams:

Le réve est pour Nerval .un moyen de conalssance, une
source 4d' 1nvestlgatlon qu1 permet de remonter au

pr1nc1pe méme de 1' existence et qui apporte au poete
la révelation de la vie surnaturelle. Il est une

.%, sorte de communication intuitive avec le mystére de
e adatat el e %
's'Eigeldinger, Eg_Dynamlsme, p. 54. ; N

"S2Anna Balakian, L1terary Origins of Surrealism
(King's Crbwn Press, 1947) p. 35.

‘S’Balaklan, therary Orlglns, p. 37.
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1'au-dela. Le réve de Nerval presénte une grande P
coherence, une loglque fondamentale, il s'agit pour
le poete de conguerir le vide et de dissiper la - .
nuit,'%+4
First Nerval, and later the surrealists essayed to exploit
/ , , ? :
the higﬁen-resources of dreams, which as we now know often
reflect increased activity in the‘fight cerebral hemisphere.
Yet Balakian, in a discussion on Nerval, drdws careful' -
attention tp the more analytic or ratlonal aspects of the
- poet's perceptual modes (1n-thls case normative or
discursive memory act1v1ty), for according to Nerval
himself, his poetic world was "'mélée defsouvenirs d'études

et de fragments,desonges."‘55 Nerval"unlike the"

4

surreallsts, was not w1111ng to abandon/hlmself totally to
the forces of the dream world, nor did he choose to render
- his poetry subserv1ent;to the exploratlon of thlS

nether- world

Nerval n endort pas sa consci 7 11 1'éveilles il
n'écrit pas sous 1 ctee incoherente des )
pu1ssahces obscures, il édifie son réve et ne le
lache pas a t d'en avoir epuiseé le sens 1 '

'

eldlnger 1ntroduces ‘a cr1t1cally important

8

March'

o~
1

aspect of/Nerval's poetry, when he rema ‘that the imagery

";nal" reality (or aspe

we'are,?at best, only

"s‘Eigeldinger, Le Dypgmisme, p. 55.

"*35Gérard de Nerﬁe
/1855; Paris: Le Divan,

re11a (Parls' Victor Lecou,
» P. 39.

‘S‘K' Haedens,

'(Paris' Editions Ber
—

’ >
Gergfd Nerval ou Pa sagesse romanthue

G¥asset, 193‘Y p. 117. \
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partially aware:

Les images de Nerval ne sont pas seulement le reflet

de la vie intérieure, elles attestent déja la

presence de cette realite obscure, infinie que les

poetes symbolistes réveront d'appréhender par 1'art

de la suggestion et le pouvoir investigateur de

1"imagipation.'®”

‘With the words "pouvoir investigateur de
l'imaginationﬂ"'Eigeldinger points out the often
unrecognized investigative and exploratory nature of
imaginative activity—-éttributes which once led Nerval to
call the imagination "la.reine des facultes."

Interestingly, Neryal'S‘views foncerning the actual
composition and function of the imagination parallel those
of many modern researchers engaged in studies on creativity
‘and cerebral activity. In the last few decades, there has
been a marked decrease in the tendency tq associate
imagination with an intangible, ephemeral, or even a
mysticél event, and an substantial increase in the number of
specialisté who associate imaginative activity with the
ability to perceivé already existing relationships in a new
way.'®?* Nerval summarizes his thoughts on the imégination
when he states that "Je crois que 1'imagination humaine n'a’

rien inventé qui . ne soit vrai dans ce monde ou dans les .

autres, et je ne pouvais dobuter de ce que j'avais vu si

"’Eigeldinger, Le Dynamisme, p. 61,

' *'Nancy and Mike Samuels, Seeing with the Mind's Eye,
pp. 39-50. Certain theorists believe that imagination is
actually the ability to view the world from a different
perspective,
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distinctement."'®’ _

. The imagery resultiﬁg from Nerval's blending of dream
with almost hallucinatory perceptions has earned him a
unique. position in the evolution of French poetry: From his \
many works, berhaps the best known is the famous "El
Desdichado,"'*“® a text which offers a haunting combination
of personal allusions, classical reférences, and gliding
transitional sonorities. Yet, despite the hermeticism and
the apparent obscurity of the complex imagery, critics find -
that "El Desdichado" retéins a decided degree of
discursivity:

Dans "El Desdichado,” chef d'oeuvre poétique, la

symbollque de 1' astrologle Se superimpose pour une

part a celle de l'alchimie et aux grandes images du

Tarot. Mais l'ensemble garde un sens cohérent.'*'

- Once again, it is time to turn our attention towards the
language modalities, the imagenic types, and the perceptual
modalities expressed in the creative text.

Je suis le ténébreux, --le veuf,--1'inconsolé,

Le prince 4d' Aqu1ta1ne a la tour abolie:

Ma seule étoile est morte,--et mon luth constelle
Porte le soleil noir de la Melancolie.

Dans la nuit du tombeau, toi qui m'as consolé,
Rends-moi le Pausilippe et la mer d'Italie,

La fleur qui plaisait tant a mon coeur désolé,
Et la treille ou le pampre a la rose s'allie.

Suis je Amour ou Phébus?...Lusignan ou Biron?
Mon front est rouge encore du baiser de la reine;

'*’Gérard Nerval, quoted by Eigeldinger, in Le
Dynamisme, p. 57.

1
"¢°This poem was first entitled "Le Destin."

"$1Jean Richer, Nerval: Expérience et création (Paris:
Hachette, 1963), p. 556. :
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J'ai réve dans la grotte ol.nage la sirene...

Et j'ai deux fois vainqueur traversé 1'Achéron: ’

Modulant tour a tour sur la lyre d'Orphee

Les soupirs de la sainte’et les cris de la fée.'*?

Readefs immediately realize that the some of imagery jn
this poem is distinctly different from that which we have
encountered previously. In this instancé, the language no
"longer communicates a message either in the literal modality
which can be satisfactorily decoded through contextual
readings, or in the figurative modality which may be decoded
through inferential processés.-Instead, the figurative
communicative mode operates symbolically as we see in images
like "Ma seule éetoile est morte, " "le soleil noir," and "La
fleur qﬁi plaisait ‘tant a mon coeur désolé." As before, the
reader must employ inferential techniques, which means that
he must enlarge his communicative framework in order to
interpret'the imagery. However, since symbolic elements now
appear in the communication, there is a greater possibility
of ambiguity entering into the.message‘transfer. The element
of ambiquity is present because NerQal chosevto use cerfain
personal rather than arbitrary phrasés in his message
transfer. This, of course, means a reduction iﬁl 3
discursiveness, even though the reader can logically inﬁer a
"plausible” interpretation of the images. |
The poet has recourse to both classical and personal N

mytﬁologies; The former. indicates the active role of

'“’Gerald de Nerval, Poésies (Originally published in
1854, France: Mermod, 1968), p. 27. )

\
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found in his fantasy images, particularly when this type.of
imagery involves'a symbolic communicative mode. The unusual
combination of memory with fantasy images implies a hitherto
uncdmmon perceptual modality, but one which is, nonetheless,
still largely amenable to analytical deqoding processes,
although the regader must be willing to to play é more active
role in the interpretation.'*® While the réader knows that

Nerval's presentation of events could not exist in"reality,

FZI

he can interpret the poet's intended message fhrough
sensitive inferential readings. Thevimagery‘is, therefore,
5till gquided primarily by the left hemisphere, although the
potential for the poésibility of right hemisphere
contribution cannot be totally ignored. for examp%e, should
the image "Ma seule étoile est morte,--et mon luth

constellé/Pdrte le soleil noir de la Mélancholie have been

found at the end of Breton's poem "Union libre," the reader
would have encountered a gréat deal more difficulty in
attempting to satisfactorily decodé'fhe messsage or
fecognize the perception. : |

Gustavo Adolfo Bécquer is the last poet from“~the
Romantic period whose ima§ery ié'to be exémined. Althqugh
some critics contend that Espronceda is "indudablemedée, la

mas grande figura del Romanticismo espafiol,"'¢* others

—— et e = e =~ — = ——

/" ¢>The statement that the reader must play a more
active role is intended to mean that greater intellectual
exertion is required in the interpretation of Nerval's
imagery than in that of Lamartine for example.

'¢4J, Garcia Mercadal, Historia del Romanticismo en
Espafia (Barcelona: Editorial Labor, S.A., 1943), p. 227.

W
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believe that Bécquer is not only “"el mejor representante™'¢s

. of Spanish Romanticism, but that he is also "el mejor poeta 4

del siglo XIX."'‘‘ Other critics support their preference
for Béecquer by noting that "he is perhapé the purest
Romantic, for unlike Espronceda, he reveals no pose or

showménship in his sadness."'*’ E. Peers suggests that some

*

critics would describe him as being the "[flirst truly great

lyric poet Spain had known for two and a half centuries."'¢:®

-

Becquer's influence on the development of Spanish Modernism
is, as José Varela notes, widely acknowledged:

. .Nno tiene el critico mas remedlo que partir de
\Becquer, Y eso tanto para la poesia de tendenc;a

hermetica 'y aislacionista como para la poesia -

comunicativa y comunitaria.’ Becquer ha influido en

Rosalia de Castro, Rubén Dario, Juan Ramén, Unamuno,

Antonio Machado, Cerrére, Lorca, Alberti, Cernuda,

Gu1llen, Sallnas, Aleixandre, Gerardo D1ego 1o

f

In light of these critical evaluatlons, the assertion that
Bécquer was the "punto de arranque” for all contemporary

Spanish poetry is not-surprising.

T "’G ‘Diaz- Plaja, Introductidn al .estudio del
romant1c1smo espanol {Spain: Collecc1on Austral 1972), p.
40. . : :

'¢‘Jose Varela, Literatura de Espafia: Neoclasicismo y
Romanticismo (Madrid: Editorial Nacional, 1372), p. 407.

"’Rlchard E. Chandler and Kessel Schwartz, A New
History of Spanish Literature (Baton Rouge' Louisiana State-
Univ. Press, 1961), p. 352

"“'E. Peerg, A Critical Anthology of Spanish Verse (New
York: Greenwood Press, 1968), p. 560, .

'‘’Varela, Literatura de Espafia, p. 408.

'7°Chandler and Schwartz, A New History, p. 354.
- v |
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Bécquer's imagery diverged from that of traditional
Spanish poetry. Indeed, critics often comment that "Bécquer

was really the first to see the dlfference between the |’

i

'tradltlonal, pompous rhetorical Spanish poetry which had

) . . ) &
been written up to his time and the new style of short, :

unadorned, simple poetry."'’' The poet himself distinguisheé
between the two types:

Hay una poesia magnifica y sonora; una poe51a hija
de la meditacidén y el arte, gue se engalana con
todas las pompas de nuestra lengua, que se mueve con
una cadenciosa majestad, habla a la imaginacién,
completa sus cuadros y la conduce a su anto;o por un
sendero desconocido, seduc1endola con su armonia y
su hermosura. : :

Hay otra natural, breve, seca, que brota del alma
como una chispa eléctrica,'’? que hiere el
sentimiento con una palabra y huye; desnuda de todo
artificio desembarazada dentro‘de una forma “libre,
despierta con una que las toca, las mil ideas que
duermen en el océano sin fondo de la fantasia.

La primera tiene un valor dado: es poesia de todo el
mundo.

La segunda carece de medida absoluta; adquiere las.
proporciones de la imaginacidn que impresiona: puede
llamarse la poe51a de 1os poetas.

La primera es una melodia que nace, se desarrolla,
acaba y se desvanece. ‘

La segunda es un a®orde que se arranca de una afpa,i
y se quedan las cuerdas vibrandolo con un zumbido. ;
Cuando se concluye aquella, se dobla la hoja con una’
suave .sonrisa de satisfaccidn. Cuando se’acaba esta'
se inclina la frente cargada de pensamientos sin -
nombre,'’? o

*71Chandler and Schwartz, A New History, p. 354.

"‘Note the similarity between Bécquer's and Breton's
‘analogy between imagery and electr1c1ty.

'7°Gustavo Adolfo Bécquer, 9Q£g§ completas, eds.
Angeles Cardona de Gilbert, and donh duan Alcina Franch
(Barcelona: Edltorlal Bruguera, S.A., 1970) p. 549.
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Las Rimas, perhaps Béquer's most famous® work, is a

collection of lyric poetry, the texts of which are dominated

by a mixture of sadness and tranquility. His thematic

concerns, common to Romanticism, are the passage of time,

\\¥) the nearness of death, solitude, and love. In short, the

collection "nos presenta con la historia de un corazon, la

N

. . « . . . A3
historia de una pasidn amorosa, como eje cehtral con algunos
. . - .

-

rotros temas que se relacionan con éste, como la poesia, la

religion, o la muerte."'’*

However, more important for the purposes- of this

discussion than the poet's Romantic tendencies are Becquer's
b q

peripheral ties with future 'imagery, and particulari%;.his

appreciation of woerds' affective potential.'’ In his

dlscu551on of Becquer s 1nfluence on modernlsm in Spaln,

Varela notes that Becquer's poetry evidences "un gran

esfuerzo de interiorizacidén"'’¢, and that in his imaqer
r

"cada sustantlvo diga lo que debe dec1r, pero gue por si

mlsmo tenga la suficiente fuerza y flex1b111dad para

convertlrse en 51mbolo."‘77 Interestlngly both Varela and

-

Diaz-Plaja note features in Becquer s imagery which were to

become important to the Surrealists. Varela brings to our

-

attention the facy that Bécquer often prefers "las frases

1

1

1

1

"‘Varela, p. 411. | .- .

"*Diaz-Plaja, pp. 7880, and Chandler, p. 353.

"“Varela, Literatura, p. 412.

"’Varela, Literatura, p. 412.

b

P
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con dos sustantivos unidos por una preposicién."'’* By
employing this technique, the poet created such images as

. "aura de aplausos,ﬂ "nube de dolor," "dedos de rOSa'" "gasa

de polvo dorado e inguieto," "pupilas de fuego," "lenguas de
fuego," "penacho de plata," "jirones de vapor," "sabana de

espumas,"” "trenzas de o:o," "ojos de llamas," "rizada cinta
de blanca espuma,” and "arpo de oro."t

Basically, the semantic antagonism found in these
examples can be eliminaped.through the process of |

inferentiality. For example the dawn of applause = the

bfeaking-out-of applause, the cloud of pain = the intangible

feeling of mental suffering, eyes of fire = eyes. that afe
flashing in anger, etc. Since, when decoded, the -
}ihterpretation of these imagenic messages is,fairly
standard, they can be said to be.discursive.‘.

In addition, Diaz-Plaja observation thgt in the poet's
images "suefio y mundo hallaﬁ por igual,"'®° indicates a
confusion of the real and the irreal that ?ntriguedfthe'
surrealists.

Let us now briefly examine Bééquer's creative. texts

themselves, for the dual purposes of claséifying his imagery

according to the criteria previously employed, and of

'7*Varela, Literatura, p. 413.

'7°We should note that this structure was also popular
with the surrealists, and that, at a later stage, we may
find unexpected similarities between Becquer's imagery and
that produced by the surrealists.

**°Diaz-Plaja, p. 366.

LA
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attempting to uncover incipient imagenic characteristics
which we may find were later approprlated by the poets
actlve in Surreallsm.

Our brief study opens with Poem IX of Rimas.

Besa el aura Qque gime blandamente

- las leves ondas que jugando riza,

el sol besa a la nube en occ1dente y de purpura y

oro la matiza,

la llama en derredor del tronco ardiente

por besar a otra llama se desliza

y hasta el sauce inclinadose a su peso

al r1o que le besa, vuelve un beso,'*:'

The imagery in this poem shows a distinct reduction in’

13

discursivenesi. For example, there is only one image "el
sauce inclinandose a su peso" which can comhunicate in the
literal as well as the figurative modality, or which can be
understood contextually. The other images can only be
decoded through inferential readings. Since after the

decoding process, the message transfer presents situations

1 world as we

which could not possibly oecur.in the lite
know it, the imagery is that of fantasy Howev r, despite
the phy51cal 1mp0551b111ty of, for example, the 1mage "la
llama en derredor del tronco ardlente/por besar a‘otra
llama," the reader recognlzes the flguratlvegmeanrng of the
communication. In other words, he can still obtain a
satisfactory and reasonably discursive interpretation
through the use of analytic processes. While the actual

creation of the imagery may be somewhat dependent upon an

"*1Gustavosdolfo Bécquer, Obras completas, p. 84. :
Although the exact chronology -of the Rimas 1s not known, the
majority of these verses were composed between 1857 or 1859
and 1868 :
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"altere® perceptual mode, the interpretation of the imagery
is still strongly bound to rational thought. This, in turn,

indicates that.xhe altered perceptlon in questlon is still

an adaptation of le%t hem15p€§re perceptual modes and that

it does not necessarily imply a change in cerebral.
lateralization dom}nance.

One of the best examplés‘gf éécqger's poetic talent 1is
found in Rimas XIV:

Te vi un punto, y flotando ante mis ojos
la imagen de tus ojos se quedd,

como la mancha oscura orlada en fuego
que flota y ciega si se mira al sol.

Adonde quiera que la vista clavo

torno a ver sus pupilas llamear

mas no te encuentro a ti; que es tu mirada.
unos ojos, los tuyos; nada mas

De mi alcoba en el angulo los miro
desasidos fantasticos lucir:

cuando duermo los siento que se c1ernen
de par en par abiertos sobre mi.

Yo sé hay fuegos fatuos que en la noche

llevan al caminante a perecer:

yo me siento arrastrado por tus ojos, .
pero adonde me arrastran no lo se.'*?

The 'imagery is a combination of potentially possible
and evidently impossible perceptions, the first of which are
communicated ‘figuratively and the second of which are )
communicated exclusively throtgh the literal modality. As =
difficult as this undertaking may sound initially, the
latter perceptions must, therefore, be interpreted through
contextual processes. The imagenic dbmmunications which,
while apparently contradictory to the laws of nature for

**2Becquer, Obras, p. 87.
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either spatial, temporal; or physical considerations, cannot
be interpreted through inferential processes and must be
read contextually. When message trapsfers in imagery must be
dec&ded'thus, they are said to belong to the classification.
known as dream imagery. The spatial dislocation
characteristic of dreams is found throughout the poem, but
particularily in the idea of eyes in the corner of his foom
and éoaring above him., If, as specialists have proved,
dreamihg is accompanied by an increase in right hemisphere
activity (increase in frequency of alpha waves in left-
hemisphere),‘we may assume, with some justification, that
Bécquer's,:ight hemispherekhas.contributed, in no small way,
ﬁo'the‘realizatioh of the majdrityvof imagery found in this
poem..-

Interspersed‘among the dream images‘in the text, afe
images which present situations or comparisons which could
not occur in reality, but which‘cémmunicate»figuratively,
‘and-whichvcén-be iﬁterpreted‘satisfactorily through
\ixferential-processes, as for example the lines "camo ra.
!ﬁéncha oscﬁra.quada en fuego/que flota y ciega,sf se mira
al, sol." The message in this imagery may be déﬁoded"thfough
analytical thought patterns, and,is,.as a result, cleafly
undgr the guidance of the left hemfsphere, both in its
creatién and in its %ecepfion.

We may conclude that occgsionglly ih BécQuer's imagery
participatibn of both cerebralihemisphefes is indicated,

_even though the final semantic expressionffppears to be

J
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’

controlled by the verbally dominant left brain. I state that
the expfession‘of the riéht cerebral perceptions is

' _
controlled by the left since the actual semantics in the
imagery indicate a compl%x logical linguistic linkage,{whichk
researcﬁ has ﬁroven that the right hemispheré is incapable
of “achieving.

In summary, in all of the images drawn from Romaptiéiém
one fact becomes obvious; the poets are still directing the
‘ feader‘s_attention towards demanded interpretations whicﬁ
' can be realized through contextual and inferential‘feadings.
The images are, therefore, discursive, and their final
| exprqssion isbunder the‘dqmination of the left cerebral ‘

hemisphere.
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V. The Early Rebels: Baudelaire, Rimbaud and Mallarmé

RN

‘Charles Baudelaifre i

The poet Charles ﬁaudelaire is frequentlyjtreditedx
with having "opened the door to modern llterature mres
and in quallty as well as in quantlty he has few equals.
Hls poetic 1nnovatlons have led him to be called "le
premier poéte inquiétant dans cette longue histoire
qu'est celle de notre poésie frangaiée."‘f‘ The

surrealist poet Philippe Soupault discu§sgs Baudelaire's

importance in the development of modern poetry:

On ne peut aujourd hui que constater son L
1mportance I1 n' est pas exageéré en effet °
d'ecrire que la poesie frangais tout entiere,
est . . . d'années, sous la domination plus ou
m01ns reconnue des Fleurs du Mal. Que ce soit.
dlrectement ou indirectement cette influence
s'exerce avec une force sans cesse accrue. En
verlte, depu1s les Fleurs du Mal on a donné au
mot poe51e un autre sens presque tota ement
different de celui adopte ‘par les : :
romantiques.'®s® :

The works of Baudelaire are generally known and

’

detalled analy51s of 'his poetlc development is

[

'unnecessary. Instead we will limit ourselves to.an -

examlnatlon of Baudela1re s 1magery\1n order%to dlscover
\ *"u dv%

"’Angelo'Bertocci fromQSymbollsm to Baudelaire ,
(Carbondale: Southern Illlno1s Un1ver51ty Press, 1964),
71, : . e

°"‘Roger Bodart, "D'une certalne schlzophrenle, 1n,
“Journées Baudelaire: Actes du colloque, -eds. M.M. le Comte
de Launoit, Camille Engelmann, albert Neils (Brussels: '
Acadeémie royale de langue et littérature frangalses 1968),
p. 62. : '

“’Phlllppe Soupault Baudelalre (Parls- Les’ Edltlons
Rieder, 1931) p 54. . o T %w

87 )
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the matro;features which characterize his writing:. With
pthis goal 1in mind, a limited study consisting'of’h
pertlnent critical judgemegts and a . brief analysis of
aspects of hls imagery will be presented One of -
Baudelaire's most important contr;butlons was hlS
doctrine of correspondenées,‘our attention will be

. largely'directed towards the way in which this‘coneept
appears in his imagery. o | '

- Although Baudelaire didinot tnvent the .idea of
correspondenCes,'he was the first to apply‘it\
yconsistently'and‘§YStematically in poetry, and the .tr\'
poetlc implications of Baudelalre s 1mplementat10n of
the doctrlne of correspondences were, tremendous'

3
.‘L

L' appllcatlon de cette decouverte ouvralt a
1! 1mage un nouveau cHamp 4’ 1nvest1gat1 n
poétique, elle autorise la juxtaposition des

~ sensations, favorise la recherche des analogies
101nta es et des associations rares.'*‘ . . %

€

The docvrl’e of correspondences is best 1
exemp;1f1ed in Baudelaire's short poem ent;tled
"Correspondances." Indeed;'the'impactbof‘this text has
led one critic to state that-it "has had_morefinfluence

" than anything else he wrote: the Symbolistjschooldofﬁ
Verlaineyand ﬁallarmé emerged from/it..r"i:ToAnOtherr

'scholar has simply said that it is "the‘$ey poem;of‘
Baudelaire anddrepresents the dom;nant-ideatof the.'&ﬁ

"‘Le Dynamisme, p. 123..;

e, Carter, Charles Baudelalre (Boston- Twayne o
Publlshers, 1977) p. 63. » , :




X ‘-

N

per&c’devélopment of the nineteenth century."'®® With
| correspopdances and universal analogy; multiple, .
simultaneous perceptions were to become determining

characteristics ofkmodern poetic development:

A!

the poetry, and regéré}ess of tﬁe éﬁparent spontaneity .
of Baudelaire's image;
of various sensory perceptions, Elgeld1nger contends
that"la poésie des Fleurs du Mal ne reléyeﬁpas de
1‘inspi;ation spontanée,eelle es€*d'un effet\con€e€té,
\gouvernee,

pensée, "' ® Indeed he argues . that Baudelalre was a

&\\‘M,//’/’h;-ﬁ\\;ve/

>

La poesie opeére la synthese des qualites de la

‘matiére, les perceptions sensibles ne se
differencient plus comme chez les romanthues
elles communient dans une seule et méme

affect1v1te re »

-

-

P

"Despite the difficulties encounte#&d when reading

cerebral poeb who "recherchait pgr la dlstlllatlon

intellectuelle les vertus analogiques de la pensee."'’!
and that Baudelaire‘s celebrated use the technique of

~allegorical representatlon consisted of am "evocatlon

89

due largely to the ]uxtap051tlon

fagonnee au gre de la lente rumlnatlon de la

analythue d'une idée ou d'une sensation.”"'’: Pommier is

in eV1dent agreement with Eigeldinger's evalution noting

1

"Balakién,

*’Eigeldinger, Le Dynamisme,

&

Le Dynamisme,
>'Eigeldinger, Le Dynamisme,
’2Eigeldinger, gg Dynamisme,

*°Eigeldinger,

p
P
D.
b

Literary Origins p. 46.

123,

. 118,

117.

138..

B4
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imagery, his allegories do develop in a logical,
cqherent manner and "le rapport des idées commande celui
des figures.'’? Clearly, these critics do not attribute
his more talents to irrational moments of inspiration, - .
RatherﬁthénFséék{ngfto enlarge his poetig practice
through the exploitation of irrationality, Baudelaire
chose to employ‘intellectual'proweés to attain greater
knowledge,""énd,'actually Baudeiaife considered the
iﬁégination‘to be‘the most scientific of the facultiés.
Fo; the éoet,"l‘imaginatibn créatrice répresente
l'effort supréme de l'esprit podg dominer le désordre du

monde et du réve."'’® Charles Baudelaire's view of

imagination is found in his Salon gg1185§: >

-Tout l'univers visible n'est qu'un magasin
d'images et de signes auxquels 1'imagination
donnera une place et une_valéﬁ}\relative; c'est
une espece de pature que l'imagination doit,
"digeérer et transfprmer. Toutes les facultés de,
1'ame doivent étre subordornées a 1'imagination
qui les met 'en réquisition toutes a la foisg.'*¢

This statement lends support to Eigeldinger's contention

. f&hat with Baudelaire's emphasis on the analytic
«’}; '

N ’ . R 2 ' . N
component of art, his "création poétique ne saurait etre

par consequént, que volontaire et intentionelle.'®’ The

'\w

"JPdmﬁigr, La Mwstique, p. 131, /
'’*Eigeldinger, Le Dynamisme, p. 118, ' /

'’*E. Fiser, Le Symbole littéraire (Paris: J. Corti,
1941) . p. 116. T |

i

. '’‘Charles Baudelaire, "Salon de 1859," in Oeuvres

completes, ed. Claude Pichois (Paris: Gallimard, 19671), p.
1044) ‘ ‘ ‘

'*’Eigeldinger, Le Dynamisme, p. 118.
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rational always takes precedence over, the irrational and
it.is'the analytic (left hemisphere) component which
actually determines Baudelaire's final imagenic
production:

Mais 1'idée est toujours premiére dans
1'imagination du poete, elle s'incorpore une
forme, une substance qui l'exprime, c'est
pourquoi les images de Baudelaire sont toujours
si miraculeusement transposées,'®®

"Georgé Poulet also stresses the aspect of

\\

intentionality that circumscribes “1id determines -
- g ¢

Baudelaire's use of and attitude towards memory:
Le souvenir involontaire a pour lui le tort <
d"étre fortuit. Ce gue le poéte veut, c'est le
souvenir qui demeure perpétuellement a la
disposition de l'artiste et qu'il 1luj plait pour
se remettre dans les humeurs qui avaient été les
siennes,'’® g ‘ ’

Later} Poulet briefly-describes what happens;to»
Baudelaire's me@pries when they undergo the
metamorphosis which will result in his'unique imagery:
-"Le -souvenir est a la fois exalté et vaporisé par

o
l'excitant auquel, il a livré son esprit,"2°°

If, as critics arque, Baudelaire's’imagination~is
basically logical in conception and expression, the
\ .
-inspiration for his imagery should be found in his

normative, sequential perceptions of the physical world,

In essence, one could reasonably assume that many of his

e - - — - ———— —

. '’*Eigeldinger, Le Dynamisme, p. 141,

: '’’George Poulet, La Poésie éclatée (Paris:
- Saint-Germain, 1980), p.. 39. :

|
i

*°*Poulet, La Poésie, p. 127,



images are dependent upon rational memory processes:

Elles sont empruntées au monde de la
réminiscence. Le souvenir lui fournit des idées
et des sensations purifiées de leur contenu
matériel, virtuellement chargées d'une
signification symbolique. Ainsi 1'imagination du
poete est definitivement soudée a la mémoire et
c'est de leur intime collaboration gue nait le
flot des métaphores.:?°

Yet,_despite’the emphasis which Baudelaire places

"on analytic thought and rationality, his imagery is
often difficult to interpret.precisely. I believe that

the'reasoh'fogkthis lies mose” in Baudelaire's modes of

perception than in his actual ideational or conceptual
processes. It would appear that Baudelaire associated
sknaestﬁésia with moments of intense perception. Indeed,
Baudelaire diséusses altered states of consciousness
which maybinfluehce individual perception.

Dans certains-états de l'é%e presque
surnaturels, la profondeur de la vie se révéle
tout entiere dans le spectacle, si ordinaire
gqu'il soit, gu'on a sous les yeux. Il en devient
le symbole,?°? . e

Roger Bodart introduces an interesting
consideration, and one which would have attracted the:
“"surrealists, when he discusses the apparent

schizophrenic qualities of Baudelaire's imagery:2°°®
J

Le probléme des épousailles insolites de la

*°'Eigeldinger, Le Dynamisme, p. 127.

?¢?Baudelaire, Qeuvres complétes, ed. Claude Pichois
(Paris: Gallimard, 1975), p. 659. x

*°?’It is interesting to note the similarity between
Bodart's interpretation of Baudelaire, and Breton's later —
desire to reconcile apparent contradictions, ‘especially
those of dream and reality, the pure and the impure, etc.

A
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" poésie et de la prose.-ou de leur divqrce{
+ procede de 1'impossibilité et du désir d'unir ce
que nous appelons tres vaguement le pur et
«1'impur, le réve et le réel, la vie et la mort.
Avec Baudelaire, arrive une poésie approchant de
la démence, et cette démence est due a une
impossibilité d'accepter 1l'univers et d'accepter
soi-meéme; impossibilité d'autant plus tragique,
que le schizophrene aimerait par-dessus tout
s'accepter et accepter les autres,?°®*

-, Bodart does not, however, limit his belief in the,
importance of what might be called schiéophrenic.
percep}ion merely to Baudelafre, but rather extends;it
fo include virtually all artists.

: . » . .
La schizophrénie, son refus de lui-méme et des
autres, c'est ecartelement d'un étre qui expulse
du centre de soi-méme un étre neuf que nous

v . sommes tous plus ou moins. Tout creéateur

veritable est, je crois, un schizophréne qui a
triomphé plus ou moins de sa schizophrenie,2°®
This would seem to be in accord not .only with Breton's

‘evaluation of-the positive role of madness in-the
~_.creative process, but also with current psychiatric and - .
neurological theories which suggest that some mental
1llnesses are related to dnacceptable perceptual
modalities or deviations. Baudelaire's interest in
altered perceptual modalities has led him to explore,

"with varying degrees of thoroughness the differences in
perceptions found in hypnagogic, hypnopompic, and dream
states. In an attempt to describe the experienceibf ]

-

these perceptions more fully, Baudelaire cites a passage

from Hoffmann's Kreisleriana:

z“Bodart, "D'une certaine schizophrénie," p. 64.

*°*Bodart, "D'une certaine schizophrénie," p. 65.
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Ce n'est pas seulement en reve, et dans le leger
délire qui precede le sommeil, c'est encore

' “eéveille, lorsgue j'entends de la mu51que, que je

trouve une, analogie et une réunion intime entrd
les’ couleurs les sons et les parfums. Il me.
semble que toutes ces choses ont éte engendrees
‘par un meéme rayon de lumiére, et qu'elles
‘doivent se réunir dans un mervellleux concert,
L'odeur des soucis bruns et rouges produit
‘surtout un effet magique sur ma personne. Elle
me fait tomber dans une profonde réverie, et
J'entends alors comme dans le lointain les sons
graves et profonds du hautbois,?°¢ '

l\
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The poet comments on the power of dreams when he writes

that "la Nature (...) est réeformée par le réve, ol elle

est corrigée, embellie, refondue."?°’ Later in the same

work,'Baudelaire‘again comments on the dream:

yoﬁng were capable of awspecial perceptual mode which
%

Des réves! tougours des réves! et plug 1'ame est
ambitieuse et delicate, plus les reves '
l'eéloignent du p0551b1e. Chaque homme porte en
lui sa dose d'opium naturel, 1ncessamment
secretée et renouvelée, et, de la naissance a la
mort, combien compton-nous d'heuréussie et
\dec1de’> Vivrons-nous jamals passerons-nous

_jamais dans ce tableau'qu'a peint mon esprit, ce

 takhleau qui te ressemble®*®

Baudelaire, like the surreallsts, bellevedrﬁhat the

4

was often egtinguisH%d as they grew older:

1846,

254.

C'est alors que les objets enfoncent
proiondément leurs empre1ntes dans l'esprit
tendre et facile; c'est. alpors que les gouleurs
sont voyantes, et que les ‘sons parlen une

langue myster1euse.’°’

z°‘Hoffmann, quoted by Charles Baudelaire, in "Salon de

in Oeuvres complétes, p. 884,

*°*Baudelaire, "Le Spleen," p. 255,

*°’Baudelaire, "Edgar Poe, sa vie et ses ouvrages,"

-~

*°’Baudelaire, "Le Spleen de Paris, XVIII," Oeuvres, p.

in



e 95
s | “ | - |
In the text, "Le Peintre de la vie moderne," he further
discusses this perception:

L'enfant voit tout en nouveaute, il est toujours
ivre. Rien ne ressemble plus a ce qu'on appelle’
"1'1in inspiration, que la joie avec laquelle
1'enfant absorbe la forme et la couleur. Aucun
aspect de la vie n'est pour lui émoussé,?'®

Later in the same work, the poet mentions the
‘relationship between memory and childhood pe%ception:
Tout les matériaux dont la mémoire s'est
encombree se classent, se rangent, s'harmonisent
et subissent cette’ 1deallsat10n forqge qu1 est
le resultat d'une percept1on enfant1ne, c'est a
dlre d'une perceptlon aigue, magique a la force
yngenu1te B . .
Poulet recognizes the importance of the rediscovery of
childhood vision for Baudelaire's art, and,. at the same
time, subtly reminds the reader that these pefceptions
do not have to be lost-to the adult: "Mais il

Ay . AN

(Baudelaire) posséde un don essentiel, qu'il n'est pas

impossible a l'adulte de redécouvrir et de s'approprier:

c'est le don de la perception enfantine,"?':

e Although Baudelaire prafessed an intense interest
in all experiences by which altered perceptual modes
could be found or induced, he is, perhaps, most famous
for his ingestion of bsychotropic agents. At one point,

@
Baudelaire dlscusses the perceptlons which result from

*'°Charles Baudelaire, "Le Peintre de la vie moderne
in Qeuvres comprétes, p. 1159

21'Baudelalre "Le Peintre de la vie moderne," Qeuvres

omglete 1162. ‘ .
. "’Pou}et, gg Poésie,‘p. 39.



experiments with hashish:
‘ .

Les objets extérieurs prennent des.apparences
monstrueuses. Ils se revélent & vous sous des
formes inconnues jusque-la. Puis ils se - .
déforment, se transforment, et enfin ils entrent
dans votre étre, ou bien vous entrez en eux. Les
equivoques les plus s?\gulleres les
transpositions d'idées Yes plus’ 1nexp11cables
ont lieu. Les sons ont une couleur, les couleurs
ont une musique. Les notes musicales sont des
nombres, et vous reSQ}vez avec .une rapldlte
effrayante de prodlgleux calculs d'arithmétique
a mesure que la mu51que se déroule dans votre

c orelile. Voug é€tes assis et vous fumez; vous
croyez étre sis dans votre pipe, et c'est vous
que votre pipe fume; c'est vous qui vous exhalez
sous la forme de nuages bleuadtres,?!'? :

He elaborates on the processes involved in this

perception:
. C'est alors que commencent les halluc1natlons.
6 Les objets: -extérieurs prennent lentement,
®successivement, dews apparences s;ngulleres. ils
se deforment et se transforment. Puis, arrivent
les équivoques les meprlses et les =
~transpositions d'idées. Les sons se revétent de
couleurs et les couleurs contiennent une
musique,?'* N
Teruo Inoev remarks that "Aprés ce moment
. . ’ s . -’ ’ ~ .
privilegie, les intoxiqués entrent dans une nouvelle
.etape, celle de la sensatior due a la perception sous
‘1'influence de la drogue."*'* Inocev notes certain
-possible parallels between Baudelaire's drug induced

perceptions and those offered by poetic reverie:

N

213Baudelalre, "Les Paradls art1f1c1els,' in Qeuvres
A AR N

p. 338.
*'4Charles Baudelalre,\“Les Paradis art1f1c1els in
Oeuvres completes pp. 364-65.

215Teruo Inoev, Un Poet1que de l'ivresse chez Charles

Baudelaire (Tokyo- Librairie Editions France Tosho, 19777,
p 44, » ' -
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Cette bopegation metamorphosante sous l'influence
de la ogye nous semble comparable a la réverie
poethue. Q Baudelaire soit tou]ours
consc1ent d'une difference entre la reverle
poethue et les effets du hafhisch, il n'est pas
moins de 1°' analogle qul existe.entre ce deux
matleres s

» Let us now turn our attention tqwardsyﬁne of -
Baudelaire‘slpoems in order to seeghow!the poet's
interest‘in and, perhaps, ‘experience with'alteggd
perceptual modalities is reflected expressed in hisg

'1magery

.o '

21“Inoe‘v, Une Poétigue, p. 45.
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Spleen . .
Quand le ciel bas et lourd pese comme un
couvercle . B o A ,
X . S : .
Sur } esprit- gemissant en proie aux longs )
ennuis, '

Et que de l'horizon embrassant tout le cercle -
11 nous verse un jour noir plus friste que les
‘nuits; - B . - '

Quand la terre est changée en .un cachot humide,
Ou l1'Espérance, comme une chauve-souris;

S'en va battant les murs de son aile timide

Et se cognant la téte a des plafonds pourris;

-

Quand la pluie étalant ses immenses trainées
D'yne vaste prison imite les barreaux,
Et?qu‘un peuple muet d'infames arraignees

Vient tendre ses filets au fond de nos ‘cerveaux,

o

. . . 2, ‘
Des cloches: tout & coup sautent dvec furije
Et lancent vers le ciel un affreux hurlement,
Ainsi que des esprits errants et sans patrie
‘Qui se mettent 3 geindre opiniatrement.
- LN - i
<:' _ . o Y i . o)
v-Et de long corbillards, sans tambours ni
musique, , o
Defilent lentement dans mon-ame:; 1'Espoir
Vaincu, pleure, et 1'Angoisse atroce,
despotique, : '
Sur mon créne incliné plante son drapeau

noir,*'’ /

‘ 'The language ,modality involved throughout the poem g
is-the figurative one ;hd\zhe text must, therefore, be¢ |
interpretedvihferént{allyf While the initial‘wogds of .
the opéning §tanza_a;cent ate visual imagery, with the
words "ciel bas et lour@," the following combination of

words "pése comme un

¢ouvercle” informs’ the reader than
he will have to utilize inferential reading strategies

in order to decode the imagery. The analogies between

s

217charJes Baudelai;e,‘Oeuvres complétes, pp. 70-71.
_ &

!



‘the sky and a 1id, and a black day stder than the T
nights transfers a‘m%ssage of depression to.the reader. )
The .second stanza contlnues Lo use the f1gurat1ve
modallty found 1n the first. However,*afrer the
“inferential decodlng, the abstrsction of, the wordA 'g
"espérance assumes a concrete visual form through the
analogy whrch the poet ‘makes between hoﬁe and a bat. The
depressing nature of the visualization is further
strengthened by .the reference to plafonds pourrls.
The first two llnes of the third stanza communlcatef
ﬁflguratlvely offerlng an analogy between rain and pr1son
bars, wh1ch naturally gives an added quality of hardness
. to the rain, making it-seem permanent rather than I
- transient. The closing'lines pose greater prdblems for
‘1nterpretat10n because of the amblgu1ty "The reader must

&
attempt to® decide to what Baudelalre s words "un peuple

«

muet d'iqfanes aralgnees refers. From hlS knowledge of
- semantic relations, he may decide that the image of the
splders is a concrete v1sual1zatlon of the feellng of
hopelessness or despalr.
The ambiguity is reduced in the following stanea;
since inferential reading strategies clearly suggest a
possible interpretation of bells suddenly peeling loUdiy-“
- and then, as the volume decreases, fad*ng into a
mournful continuous clang,

The beginning of the fourth stanza once again

offers an‘example of a feeling being concretized in a
3 g .



- emotlons such as despalr and sadness. With the image'

~
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It

form Whlch may be percelved optlcally The reference to
"longs corblllards, sans tambours ni musique, Défilent

lentement dans mon ame," strongPy suggests negatlve

¢

¥

“l Esp01r/Va1ncu, pleure, et 1' An901sse atroce, 1 .-

e

despothue/Sur mon crane incliné plante son drapeau

-noir," the ;eader learns that Hope is belng destroyed

and that Anquish is' the predomlnant emotlon which the

¥ poet.ls experlenc1ng

On€ of Charles Baudelalre S greatest contrlbutlons

to the development of modern imagery was to recognize

the value of altered perceptual modal1t1es—-1n this case

»

‘the ability“to visually perceive somethlng
1nv151ble-—and to communlcate unusual perceptlons in his
texts The imagery of "Spleen, suggests that Baudela1re

Lo
was attemptlng to create 1mages ‘which would grant visual

forms to intangible feelings, thus making these feelings‘

"visible" to his readers and reducing the, abstractxon of

\

such words as. angu1sh hope, or despalr. ,/

The lmagery of Jean-Nicholas*Arthur gimbaud
Jean—Nicholas—Arthur Rimbaud is one of thelmost

brilliant‘andfenigmatic poets to be found in Fregch .

literature. His short literary oareer.haS‘had'great, yet

indeterminate influence oh modern.imagery. Countless and

[

~often contradictory books and articles have been devoted

to unscrambling his cryptic writings, W. Frohock, in his
L_ ’ Y
study of the poet, notes the difficulty invelved in

oy
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interpreting him:

No style could be more extremely elllptlcal and
" . much of the effort of interpreting such texts
‘must go into 'finding plausible substitutions for
the ellipses. Thus it has to be the reader who
creates the coherence 1mp11ed in ~any : SR
1nterpretat10n 2 - z
Later the critic elaborates on one of the major- reasons

e .s

for these/1nterpretat1ve problems with th®&tcranky

3

comment: N ’ : : ‘ o

Obviously, Rimbaud abandons normal syntax just

where the reader will miss it most, leaving him

with the hope that he has understood at least in
part, and with the absolufe knowledge that he
has not, understood completely SR

Certain. scholars have hypothe51zed that the poet s youth

is a contributing factor to the hermetic proc11v1t1es/ =
t . . N - Y N

evidenced in his commuhicative modes:

lebaud n est pas un poete ord1na1re, parce

qu'il fut a 1! epoque des Illuminations un enfaat—
gui a su s' exprlmer avec un langage d'homme, en-
cherchant’ obstinement a ne rien conceder de ses
croyances enfantines et a ne rien ignorer des
lois rationnelles. Cette réalisation
contradictoire presentalt les pires dangers et v
auralt du amener une confusion,??°

However the issue 1s, I belie‘F, far moré complex
than a simple contradlctlon between ChlldlSh bellefs and "
supposedly adult lahguage. Actually Rimbaud appears to
have 1mp11c1tly ant1c1pated'modern views on language
even though he ‘never expllcated them and possibly never

- — s — - ————— - —————

BERRI 'R Frohock R1mbaud s Poetic Practlce, p. 176.

"’Frohock lebaud p..167

z”Andre Dhotel Rimbaud et la révolte moderne (Par1s'
Galllmard 1952), p. 212, '

/
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that "La pensée de Rimbaud semble remonter a l'origine
v

d'un probléme qui hante la pensée moderne,":?' the
problem being referred to is thaﬁ of dichotomy,
"+ particularly that vhich exTsts between_the object and

the voyant, ‘and which is reinforced by standard language

communication:

Le langage méme consacre une telle ‘séparation,
par la différence totale qu'il y a entre les
mots et la pensée. Le langage ne sert a la.
connaissance, a l'entente, a l'amour qu'en
declarant d'abord la rupture entre celui qui
parle et celui gui écoute.???

Enid Starkie, in her discussion of Rimbaud and
; -
N o~
language draws paralleks between the poet's attitude

towards normative communication and the views expressed
by occult philosopher Vide .Ballanche:

In Ballanche's conception, language was not
merely a vehicle for exXpressing concrete ideas
or for communicating with other men. Language
was, he said, gifted from its very beginning
with a sort of intuition. Our modern usage of
lanquage can give us no conception of the value
put on the word itself amongst primitive people,
for the word originally was to give the full
: image of the object named. It had a kind of

" ."illumination” of its own of which the dead
signs we use-today can give us no idea. The ‘
earliest hymns were composed solely of nouns adé{f
adjectives, there were no verbs for these were “-
unnecessary. *?? : ,

-

The limitations imposed by the existence of a
'ianguage dichotomy—-which has only recently been

. : )
recognized by the scientific community--has been

??'Dhotel, Rimbaud, p. 9.
22Dhotel, Rimbéud, p. 10

zv"’S,tarkie, Rimbaud, p. 125,



103

presented by A. Pietropinto:

One of the prime problems that has conffonted
psychotherapists, regarding their thérapeutic
orientation, has been the limitations of verbal
communication in conveying emotional feefing and
unconscious material. Our ordinary spoken ‘
language is reasonably adequate for conveying
factual information, asking -questions, and
making corrections to the listener's
misperceptions of what we have already tried to
convey. In such communication, we are using
words as signs. A sign tends to establish a
one-to-one relationship between the word and
some object, action, or attribute in the real
world. As Jung notes, a sign is always less than-
the concept it represents. Signs are used in
. secondary-process communication, where thees
/highly personalized, rich associations of .
‘primary -process concepts are modified to conform
with the rules of adult logic to make
communication as unambiguous as possible . . .
language as thought is quite different from
language as spoken communication, ??* '

Rimbaud, like writers be)%re him, recogniée% the
pbtentiél 6f langw#age to offer more than just
secondary-process communication and ﬁhus, for him,
ianguage "n'est plus l'expressioq‘de\la pénsée: i1
devient un réservoir d'images."??% Hé broke the logical
chains of language and "son esprit ne craint pas la
contradictioh dans les termes, il la recherche, la’
éultiwé comme un moyen dfexpreséion spontane,mz¢

| The question is why he Eulﬁivated such a means. The

search for an answer brings us baek once again to the

*?*Anthony Pietropinto, M.D., "The Origins of Poetry
Therapy,"” in New Dimensions in Psychiatry Vol. 2, ed. .
Silvano Arieti, M.D. and Gerard Chrzanowski (New York: John

-

Wiley & Sons Inc., 1977), p. 215, ‘

***Eigeldinger, p. 212.

”‘Eigeldinger, Le Dynamisme, p. 229.
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central problem of normative perceptions and normative
or discursive commdpications. Clearl},,while'language
which operates litegélly and fig;ratively is
satisfactory for commuhicating images which are

dominantly left hemisphere productions, a problem

i

surfaces yhen the perceptual modalities are no longer
governed by the analytic, sequenfial hemisphere. This,
we will attempt to show, is what often occurs in
Rimbaud's imagery.

As Pietropinto points out, Cafl Jung distinguished
between two,tyﬁes of artistic production. With what Jung
termed.intrdverted production, the artist has a definite
aim (this would correspond to imagination and fangasy

imagery), while with the extroverted type, the art
P\

product arises without any analytic impetus. Jung

believed that the second type (which would involve

PN
-

N N4 L . .
eidetic, dream, homospatiaiQperception§), was autonomous

and free from logical ordering: 2 /
a psychic formation that remains subliminal
until its energy-charge is sufficient te carry
it over the threshold into consciousness. Its
association with consciousness does not mean
that it is assimilated, only that it is
perceived; but it i< not subject to conscious
control.?2? '

In the scientific terms of today, Jung's "energy-charge"
“would correspond to an increase in alpha wave activity
in the left Hemisphere.
??7C.G. Jung, "On the Relation of Analytic Psychology

to Poetry," in The Portable Jung, ed. J. Campbell (New York:
Viking Press, 1971), pp. 301-322.
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A large amount of the ambiguity and confusion found
in -Rimbaud's imagery can, I believe, be attributed to
the poet's sincere sattempt to realize altered perceptual

modes. He held the conviction that "genius lay not in

- \

the power of invention, but in the faculty of
recgption."”‘ He thought that one means by wﬁioh he
could experience altered perceptual modes wés through a
‘process of "déréglement de tous les sens," which he
describes in a letter to Georges Izambard:

Je veux étre poéte, et je travaille a-me rendre
voyant: vous ne comprendrez pas du tout, et je
ne saurais presque vous expliguer: Il s'agit
d'arriver a 1'inconnu par le déréglement de tous
les sens, Les souffrances sont énormes, mais il
- faut étre fort, étre né poete, et je me suis
reconnu poete. C'est faux de dire: Je peﬁse. On
devrait dire: On me pense. Pardon le jeu de
mots. :
JE est un autre. Tant pis pour le bois que
- Se trouve violon, ‘et nargue aux inconscients,
qui ergotent sur ce qu'ils ignorent tout a K
fait.22? : ‘

In a letter written to Paul Demeny only two days later,
Rimbaud expands upon the idea of becoming a seer:

Le Poete se fait voyant par un long, immense et
raisonné déréglement de tous les sens. Toutes
les formes d'amour, de souffrance, de folie; il
cherche lui-méme, il épuise en lui tous les
poisons, pour n'en garder que les quintessence.
Ineffable torture ou il a besoin de toute la
foi, de toute la force surhumaine, o0 il devient
entre ‘tous le grand malade, le grand criminel,
le grand maudit,--et le supréme Savant--car il
arrive a l'inconng! Puisqu'il a cultivé.son ame,
*?*Starkie, Rimbaud, p. 112. Rimbaud's ideas on °
reception suggest that it is analogous to what we are
terming perception.

o **’Arthur Rimbaud, Letter to George® Izambard in
Oeuvres (13, May 1871; rpt., Paris: Editions Garnier Freres,
1960), pp. 343-44, S
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déja riche, plus gu'aucun! Il arrive a
1'inconnu, et quand, affolé, il finirait par
perdre 1l'intelligence de ses visions, il les a
vues!??°

In his comments on these letters Thomas Williams

' stresses the importance of perception in the theory and

points out the desire to break free from the reductive
properties of rigidly confined expression and
perception: ‘ -

This theory [déréglement de tous les sens]
already points up his clearly extrovertive '

s orientation. It is not so much within himself
that he hdpes to discover the 'inconnu,' bit in
the world, provided that the world can be
perceived afresh, through sense organs made
utterly free from the 'reducing valve' effect of
daily preoccupations with the practical and the
‘useful, and from the compartmentalization of the
habitually imposed system of concepts through -
which our knowledge of the world is usually
strained. The truth about the world will then be
not so much known as experienced in-a
confrontation of freshly cleansed
perception,"??' ‘

The emphasis on perception, or more precisely,
different modes of perception, is clearly of paramount
importance forfRimbaud, who wishes to become a voyan ;
However, we still do not know what pefcep£ual modélity
is dominant for the seer., Whatkprecisely is this voyance
of which Rimbaud speaks? Robert Goffin has addressed
}his problem, and concluded that it is not soﬁe
pseudo-mystical staté\indUced and indulged in by a
petﬁlant, disagreeable young man:

e - ————— -

. *'°Rimbaud in a letter to Paul bemeny, 15 May 1871 in
Oeuvres, p. 345.

**'Thomas A. Williams, Mallarmé and the Lanquage of
Mysticism (Georgia: Univer. of Georgia Press, 1970), p. 12.

W

AN
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La "voyance" fut pour Rimbaud ce gu'elle est
exactement pour les surreallstes, un moyen
d'investigation, une méthode de contrdle, un
instrument de captation mervellleux 1312

Voyance s, in essence, perception.

Andre Dhotel discusses visual perception in

relation to Rimbaud:

Mais 1'exemple Te plus remarquable a toujours

eté l'adaptation de 1l'oceil a la lumiére, la )
vision. Il demeure le théme essentiel des écrits
de Rimbaud, et ‘il conduit trés vite a un doute

‘étrange . . . la connaissance he comporte aucune

garantle de la verité.,2??

%

He further offers the suggestion that we find evidence.

of
He

to

A
i

this particular type of vision in Rimbaud's imagery.
has actually perceived the imagés'which he presenfs

the reader:

Lorsque Rimbaud se présente a nous tel qu'il fut

‘a ce moment ou il ne pouvait prétendre eblouir’

personne par ses ecrlts blzarres, nous nous
demandons 's'il n 'etait pas a la recherche d'une
vérite curleuse, etrangére .a notre esprit. A
mesurg que nous lisons ce qu'il nous a laissé,
la conv1ct10n se fait, Certaines phrases
ressemblent a des fragments d'une correspondance
hatlve, ou méme a des apergus a' experlences
qu'il aurait simplement notés.??**

Interestingly, partlcul rly in llght of the .

brllllant image strings whic charactenlze Rimbaud's

poems,'is Frohock's comparison of the poet's "Unknown"

~with eidetic imagery, for the appearance of

- - ——

232R6bert Goffin, Rimbaud vivant (Belgium: Editions
Correa,

1937), p. 79.

***André Dhotel, Rimbaud et la révolte moderne (Paris:

Galllmard 1952), pp. 9-10.

—

23 4Dhotel, Rimbaud, p./19.
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N - .
"hallucinatory" images in his texts, could,be explained

} by this special type of imégenié perception,
The eidetic image is a little understood and highly
controversial phenomenon. However, all researchers do.
égree that it is én extremely ihtense visual experience.

The eidetic image is considered to be very close to

“

perception itself,?*s In the case of' this imagery the
relationship between image and perception appears to be
even stronger than in other imagenic forms so far

discussed in our survey: )
There is now a large data-base indicating that
imagery is functionally equivalent and
complementary to perception (Marks, 1982a:;
Shepard & Podgorny, 1978). Hebb (1968) suggested
that imagery is a reinstatement of perception in
which cortical cell assemblies are activated in
the absence of a stimulous pattern upon which
they were originally based: the eidetic image
includes the activity—of first-order cell
assemblies that are characteristic of perception
but absent from the memory image.2:¢"

In his discussion of eidetic imagery psychiatrist
Harry Slochower introduces the vitally importaht
consideration 6f pa%allels between the right hemisphere
and eidetic imagery when he states that ghe "the
Unconscious was emergent from the visible perceptual

pngess itself, n237 and that "the nature and function of

233David Marks and Peter McKeller, "The Nature and
Function of Eidetic Imagery," in Journal of Mental Imagery,
6 (1982)' 5. !

**¢David Marks and Peter McKeller, "The Nature and
Function of Eidetic Imagery,"” 7; and D.O. Hebb, "Concerning
Imagery," in Psychological Review, 5 (1968), 473.

*?’Harry Slowchower, "Eidetics ani Psychoanalysis," in
Journal of Mental Imagery, 6 (Spring 1982), p. 89.
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| thé Unconsciolis (right hemisphere) is congruent with the
‘nature and function‘of Eid%tic Perception."”"ln his
article he draws attention to the tendency of modern art
towérds abstraction, a problem which‘Iiterary criticism
itself has compounded through ‘a critical compendium of
abstract terminology He argues that such cr1t1ca1

approaches are inappropriate f%f examinations of art
\ W '
works where the right hémisphere»plays an important role

in the creative process. He contends that because of
different*perceptual modes gKe unconscious (right

‘hemisphere) communlcates dlfferently than does the

conscious: /

This 'insight applies to the Unconscious which
"communicates" not by abstractions, not by
grammatical structure, that is, not by
scientific categories. Its native manner of
- "speaking" is by way of analogy, symbol,
. metaphor -and imagery through the gesture, hint
~and suggestlon. Now, it is through such vehicles
"that it evinces the power to awaken and to
quicken our feelings, emotions, and desires,
spur. our actions and our passions. At the same
time--and here lies one miraculous phenomenon of
this language--it arouses both emotional
response and provides 1ntellectua1
understanding..

The empha51s on eidetics of Perception
(vision, sound, touch etc.) can serve as a much
needed corrective to the abstractionisk

“criticism of art and literature in our time.
Here, high-sounding terminologyr such as-
"Density," "Grammar," "Ontology," "Rebirth,
"Archetype," bypasses the language of art by a
kind of "Upward Reductionism" in which the
sensuoys Body Language of art is ignored in
favour of a terminology of Universals. However,
art is defined by presenting them in their
individuality, their material immanence and
shown through the sensuous language of metaphor,

© imagery, through color, sound, rhythm, style,

e - - — - —— - ———

*3tSlochower, "Eidetics," p. 889.
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and form,??®* . ‘

The possibility of Rimbaud having experienced énd
expefimented with this imagenic.moae is supported by the
current hypothesis that "pebple with a high degree¢}f‘

‘ eidetﬁé imagery Rave had mbre&socialldeprivation in

[}

‘childhood than others."?*° Although until recently, many
scholars assumed that eidetic perception was "virtually
~non-existent in adults,".ye now know that it/may exist
at any stage of development. Therefore, we can
legitimateiy aséume,that‘Rimbaud‘may have retained or ¢

recovered some eidetic ability.

1

Some of the best examples‘of:thesg feidetic" images
may be found in the poem "Le Bateau Ivre," and an an
examination of images in this work, should facilitate a
mofe thorough understandingﬁof Rimbaud's poetics.";

o ‘ _
Le Bateau 1ivre 3

kS

Stanza I

Comme je descendais des Fleuves impassibles,

Je ne me sentis plus quidé par les haleurs:

Des Peaux-Rouges criards les avaient pris pour cibles,
Les ayant cloués nus aux poteaux de couleurs.

Stanza 11

J'étais insoucieux de tous les équipages,
Porteur de blés flamands ou de cotons anglais.
Quand avec mes haleurs ont fini ces tapages,

e e - —— o ——— = A — -

*?*Slochower, "Eidetics,™ p._ 89.

**°Marks .and McKellar, "The Nature and Function of
Eidetic Imagery,"” p. 59. In this instance, the term social
deprivation is understood to include unsatisfactory

emotional fulfillment.

**'As the poem is too long to be reproduced in its
entirety, typical stanzas have been selected for discussion.
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Les Fleuves m'ont laissé descendre ou je voulais.

Sfanza 111

Dans_les clapotements furieux des marées,

Moi, I'"autre hiver, plus sourd que les cerveaux d'énfants,
Je courus! Et les Penlnsules demarées

N'ont pas subi tohu-bohus plus triomphants.

Stanza IV

La tempete a ben1 mes evells maritimes.

Plus leger gu'un bouchon j'ai dansé sur les flots

Qu'on appelle rouleurs éternels de victimes,

Dix nuits, sans regretter l'oeil niais des falotgh #
' ‘ N

Stanza V : , - _ N

Plus douce qu'aux enfants la chair des pommes sures,
L'eau verte penetra ma coque de sapin
Et des taches de vins bleus et des vomissures
Me lava, dispersant gouvernail et ‘grappin. )

\ . v : ,/‘
Stanza IX

;J'ai vu le soleil bas, taché 4’ horreurs mystigues,

- Illuminant de longs figements. violets,

Pareils a des acteurs de drames trés-antiques _
Les flots roulant au loin leurs frissons de volets.

Stanza X

J'ai réve la nuit verte aux neiges éblouies,
Baiser montant aux yeux des mers avec lenteurs,

La circulation des séves inouies,

Et l éveil jaune et bleu des phosphores chanteurs!

Stanza XIII

~J'ail vu fermenter les marais énormes, nasses
Ou pourrit dans les joncs tout-un Lev1athan'
Des écroulements d'eaux au milieu des bonaces,
Et les 101nta1ns vers les gouffres cataractant!

Stanza XIV.,

At
Glaciers, soleils d'argent, flots nacreux, tieux de braises!
Echouages hideux au fond des golfes bruns .

Ou les serpents geéeants dévorés des punaises

Choient, des arbres tordus, avec de ngirs parfums!?*?

—— - —— - — - ——

*42Arthur Rimbaud: Qeuvres-(Paris: Garnier Freéres,
1960), pp. o R ~
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~  The fifst two stanzas communicate in the figurative
modallty, and can be understood 1nferent1ally The language
transfers a message describing of a scene which could
‘fea51bly occur  in the world as percelved.normatively'through
cerebral dominance of the left hemisphere. The language
modalify changes, however, in the third stanza with the
communication "Moi, 1'autre hiver( plus sourd que les
¢erveaux d'enfants,/ Je courus! Et les Penlnsules
démarées/N'ont pas subi tohu-bohus plus trlomphants;" We can
logically infer the analogies and relatlgnshlps found in the
figurative eommunication.‘While the image type is now
primarily that of fantasy} the'perceptiens which are‘being

expressed'in the image, although physically impossible are

AL

amenable to loglcal dec?dlng processes and this indicates
>cont1nued left: braln dominance. Wlth the fourth stanza the
analogy{between the poet and the boat beeomes explicit., o
Interestingly, becauSe"ef the now overt analogy, tne reader
is 51gnalled to re-evalyate his 1n1t1al figurative readlng
of the first two stanzas, thlS tlme recognlzing other
‘possible»interpretations. The language modality is
figurative, the imagery is fantasy, and, once again, the
reader flnds that he may 1nterpret the communlcatlon through'
normat1ve}lqg1cal‘precesses. The message tr%nsfer is

N

effectively maintained with significant disckgsiveness.

| r e

The following stanza is of particular imﬁertance, not
only because it officially announces the relegse of the poet

from the restraint offered by his previous life and



perceptions;"but more importantly because it raises an
important qgestiqp, for whigh I can oelf propose a possible
answer, 1 refer te the images which-read "L'eau verte
péeétre ma coque de sapin/Et des teches de vins bleus et des
vomissures/Me lava." We can decode the image in the -
traditional fash10n—~spec1f1cally we can arrive at a readlng
where the poet is saying that the water is as sweet to him
. as the taste of an apple is to a child, that it is ridding
him of the cheap (vies bleus) and dirty or distasteful
(vomissures) of the past,vleaying'him free. We could also
accept the hyéotﬁesis that the poet is ectually describing a
mode of perception.?**?® In rhis case, in eddition to ‘
analytically and sequentially decodiné the signs, the reader
would form a v1v1d and colorful mental 1mage, parallellng
that of the poet. We would" reproduce the v1suallzat10n of a
scene where a boat is llterally being penetrated and washed:
by green water and where this water is washlng away stains
left by blue wine and vomit, carrying with it rudder and
grappling hook. We would, in ether words, read the imagery
literally rather than figuratively, accepting the
perceptions which Rimbaud offers. While I certainly do not
wish to suggest that visualization offers a complete
reading, it does provide the‘reader with an alternative
approach'to the images. By reading visually, we’relate the
‘images to the’concrete rather}than fo the abstract.

—— e . ———— i ———— -

*43This approach finds substantiation later in the text
where the poet emphasizes dreamlng and seelng
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This stanza gives us the opportunit} to explore the
differences between imagination and fantasy imagery, and the
reader's reaction to these,differences, in greateryaepth.
This is a important issoe in modern poetry, since often

textual intepretation relies more upon the reader's ‘reaction

than upon the poet's intent. . _ - ™,

In the first stanza, the scene presented is, as we have
atated one whlch could e#ist in the world, and which would
be in accord with left hemlsphere perceptlons and -
expectat1ons. Therefore,'as we read 1t we can 51multaneously
develop a visualization of the scene w1thout encountering
any serlou; d1ff1cult1es. We do not f1nd the language to be'
partlcularlly'tortuous or hermetic, largely, I contend
because we do not expect it to be. However, when we are
later confronted with fantasy imagery in combination w1th§3
imagination 1magery,ﬁand with simple comparisons, we
immediately respond by attempting to reconcile our‘analytic.
semantic expectations‘with the imagery in the text. We

tempt this reconc1latlon through analytic processes which
are based on normat1ve perceptlons. In essence, we may
continue- readlng as if the poet were presentlng images which
reflect normative percept1ons, even after he introduces
altered perceptual modalities. For exanple, we know that ‘he
could not have perce1ved this image in the real world we
know that the. boat is a symbol for the poet. Therefore, we

assume that virtually everythlng can be a symbol for

somethlng else? ‘partlcularly if we cannot understand the
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message as the poet, presents it. This, I believe, is what

3 -

@S&ochdwér meént when he suggested that sometimes critical
Bpproaches have been inapéropriately applied, because
critics did not want to accept the validity of’altered or
alternate perteptual modalities. Entirely too frequently, an
inCreése in alpha wave activity accombanied by greater right
pemisphere perceptual activity has led people to mistake a
poetic image for ev}dence of a writer's propensity towards
hallucination—“a word which suffers from over—aﬁplicétion in
much 1i€erar§ criticism.7%

P4 In the ninth stanza, the emphasis and importance of

»

P

percept{on becomes explicit. The first two lines which read
nJ'ai'vﬁvlé'sblleil bas, taché d'horreurs
mystiques/Illuminant de lddg;jfigements violets,"
communicate literally. The poet is reéording or recreating a
perceptual expgriencé. The words "taché d'hofreurs
umystiques,f iniroducekg strong element oﬁ ambigquity into thé
message trans{er, anqﬂ:at4thevsame ﬁime; have the potential
to p;oducé an émotiOnaf)reSponse in the reader whb may see ':
the sun stained with his own interpretation of'mystic
horrors. The sun's’iilumination 6f long:vioiet Clé&S‘iS ‘
again ambiguousv\for the reader caﬁnbt logically and
definitively décéde the meaning of the word "tlots;" ﬁor can .
he know why Rimbaud chose this particular wa}d, althduéh‘he
may inferva relationship between stains,_clbts‘and b1ood3'
However, visually the regde? can recreate the picture of a

&

suqvwith violet coloration. In the subsequent -lines Rimbaud



116

.preeentsva visual picture_of waves in the distance and
explains thét, to him, they heve a. resemblance to actore in
.ancient dramas. He is,vat this time, explainihg-a perception
which may enable the reader to form a more percise mental
picture of the scene. The only 1nstances when the figurative
communlcatlon is employed occéur when he refers to "horreurs_

v

;:mysthues and when he draws the analogy between waves and

':ﬁactors. The other images are communicated through the

3‘literal mode and could be read as presentations of certain

perceptual experiences. The visualizations are, in essence,
personal adaptations of normative perceptions of a sunset or
" a sunrise and ‘the reader has little difficulty in

’  ;understanding and recreating the picture.

h “In the next stanza, Rimbaud formally introduces dream

f perception; Because the reader is 1nformed of thlS change in
.%$imrceptualaQodalltles, he if warned that the message

' _transfer may not conform to oa?‘aqslytic semantic
efpeétat1ons. The communication may\Eppear to- be totally
1rratlonal since it reflectS‘right hemispheric dominance,
rather than\left. As opposed to the imagery in the previous
stanza, the imagery canoot now be visualized through
reconstrructing previous perceptual experienéEs; nor can it
be interpreted as reflecting slight variations of normative
perceptlons. Perhaps the most strlklng feature of the
1magery in this’ stanza is the stress on colour which

' promotes the ermulation of an extremely forceful visual

picture, or more precisely a flowing series of perceptions,
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none of which could be perceived thus when.the'left
hemisphere.is dominant. The force and brilliance of the
imagery combined with its verbal non-discursiveness suggest
that one Qay—-perhaps the most efficacious way--of
understanding the imagery is simply to visualizee;t, to try
to see what the poet saw, even if we knaw that the
cemmunication has no pragmatic or utilitarian'value,‘other
than to share a passing perceptualuexperience. . ¥
In stanzas XIII and XIV, Rimbaud once again offers the
reader images which, although they de not conform strictly
to relational expeetatiohs, evidence sufficient similarity
to normative perceptjons to be comprehended as reflecting a
list of perceptual experlences. For example, the image "Des
ecroulements d'eaux au mllleu des bonaces,' could suggest to
- a reader a picture of a waterfall pouring into a still‘lake,
while the images "Glaciers, soleils d'argent, flots nacreux,
cieux de braises!" prompf the reader to visualiée glaciers,
a sun as it could be perceived under certain atmospheric
conditions, waves and skies as they could appear at sunsef,
sunrise, etc. The force and brilliance of these image
projections, in addition to the rapidity of their eppearance~
, Suggests that they are actually eidetic in nature, for they
certainly give‘the impression that they are occﬁring at the
interface of perception and thdought which is>where the
processes that;give rise to eidetic imagery are thought to

occur.
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i \
"Le Bateau ivre" }s a fascinating poem in that it

combines normative or left deminant percept1on——y1eld1ng

1maglnatlo¥ and fantasy 1magery—-w1th non- normative or rlght‘

domlnanf percept1ons-—y1eld1ng dream and eidetic imagery--to
offer the reader a unique opportunlty to observe how the
differences in these perceptual modalities affect the

creation and expression of imagery. Thewpoem allows us,

indeed forces us, té recognlze the features of 1magery types

which necessitate the employment of decoding procedures

which involve the analytic, sequential processes controlled

by the left cerebral hemisphere, and those which require the-

activgtion of holistic, simultaneous processes.
Mallarmé: Normative Perception--Altered Communication
One of the driving forces in modern, literature has

been the attempt ‘to discover aod express prev1ously
undlsclosed aspects of reality and to communlcate these
dlscover1es through language. The potential of language
manigulation and experimentation itself as a means

et?rough which knowlédge could be increased.became of
great intefest to many poeaf, but most‘particularly to
‘the Symbolists. Their cryptic, hermet1c, and complex
images have left us texts which, more frequently than
not, pose problems of 1nterpretat10n. Malcolm Bowie's

comment that in modern poetry "certainty is the remotest

and least practical of goals,"**¢‘ seems especially
' -

_?**Malcolm Bowie, Mallarmé and the Art of Being
Difficult (London: Cambridge Univ. Press 7 1978), p. 4.

S,

5
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appropriate to the Symbolist movement. This judgement

N

certainly applies in the case of the poet Stéphane

‘Mallarme, whose imagery is so difficult to understand

that Larousse's six volume Dictionnaire du vingtiéme

siecle asserts that with the exception of a few lines,
the poems of Mallarmé are unintelligible,?** Bowie
obviously agrees with this evaluation stating, 'in his
turn, that "the surface of the poems is so aggressively
fragmented that even the.most accomplished reader runs
the‘risk of finding no more than superior nonsense as

the reward for his endeavours.?**‘ In his turh, Peter

Broome complains of the difficulties involved when

reading Mallarne;:
"One is left uncertain of the grammatical
relationship between the words. One's final
impression in a poem of this kind is that of
moving :in a universe f private signs where
language points in many directions but does not
lead anywhere conclusive."?¢”

These few comments clearly illustrate the confusion
many critics encounter, and the frustration some feel
when confronted with Mlearmé's imagery. The guestion
which arises is what is the source of this confusion? Is
it a result of alterations in perceptual modalities

which give rise to perceptions that the poet cannot

243Charles Mauron, , "Introduction," Stéphane Mallarmé:

Poems, trans. Charles Mauron and Roger Fry (London: Chatto &
Windus of London, 1951), p. 6. \

0
1

f M

»

*¢‘Bowie, Mallarmé, p. 16.

*‘’Peter Broome and Graham Chesters, The Appreciation

576

odern French Poetry (Cambridge: Cambridge Univ, Press,
), p. 34.

+
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adequately express in normative language (e.g. multiple
simultaneous images), or rather is it related to
gommunicative modalities which Mallarmé intentionally
:renders inéreasingly abstract? Attempts to penetrate his
obscure imagery have led to the:development of two major
streams of criticism. The first focuses on his 1life,
often with emphasis on his mental health; while the
second cgrmecentrates on the manifest importance of
languaggi::nipulation in his poetry. We shall examine
both of them briefly in order to ascertain if his
éommunicativetmodali}ies can, to some extent, be
. explained by altered perceptual ones, or if they are
rather eviéence of abstract COgnitivéﬂformulations. g
Let us begin with some major viFw§ concerning
Mallarmé's communicative modalities, since -an
ﬁndersténding of the pqet's attitude towards language
and his use of it will help us to determine whether his
imagery reflects an increase iﬁ right hemisphere
activity or whether it is left hemisphere dominant.
Mallarmé, like many other poets, found language to

be insuffiﬁient to the demands made on it. However, he
was more systematic and-more consistent than most in his
attempts to expand its boundaries: w ﬁ

Mallarmé n'est sans doute pas le seul écrivain

qui ait considere comme insuffisants les moyens

d'expression que lui offrait la langue de son

époque et qui ait cherchéva en créer d'autres,

mais il est probablement, de tous les écrivains

frangais, celui qui a poursuivi cette recherche

avec le plus de persévérance, d'ingéniosité et
de passion du systéme, parce qu'il y voyait la
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tééhé_essentielle du poete, 4
Mallarmé himself explains where he belieVes poetry lies.
He also notes the allusive component~of language which
is so important in hiS;imagery, and whiéh perplexes é\sh
a vast number of literary scholars:

Je dis qu ex1ste entre les vieux procédes et le

' sortllege, que restera la poe51e, Une parite
secrete je l'énonce ici et peyt- etre
personnellement me suis-je comRlu a le marquer,
par des essa;s, dans une mésure\qui a outrepasse
l'aptitude a jouir consentie par\mes
contemporains. Evoquer, dans une §mbre expreés,
l'objet tu, par des mots allusifs, jamais
directs, se reduisant a du silence egal,
comporte tentative -proche de creéer:
vralsemblablement dans la limite de 1' 1dee mis
en jeu par l'enchanteur de lettres jusqu a que,
certes, scintille, ququue illusion égale au
regard. Le vers, trait incantatoire.**’

Mallarmé concentrated on the suggestive power of
words to such an extent that he became almost mystical
in his approach to language:

(I1) a longuement médité sur le pouvoir du mot,
sur ses p0551b111tes metaphorlques et sur le
role qu'il etait appele a jouer dans une poésie
reposant sur l'esthetigue de la suggest1on Les
mots sont l'instrument de la pensee, de la chez
Mallarmé cette divine possession du langage,
cette souveraine domination du monde des images.
11 con51dere la valeur de chaque terme en
lui-méme, sa gonoriteé autant que la
51gn1f1catlon§et sa force allusive.?

The emphasis which Mallarmé put on words as individual

units is seen in an anecdote recounted by Degas who had

?4%Jacques Scherer, Grammaire de Mallarmé (Paris:
Editions A.-G. Nizet, 1977), p. 7.

*4’Stéphan Mallarmé Oeuvres complétes, ed. Henri Mondor
and Jean Aubry (Paris: Gallimard, 1945), p. 400.

?*°Eigeldinger, Le Dynamisme, p. 190.
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complained ﬁp him about the difficulties involved in

writihg poetry:

J'ai perdu toute ma journée sur un sacré sonnet,
sans avancer d'un pas...Et cependant les idées
ne. me manguent pas...J'en suis plein...J'en ai
trop...Et Mallarmé avec sa douce profondeur:
Mais Degas, ce n'est pas avec des idées que 1'on
fait des vers...C'est avec des mots.?*'

Mallarmé studied each word so carefully that he

actually developed a scientific study:

Le déXeldppement de sa science des mots, des
figurds, et des formes 'soutient et nourrit
l'approfondissement de sa conscience des choses,
et meme transforme son jugement sur elles au
oint gu'il ne voit plus ®en celles-ci que les
eléments d'un poéme possible--que les symboles
de son état intérieur.?®? : “

The development of this word science permitted him to *

create remarkable imagenic communications from words

"which were apparently chosen at random. For example,

~time to time, utilize unorthodox measures to stimulate

191,

involved in imagery creation: ‘ A

despite Mallarmé's systematic approaches, he did, from

————

the creative processes. Occasionally the word actually

i
\

Mallarmé commencait certains de ses poémes ... .
en jetant des mots sur le .papier, deca, dela,
comme le peintre jette des touches sur la toile,
et s'occupait seulement ensuite de les relier
pour en faire des phrases et des poémes, suivant
les regles de la composition la plus
rigoureuse, ?%?

——  ——— e ————

***Pierre Beausire, Mallarmé: Poésie et poétique

(Paris: Librairie Honoré Champion, 1974), p. 34.

*s2Schérer, La Grammaire, p. 164.

<
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preceeded both the perceptual and tﬁe cognitive activity
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In these instances where the word preceeds the image,
Schérer believes that creative development is possibleA
only because Mallarme already had a general idea of the
image in his mind, or of the emotional state which he
wished to expréss:

Si . . \Mallarme avait 1'habitude d'en user
ainsi, c‘est qu'il avait dans l'esprit,
preex1stahte, 1 allure generale de .sa phrase ou
de son vers, et qu'il s efforgalt de la fixer,
de la materlallser et de la prec1ser par ces
‘mots- reperes. Il construisait ainsi, par
approximations de plus en plus exigeantes, un
ensemble verltablement syntaxigue,?®**

THe actual difficulty vis g vis the‘lntErpretatioﬁ
.of Mallarmé's imagery lies not in semantic innovations,
but rather, as Scherer points out, in precisely this

syntactic ensemble which requires the reader to perform
: R -

mental acrobatics:

La difficulté de la syntaxe de Mallarmé
contraste avec le caractere au total tres
conservateur du vocabulaire. Ses innovations
dans ce dernier domain sont minimes et
constituent des exceptions.?%?

The substantiye, which is considered to be the most
concrete language component, predominates in Mallarmé's
‘imagery.”‘ Paradoxically the frequency of its

appearance does not reduce abstraction in the imagenic

¥

*s4Schérer, La Grammaire, p. 164.
*ssSchérer, La Grammaire, p. 157.

?3¢See Camille Soula, "Definitions," in Le Point .
féevrier-avril 1944, p. 83; Charles Milner, "Gongora et
Mallarmé" in Esprit nouveati, december,. 1920 p. 290;
Scherer, Grammaire, p. 139; Albert Thlbaudet La Poésie de
Stéphane Mallarme (Paris: Galllmard 1926), p. 316; Plerre
Beau51re, Mallarmé: Poesie et poétique (Parls' L1bra1r1e
Honore Champlon, 1974), p. 171.
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communications. Indeed, in spite of the'preéonderance of
the substantive, critical comménts like the following
are not uncommon: "Mallarmé-manifeste une distinctive
prédilection pour les termes abstraits, pour les mots.
qui s'incarnent le moins possible, qui par leur vague et
leur fluidité généralisent la pensée,"?*®’ |

These two observations apbea?*to be contradictory,
yet both are true. There are nouns drawn ffém perceptual
experiences (visual communication) as opposed.to nouns
which evolve from cognitivebprocessés, and which are
often'employed to eipress abstract concepts (verbal
communication).?*® The nquns‘which we find in Mallarmé's
imagery belong primarily to the second category.‘For
example, in the first stanza of the pdem "L'Azur" we
find the substantives "éternel," "ironie," "génie," and
"Douleurs, " all of which refer, in essence, to something
which cannot be visually réproduced.'The abstraction of
these wordé'is.reihforced by the use of such adjectives
as "sereine," and "stérile," which are associaféd mofé'
with concepts than Qith visual experiences. - |

Pierre Beausire comments on the effect which this
abstraction has on the reader-—specifically.oh the
éctivation,of analytic théught processes:

Ceupuissant traﬁaii d'ébstraction et de

‘définition qu'implique 1'usage ou prescrit
l'ambition d'une langue propre et eprouvée, g

- - — = — - —— o~ —— ———

**'Eigeldinger, Le Dynamisme, p. . 191,

***In other words, there are, as stated at the outset
two types of thought: visual thought and verbal thought.
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cette recherche constante des équivalences,
cette permanente appréciation de nos données,
cette intelligence active des formes, des
rapports et des propriétés que postule le

§ travail poétique lui-méme \ont pour éffet
d'exercer notre volonté, de développer nos sens
et notre mémoire, d'aiguiser notre faculté
analytique et de porter enfin notre sentiment
général de la vie a la limite de sa capaciteé
méme.zss _ .

The decoding of abs#racgibh hecessitéte§ activatiqﬁ
of the reader's analytic faculties, not of his holistic
oneé. Scherer believes that when sufficient effort is
made, Qhen our analytic faculties are sufficiently
sharp, Mallarmé's imagery can be under;Ezod and rendered

more discursive: . \
Dans la mesure ou son emploi de la langue, d'une
part n'est pas conforme a l'usage commun,
d'autre part est caractérisé par une constance _
et une cohérence (relatives) semhlables & celles
qu'on trouve dans les langues, sa parole n'est
pas purement individuelle; elle est structurée,
A et 1l est possible d'en établir la grammaire.
N~ J'utilise ce terme, vaste et vague malgré son
’ emploi traditionnel, de grammaire, parce qu'il
établit, lui aussi, une relation dialectique
ertre une langue et une parole toutes deux
indispensables: cette quasi-langue, créée par
Mallarmé et qu'on appellera, si 1l'on veut, le
mallarméen, peut étre objectivement décrite par
une grammaire, qui toutefois n'aura de réalité
que par référence a la parole du poete en ce
qu'elle a d'unique.?*°® '

The critical data assayed so far--the complex
linking structure of the semantic units and the
frequency of abstraction--indicate that Mallarmé's
imagery is under the dominance of left hemisphere

**’Beausire, Mallarmé, pp. 38-39,

**°Scherer, La Grammaire, p. 8.
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towards .the more psychological approaches to Mallarme in
order to see the ram1f1catlons of psychological
treatment of the poet s 'imagery.
I am far from being an advocate of *the branch of
‘
literary analy51s which employs Freudian psychology, and
such studles are not useful in themselves, for more
neurologically oriented imagery examinations based on
differential»hemispheric perceptions, but they do
’provide extensive biooraphipal backg:ound which can be
employed to facilitate such‘examinations. In fact, ln
the case of Stéphane Mallarmé, psfchological approaches
have not only brought ﬁo light pertinent information
rega;ding the poet's mental state, they'have also
offered a plausible, well—spbstantiated explicatfon of
. : [} .
the'poet's>images. |
Thropgh’relianﬁe'on a combination of the
biographical and psychological‘daea available, scholars
have decoded most of“ﬁallarmé's writings. Studles |
utilizing the psychologlcal approach have revealed
discernable patterns in Mallarmé's imagery. These
interpretative examinatiohs indicate that many of the
symbols in the imagery refer firstly to his sister who
died when the poet. was tifteen, and secondly to his
mother who died when he was six. That Mallarme\suffered )
three attacks of true depression in the medical not °‘the
metaphy51cal sense, is a well documented fact.?¢' 1t is

__-_—__-.__—__———_..

*¢'Charles Mauron, Introduction to the Psychoanalysis
of Mallarme (Berkeley University of Cal1forn1a Press,
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also an established fact that Mallarmé had a schizoid
temperament. Indeedv when the poet 'was at Besangon,
Avignon he almost, went insane.?¢? |

Although I égpsupport the critical contention thatf
the death of his mother and his_sister'exercised a
tremendous influence on Mallarmé's imagery,‘I do not
subscribe to the theory that his images only reveal
preocczpations hidden in a latent form somewhere in the
Freudian unconsdﬁous. Studies which, after establishing
the fact that Mallarmé had schizoid patterns evident in-
his personality, attempt»to equate his unique creative
processes with'a rather simplistic version of
sublimation and argue.tnat "la double blessure
oeaipienne fournissentl. . . une explication 51mple pourl
les réseaux de symboles"?¢® in his work are guilty of
textual oversimplification; 1f not textual manipulation.

Knowledge of Mallarme s background encourages |
critics to draw parallels not only between his unique
lingUistic_expre551on and his "schizoid personality" but
also-between his 1magery and altered perceptual .
Y A
modalities. Unfortunately, these parallels often do more
/ to obfuscate the imagery issue than to clarify it. For

example, Eigeldinger posits a relationship between

vvkrreption and that offered by the dream

F1963), pp. 59-60:
61.
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experience when he states that the poet "évapore la
réalité de la perception dans une sorte de reye
‘ertificiellement congu,"?**¢¢ Hgk}ater suggests a
‘similarity between Mallarme's pereeptuel modaiity and a
hallucinatory one when he writes that "il semble qu'il
n'écrivait gu'en proie a une sorte d'hallucination
verbale, caracterlsee par une extréme lucidite et par
une intelligence profonde des correspondances les plus
'101nta1nes et les plus 1nattendues."“ﬁ It is almost as
dlfflCUlt to understand what is. meant by “the
descrlptlons art1f1c1ally concelved dream, and

extremely luc1d verbal haIIUC1nat10n as it is\toa\
expllcate Mallarmé's poetry.

TIn‘diSCUSSions of poetic imagery, and of altered
perceptual modalities,- it is of paramount importance to
differentiate between cognitive and»perceptuartaffective
experiences. 1 should‘i}ke to prcpose that Mallarmé;s
very con5c1ous, left hemisphere dominant knowledge of
such monumentous 1ssues as the dlChOtOmleS between
llfe/death presence/absence meanlng/non meanlng, etc.,
.combined w1th a de51re to explore the essence of these
~abstractions, led him to develop a special laﬁguage
which could be used to express, and perhaps even

engender'a,mystical, abstract state roughly

corresponding to metaphysical concerns. Indeed, Mauron

e - —— o — " - —— —— ——

*¢*Eigeldinger, Le Dynamisme, p. 178. 'j °7
*¢*Eigeldinger, Le Dzhamisme, p. 188.
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notes4£ﬁat "If he [Mallarmé] seems to be writing.in a
foreign tongue, it is because he was really ahd'truly a
'fo;eiéner. He lived and above all else thought in a
foreign modé.""f(Mauron also éxgues——and‘l sﬁppbrt-this
conténfion—~that the poet's obscurity "defives from the.
strahgeness of a mode of thought turned back upon o
itself."#*” Thus, in order to apprec1ate Mallarme, the
reader must "gét used to a way of thlnklng_whlch ;s very
unlikely to be his own."2¢¢

The most logical waj of attemptlng to ga1n access
to this other way of thlnklng is, of(;ourse, to examine
a sample of Mallarmé's poetry. I have selécted for this
examination one of Mallarmeé's best knowp'and most
popular works the sonnet entltled "Le v1erge,,le v1vace
et le bel aujourd'hui." Part of the reason for ‘this
text'!s favourable reception is, as Mauron~point§ out,
that "it is evidehtly symbdlical‘in general intention,
and ény cultivated.pérson can, at any~rate);see,thé
general drift of it,""’ which is more than one éan say
abépt many other of Maliagpé's later poemé. "Le viefge,A
le vivace, et le bel aujourd'huif is an interesting text
to,study fof'ahofher reason. It_is not readily tractable
to FréUdian exéminations. Consequéntly;gcritics areJ
©it‘Mauron, Poémes, p. 9.

* ¢ "Maurop, Poémes,-pp.\13414,

2;'Maurcn, Poemes, p. 14.

"f’MapronL Poemes, p. 230.
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forced to search beyond the convenient explications

offered by theories gn repressed Oedipal complexes, and

sister or mother obsessions. This poem requires that the

reader address the deeper and more complex issues which
. concerded the poet, issues which may have had thei;
‘inception in the death of family members, but ;hiéﬁﬁied
'him to fa? vaster considerations,

Le ‘vierge, le vivace et le bel aujourd'hui
Va-t-il nous déchirer avec un coup d'aile ivre
Ce lac dur oublie que hante sous le. givre

Le transparent glacier des vols qui n'ont pas
fuil

Un cygne d'autrefois souvient que c'est 1lui
Magnifique mais qudi sans espoir se déliyre
Pour n'avoir pas chanté la région ol vifre
Quand du stérile hiver a resplendi 1'ennui.

‘Tout son col secouera cette blanche agonie
Par l'espace infligée a l'oiseau qui le nie,
Mais non l'horreur du sol ou le plumage est
pris.

Fantome qu'a ce lieu son pur éclat assigne,
Il s'immobilise au songe froid de mépris
Que vét parmi l'exil inutile le Cygne,?7° -

The first problem which rises ominously to greet
the reader is the difficulty imposed by the complex and.

concentrated syntactical structuresVﬁith which Mallarme
3 . »
intentionally or.unintentionally obfuscates the message,

and which themselves upset the reader's linguistic

%é frameworks,?’'

. ?’°Stéphane Mallarmé, Oeuvres completes (Paris;
Librairie Gallimard, 1945), pp. 67-8. ‘
\ .
” “’'The The best example of syntactic compression is
found “in Stanza 11 where it is carried to such an extent
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However, quite aside from syntactic difficulties
which undoubtably contribute to the ambigui?y in the
communication, the reader faceslgn even more severe
problem. Upon his initial encounter with the sonnet, the
reader immediatel§ fecognizes the presence of the “

~figurative language modality which signals the
activation of inferential reading‘processes.
Unfortunately, the words are no longer related to one
,another in accordance wiéh either our verbal or visual
‘relational ~expectations. Consequently traditional
utilization of inferential processes mo longer enables
the reader to deoode satisfactorily and thus to
understand the message. Our task 1s to try to comprehend
why this breakdown in 1nterpret1ve metholodogy occo;é
| When first approaching the sonnet, the perp%exed
re%der272 will notice the more salient technical
features of composition as, for exampie,‘the

"

preponderance of "i" sounds, particularily at the end of

lines, and the emphasis on the colour white with the
words "vierge," "givre," "glacier," "stérile," "hiver,"
and "froid." Next, he may observe'the frequent
appearance of abstract, non-visual woras‘which refer,to.
concepts rathe; than perceptions, as for examble,
"oublié," "autrefois," "sans espoir," "espace," and

- ———— - ———— - ——— -

*7'(cont'd) that the grammar is actually incorrect.
Mauron p01nt this out in Poémes, p. 233

*’?When I refer to reader in this discussion, I exclude
Mallarmé scholars who are already familiar with the
1ntr1cac1es of his poetic practice.

a

-
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"ennui."

Aftet having proceeded this fer, he may return once
again’'to the text with a general, unverbalized, ahd
intuitive grasp of the over-all tone of the‘imagery, but
it is unlikely he will be much closer to decoding the
imagery either verbally or v1sually Although the sgnnet
:may engender an emotlonal response-—dependlng,-
coucrse, on the reader’ s sen51b111t1es--the prlmary
reaction to the text is an intellectual.one ae the v
reader triee to redefine and then to forge links between
words which have'been'made to assume a symbolic
communicative function while still operating in the
figurative mode...

The imagery. in the openlng line offere the reader.
three concepts——those of v1rg1n(1ty) vivaciousness, and-
beauty which indicate an aura of optimism. At theusame
time, the cognitive idea of purity and the visual
pefceptien;of whiteness ere implied, elements which echo
conStantly threughout the-poem; With the second line a
sdggestion of a bird image is found in the words "aile
ivre." There is a double 1mp11cat10n in the line. "Coup"
implies movement, and movement is- generally considered
~to have a positive valpe, but et the same time the
adjective "ivre" suggests that the movement is not
necessarily purposeful or Under control. In the third
line whiteness and e\type ofitrahsparency is suggested

by "givre," and there .is an intimation of distancing
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with the concepts of hardness, of béingvtorgotten, and
of the invisibility of haunting. Also with haunting
comes the idea of heing untoué%%hle, of being in
1solatlon, an idea which finds echoes later in the poem,
In the last line of the first stanza UntOUChablllty and
1ncorporal1ty are suggested by the reference to o5
transparency. The syntactic link of "glaoier" with \\\5\
"transparent" also implies an unspecified relationship
between ttahsparency and the frost mentioned in the
prévious;lihe via the semantic bonds between "glacier"
and‘fgivre." The mention' of "vols qui n'ont pas fui" |
‘contrasts with the earlier "déchirer" as strong movement
.becomes'non~movement. At the same time, the possible
connotation of emptiness in the unflown flightS'echoes
the idea of'"absenoe" inherent in "oublie." |

e The bird image hinted at ealler is plcked up and
J}ekpandedtln the_refetentegto "un cygne." The swan is the
central symbol,in the sonhet and has varlously been
1dent1f1ed as Life, Death, Youth Movement Thought and
the. Poet. Although because of the very abstract language '
employed, it is impossible to determ1ne prec1sely the
"corrept"‘interpretation,‘if one can‘jndeed be said to
exist,‘I should like to offer the suggestiou*that the
_swan as poet may be the most oonv1nc1ng. Consxderlng
Mallarme S ab1d1ng 1nterest 1n language and h1s bellef‘
in the necessary 1solat10n of the artist in order to. |

‘preserve the purlty of h1s poet1c expression, thlS
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interpretation would offer one of theimore consistent
and therefore more viable explications. The allusion to
remembering "se souvient" contrasts with the "oublié"
encountpred earlier. The word "autrefois" -adds yet
another element of indeterminacy, offering a hazy idea .
of a time past. The swan is magnificent, but without -
hope, an apparent contradicfion, yet, 1if understood'in
terms of the position of the p&et and his'poetry in the
world, cbuld be‘interpreted as Mallarmé's feelings
.towards his art.

The swan (poet) frees himself "pour n'avoir pas
chanté ou vivre/Quana du stérile hiver a resplendi
1'ennui." Perhaps, he is implying that he is liberating
himself because his "song"Ais not progfaﬁmatic or
didactic. It is, rather, 1;513 pour l'art. The sterile
winte}, while picking up the ever—presedt referenceéyﬁo '
white, could also beyinterpreted as a symbol for
"writer's block." Even when only boredom ;hone from the
poef'; mind, he refused. to proffer platitudes or to
reduce his art. He did not sing "la région ol vivre,"

The next stanzé opens with the promise of movement
as "Tout son col secouera cette blanche agonie,"
Etymologically "agonie" implieslnﬁtbonly agony, but aiso-
death from thch the reader may infer that the poet is
cdnfroﬁting artistic extincfion. Interesfing‘also is the
‘modification of "agonie” by "blanche"” which, while

continuing the emphasis on whiteness, implies a purity
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in this death., The reference to "blanché" suggests, in
'addition, éqbond between the white_agony and the sterile
winter as if the agony was, in some way, a result of the
sterility, or his inability totéouple fruitfully with
his readers. In the se¢§nd line, the reader learns that
the "blanche agonie" has been inflicted on the bird bx\\<
the space which he denies. On one hand, the space
appears tO’bé tied to the,sferile winter, while on the
other it could refer to the non-poetic world in which
Mallarmé actually lives and whichiﬁe'ié attempting to
deny through the act of poetic creation. Although he may
try to "[secouef] cette blahchelagonie," he cannbt shake
the horror "du sol ol le plumage est pris.™ In essence,
he cannot escape from the Qorld.

The first line of theflast stanza again offers
echoes of past images with "Fantdme" which'suggests both
haunting and déa%h.*lndeed; the reference to the phantom
appears to be foresha?owing the swan's approaching. |
death. The phantom has been assigned to tﬂis place
becauée of his "pur écla%.",Althdugh the reader does not
knOW'éxactly wvhere or what this place is, he could infer
that the place is isola%ed, perhaps worthy of the poet's
purity. Movement ceases in the next line with the words
"Il s'immobilise éu songe froid de mepris," and with
this cessatiog of movement comes the idea of death. The
hint of death iﬁ the imagery is strengthened by "froid."

Yet, at the same time, the mention of dream implies an
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aspect ofvunreality in the death. The phantom is
immqbilized>in the cold dream of disdain which clothes
the useless”exile of the Swan. Poetic creation is, 1n
itself; a cbntradiction; In order to create the poet
must be ‘isolated, yet the isolation which is imperative
alse carries the threat of sterility and of eventual

- death.

| This examination of Mallarmé's sonnet enables hs to
offer a.certain hypothesis regardihg the extent to which
its creation wes governed by the two cerebral
hemispheres. AshWe know ffom earlier chapters, while

A3A

rhythm is native to bo%h hemlspheres,‘rhyme is under the
sole jurlsdlcthn of the left. Furthermofe, the complex
syntactic'strhctures foﬁnd in the imagery can only be
regulated by the left hemlsphere,v51nce the rlght has
v1rtually no seguential linking ablllty The frequent
appearance of words such as "dur," "oubIié," "vols,"
"souvient," "espoir," etc,,'Whichﬂhhe right hemiéphere
cannot process or comprehend provides additiénal'subport
for the 1eft.d0minant theory. If we'rehurn for a moment |
to-the table of cerebral dichotomies and comgére it with
Mallarmeé's imagerf, the.evidence for‘left hemisphere
dominance becdmesvst:onger. We'have seen thfohghout the
reaaing that, while the poet utilizes éuggestion and
implication--elements oftenfassociated with

intuition--the textual message in his imagery can only

be deeoded through intellectual; not intuitive methods.
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The‘ve;y fact that the more successful'Mallarmé scholars
téke rec§urSe to a chroﬁological criﬁical approach in
orde; to facilitéte their understanding indicates the
development of a logical sequential system. The constant
echoing throughout the imagery shows that far from being
divergent, Mallarmé's images are convergent, aldays |
concerned with the same basic ideas or concepfs. In
addition, Mallarﬁé draws heavily on pfeviously |
.accumulated, organized information. For example, in
‘order to appreciate the sonnet fully, the reader must
bnot only be familiar with.the commonly‘known att;ibutes
assgciated‘with the visual imége of a swan, he should
also be conversant with the poSsible relationship |
‘between the swan in thé poeh, and the 'swaﬁ.song"
concept. One of the best kn&yn facts of cerebral
dominénce is the left brain =-analytic and right brain =
holistic processihg mode. Té attempt to comprehend
Mallarmé's imagery, the reader is forced to approach it
analytically drawing‘not only on all his pasf,éemantiﬁ
relational éxperience, but also updn his knowledge of
grammar, espécially syntax, All—a;rbnce or holisﬁic
' proceSsing of his images would, I fifmly believe, be an
- exercise in futility, simply by‘virtUe of the fact that
he communicates through highly individualistic symbols
which have' to be decoded'befbre they can be either
understood or visualized. Thié decoding process

precludes holistic comprehension. - :
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Finally, Mallarmé uses words to transfer
conceptions agnd/or ideations, he is nét’concérned with
the transmiséion of altered pefgeptual modes. Indeed,
when Mallarmé's poetry is studied and interpreted
thoroughly by such critics as Mauron, the reader sees
the very logical, left dominant“or normative perceptions
of the poet emerge from within the linguistic maze whefe

Mallarmé had cleverl?*@ﬂd beautifully con
| { e

/

cealed them,



| &
VI. Futurism aﬁd Dadé: Movements of Protest v
Futurism, the movement which reméins best known for_its
glorification of war, and for?its subsequén£ association
‘with MQséolini's political Fascism, developed as a radical
reactioﬁ against SymbolismFs abstraction of language and
~esoteric imagery.“J When studied retrospectively in the
calm of the classroom.or a library,'and away from the

atheatrics which glamorized futurist literature the movement

. ' . . . L .
produced very few meritorious literary workyg, but Futurism's

advocates did provide many memorable evening$. More

¥mportantly, it anticipated forthcoming artistic rebellions.
Before either Dada or.Surrealism decided to attack
convention--both in life and literature--Futurism had
assumed this pugilistic stance:

[The] doctrine of the Futurists formed part of a
diffused state of mind and of a general and .
widespread tendency to attack the fineé arts and the
beauty which for two thousand years had inspired,
consoled, and dignified humanity. In this work of
destruction the Futurists had their predecessors,
but they also exercised a notable and "beneficent"
influence on those who came after them. They may
have learned much from Lautréamont, Rimbaud, and
Apollinaire . . . but they surely taught the
Dadaists and the Surrealists.?’+¢ S

Critical opinion genefally agrees with Clough that both
y Lo
Dada and Surrealism are indebted to ERuturism. Ror example,

“

uthe_former adapted the Futhrist-Evening (serata futurista)

- -J7%Jirina Taborska, "Futurismus,” in Slovnik
literarnich smeru a skupin. ed. Stepan Vlasin (Prague:
Orbis, 1977), p. 78. - E

*"*Rosa Trillo Clough, Futurism: The Story of a Modern
 Art Movement A New Appraisal (New York: Greenwood Press,
1969), p. 56. | — - |

139
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which was a "combination of theatre, concert, pplitical
/

assembl discussion and riot,"?’* while the sdrrealists
Y. \ ‘

benefited from the singular attention Futuaism paid to
language experimentation. The ideas expressed by the
) A

/ . : . ‘ .
Futurists regarding the renovation of languags, combined

with Marinetti's emphasis on the concepts of parole in
: . F_____ in

liberta (yords in freedom) and immaginazione senza fili

B
S

(imagination without sErings), offers an explanation as to
why critics have suggested ghat Surrealigm both owes a great
deai to and has much in_common\with Futurism.”‘ Certainly,
both Dada and Sﬁrrealism are futurists' godchildren in the
spirit of fegplt and discontent which c:eated and directed

Marinetti's movement, although Breton took strong exception

“

to what he considered to be a puerile théory concerning the
independent existence of words:

I1 faut étre le dernier des primaires pour accorder
quelqgue attention a la théorie futuriste des "mots
en liberté,"” fondée sur la croyance ‘enfantine a
l'existence réelle et indépendante des mots-., . . On
sait qu'a cette théorie comme a beaucoup d'autres
non moins précaires, nous avons oppose l'écriture
automatique.?’’ V i o

Marinetti's "Manifesto tecnico della letteratura
futurista,™ which served as an introduction to the first

anthology of futdrist»poetry, is the_besftknown of this
*7®Caroline Tisdall ang AngeIolBozzOIIé,'Futuriém
(London: Thames ahd Hudson, '1977), p. 12.

?7¢G. Lista, "Marinetti et le surréalisme," in
Surrealisme/Surrealismo (France: Nizet Paris, 1974),
Pp.121-49 and Gerald Mead, The Surrealist Image: A Stylistic
Survey (Berne: Peter Lang, 1978), pp.14-7.

)
(

~277Andreé Breton}_"Légitime‘Defense,“ Point du jour
(1926; rpt. Paris: Gallimard, 1970), p. 43.
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movement's treggises, and it offers a general outline of the

futurist phil

1. Il fau< detruire la syntaxe en disposant les
substantifs au hasard de leur naissance.

2. I1 faut employer le verbe a 1'infini, pour qu'il
S. adapte elasthue au substantif et ne le soumette pas au
moi de d'ecrivain gui observe ou imagine. Le verbe a
1'infini peut seul donner le sens du continu de la vie et
1'élasticité qui 1la pergoit. '

“ oo 3. 11 faut
gdrde sa couley
principe de nug
dynamique, puif

_;bol1r 1' ad3ect1f pour que le. substantlf nu
e nticlle, L' adjectif portant en lui un
g incompatible avec notre vision
Mppose un arrét, une méditation.

"1'adverbe, vieille agrafe qui tient
pmble. L'adverbe conserve a la phrase
F-de ton. o

4. Tam
attaches |
wun fastid}

hstantif doit avoir son double,

5. _
c'est-a- fubstantif doit étre suivi, sans locution
conjonctive jubstantif auquel el est 1lié par analogie.

‘Exemple: hon

ong Prpilleur, femme-rade, foule-ressac,
place-entonng -

- porte-robinet,

} ponctuation. Les adjectlfs, les adverbes et
pnjonctives étant supprlmes, la ponctuation
lement, dans la continuité variée d'un style
vivant qui se fee  lui-méme, sans les arréts absurdes des
virgules et de47101nts Pour accentuer certains mouvements
et 1nd1quer leurs directions, on emp101era les signes
mathemathues X~ - =>, et les 51gnes musicaux.

6. Plus ¢
.les locutions 1
's'annule naturl

_ns se sont abandonnés jusqu'ici &’

g 11s ont comparé par exemple un animal
a l'homme ou a Yl\tre animal, ce qui est encore presque de
la photographie®ils ont compare par exemple un’ fox-terrier
a un tout petit pur-sang. D' autres, plus avancés, pourraient
comparer ce meme fox- terrler trepldant a une petlte machine
Morse. Je le compare, moi, & une eau bouillonnante. Il y a
la une gradation d'analogies de -plus en plus vastes, des
rapports de plus en plus profonds bien que tres eloignes.

- &

7. Les écriwv
l'analogie immed;
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8. I1 n'y a pas des catégories d!images, nobles ou
basses, excentriques ou naturelles., L'intuition qui les
percoit n'a pas de préférences ni de parti-pris. Le style
analogique est donc le maitre absolu de toute la matiere et
de sa vie intense.

v
¥

9. Pour donner les mouvements successifs d'un objet il
faut donner la chaine des analogies gu'il évogque,. chacune
condensée, ramassée en un mot essentiel . . . Pour
envelppper et saisir tout ce qu'il y a de plus fuyant et
insaississable dans la matiére, il faut former des filets
serrés d'image ou analogies qu'on lancera dans la mer.

mystérieuse des phénoménes. '

10. Tout ordre étant fatalement un produit de ‘
l'intelligence cauteleuse, il faut orchestrer les images en
les disposant suivant un maximum de désordre.

11, Détruire le "Je" dans la littérature, c'est-a-dire
toute la psychologie. L'homme complétement avarié par la
bibliotheque et le musée, soumis a une logique et & une .
sagesse effroyables n'a absolument plus d'intérét. Donc,
l'abolir en litterature. Le remplacer enfin par la matiere,
dorit il faut atteindre l'essence a coups d'intuition, ce que
les physiciens et les chimistes ne pourront jamais faire.?’®

Interestingly, the 'impact of the Futurists on twentieth
century art and literature came not from their creative

endeavérs, bUt rather from the theories they expounded,

-Indeed, as Lista notes, their famous imaginazione senza fili

was never realized in the poetic texts and remained confined
to polemical treatises:

En effet 1'Imagination sans fils 'ne sera jamais
réalisée et restera une hypotheése secondaire dans
les manifestes marinettiens. Ce qui esD fort
comprehensible. Si le programme d'une écriture
irrationaliste ne se realise pas dans la directions

# de l'imagination alogigue sous la dictée de

“ 1l'inconscient, c'est parce que Marinetti, comme les
peintres de son mouvement, en reste & la poétique du
primitivisme futuriste, & savoir l'expérience de la
réalité inédite des temps modernes . ., .Si 1'on

?7'F.T. Marinetti, quoted by Giovanni Lista, Futurisme
(1912; rpt. Lausanne: L'Age dfhomme,/1973); pp. 133-35,
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relit le premier manifeste du 11 mai 1912, on
constate alors gue l'idée d'une -"imagination sans
fils" .est totalement refoulge par une adéquation du
motlibrisme a la nouvelle sensibilité humaine
dominée par la simultanéité et la vitesse. Pour
Marinetti, il 's'agit de rendre par la perception

" analogigue la syntheése de notre vision dynamique du
monde. La destruction du je en littérature, au lieu
d'ouvrir au langage les portes de l'inconscient,
méne a un nouveau sujet, la matiére.?’®

' . v
Perhaps the majo{ reason why the futurists were unable

to achieve imaginazione senza fili in their creative

endeavéurs is that they centered their languagg_cqncerns on
syntactical aspects; Through;a breakdown of syntax they
hoped to realize“an evéntuél rgviQal of language af the
semantic level. They beliéved that absgraétion in language
was the result of syntactical Structufes, rather than of the
semantic QistanCing (or increasing abstraction in

o " ' 4 ‘
language)which had made language more conceptually than

. perceptually oriented. Due to their belief that syntax was

the source of problems with'poetic expression, they

intentionally suppressed it.'quever, this suppression -,
necessitated the activétion of the left hemisphére'yhich is
soiely responsible fp;\syntaﬁ control in language, Increased
activity in. the alreadyldominantrhemisphefe naturally
hegaées alllpossibilify of reaching the uSually subordinate

right hemisphere~whefe the processes which are referred to

as "unconscious" are now thought to occur. Therefore,

logically the "imagination without strings" of Marinetti's
Manifesto could only be a left brain dominant phenomenom

*’’Giovanni Lista, Marinetti (Paris: Seghers, 197¢),
pp. 111-12, : ‘ '
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based on a combination of memory, 1mag1nat10n, fantasy, or
tonal 1magery In order to make the left hemisphere %
dominance of the futurzsts work more apparent,

representatlve samples of imagery from from Marinetti'

"Bombardment," which used Qarelevig liberta shall be

discusssed.

ogni 5 se¢ondi cannoni da assedio - sventrare
spazio con  un accordo tam-tuuumb
ammutinamento  di 500 echi per azzannarlo

sminuzzarlo spargagliarlo all'infinito
nel centro di guei tam-tuuuumb ,
spiaccicati - (ampiezza 50 chilometri  quadrati)

balzare scoppi tagli  pugni batterie tiro

rapido  Violenza _ ferocia regolarita questo

basso  grave scandere gli strani folli agita

tissimi acuti della baattaglia Furia affano
orecchie * . occhi ‘ .

narici aperti attenti

forza che gioia vedere udire fiutare tutto

tutto taratatatata delle mitragliatrici strillare

a perdifiato sotto  morsi schiaffffi traak

traak  frustate ~ pic-pac-pum-tumb bizz

zzarrrie salti . altezza 200 m. della fucileria

Git giu in fondo all'orchestra stagni

, diguazzare buio  buffali

pungoli carri pluff plaff impen

narsi di cavalli flic flac zing zing sciaaack’

battaglioni bulgari in marcia crooooc-craaac

tutto=taratatata delle mitragliactrici strillare

verde ‘'mandre don-dan-don-din-béé¢  tam-tumb

tumbtumb-tumb-tumb-tumb-2*"

This is the first text to be d@alt with in this thesis
where the actual visual appearance is, initially, the most
striking feature. *'* The reader immediately notes the

*'*Although too long to be presented in its entlrety,
typ1cal passages are reproduced.

o, Mar1nett1 Teorla e invenzione futurista (1914;
rpt. Italy: Arnoldo Mondadorl Editore, 1968), pp. 693-96.

**?Although there are other texts with more pronounced
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spatial location of the words, the irregular use of

: capitalizaﬁion\and the absence of‘phnctuation. While this
unusual gresentation is d{sconcerting; the variation in
spacing and capitalization teéhniqhes is, in itself, a form
of punctuation. Emphasis is placed on each word accordiné‘to
the space around it and according to whether or §0€ it is
capitalized. Rather than destroyiﬁg the;coﬁcept of order in
 language, Marinetti replaces one cénvention 1n communication

with another of his own choosing.

The poem consiSts, for the greater part, of a listing
) Ty

o \ -
\ ¢

of a series Qf impressions of a bombihg; The imagés creatédb
are based sdlely on extérnal.stimuli, and pathef than
showing the development of a theme, a brogression\which
increases uhdérstanding, Marinetti ﬁresents varioﬁé ihages
frozen in time as a complete, but stétic picture of the
bombing. The poem clearly depends upon auditory Or accoustic
properties for much of its effect, and wheﬁ reading the
text, the fact that sound is uséd to emphasize sense becgmés
~readily apparent. For example, the sounds of the words
reinforce the message transferred by the seman;ic properties
éf the words. The predominantly garsh sounds reflect the
_harshnesskof the action; the crackinglof the cannons is
echoed in the cracking of the words. The reinforcement of
sense by sound is also obvious in the more extreme examples
of sound plays. The different sounds of wartime bomﬂings are

presented and contrasted with the sounds of daily life, from
%

**?(cont'd) irregularities, their unique typesetting
makes it impossible to effect proper reproduction.

- - - —— - - — - - -

L]

—
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the biting of the machine gun, to the ploddlng of the
-'cattlexvto the marchlng of the battalions. The auditory
considerations in the last lines differ from the others
cited in that they are not existant as drscursive‘sémantic
units. They do not add to the communicative value of the
poem, but;merely function as"arbitrary "synonyms" for thé*
words., Pdr example, the sound "taratatata"” acquires the
semantlc paradlgm of the dlscur51ve word mltragllactr1c1.
The sounds do not 1nd1cate any reductlon in left braln,
analytical act1v1ty. Instead, they become words-1n their own
right, with meanings that are just as stfictly regulated as
those of the oriéinal«signs. They are'not,‘thereEOre,<free
~words, but new words. ‘l |

Mereover, by accentuating the auditor§ effects to such
an‘exteht, rather than possessing gréater 1ibertxx these
words are, if énything, more limiting than traditional or
highly discursive words which may transfer ideas of toucﬁ,
smell, or éigﬁt.AThevwords and the images are being émployed
for the sole purpose of déscribing the war m?chine.'They are
bound by both sound'énd context to the bombardment, the
glorification df'the bombardment by the poet. By being so
mlmetlcally bound to external reallty, they really become

nothing more than onomatopaelc noises or 1dlosyncrat1c

neologisms.
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Déda
The history and philosophy of the Dada movement have

‘been well documented in .such monumental worksuas Dada a

Paris, The Dada Painters and Poets, and Dada: art et

anti—art;/ln addition, the Dadaists themselves composed many

manifestds;stating their goals and methods, including
Tristan Tzara's famous manifesto of 1918,2¢3 Nevertheless,
the specific defining qualities of dadaist imagery continue

to float in a nebulous critical haze and literary

¢

discussions center more upon:theory than upon the texts
themselyes;: |

A.éuestion raised is-why, deépite the pléthora of -
thepretical wofks wfitten on Dadavfifstly by'the Dadaists,
and secondly by literary critics, thére‘is still such a

muddle surrounding both the value and the‘interpretation of

dadaist "lité}gfuqé;ﬂﬁThe root\of the probfgm méy Qell lie
in the fact éhat much‘of Dada was never intended to be
literature per se, but }ather was extended as a‘
Vphil;sophical statement. Willy ngkhauf stated the problem
vefy succinctly when he wrote:

As a movement dada existed for:but a few years and

was a contribution to the undecided problems of our

century, many of which the dadaists recognized at

their sources, albeit intuitively rather than . >

through reasoning. The difficulty of presenting

dadaism as a movement may be gauged from the fact

that as soon as one studies it more closely it

becomes apparent that it has never actually existed

**’Manuel Grossman, Dada: Paradox, Mystification, and

Ambiguity. (New York: Pegasus Press, 1971), p. 109. In his
book Grossman also recalls the debate over vhether or not
Tzara actually was the originator of zﬁf'word Dada and the

author of the 1918 manifesto,
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as a movement, neither as an organization nor as a
tendency in art. Nor did it have any clearly
circumscribed principles...the only thing they
really had in common was their battle cry "dada."?:®+
- Ancther argument which calls into question the validity of
considering Dada as a literary movement--a term implying
some”degree of cohesiveness--is found in Mary-Ann Caws'
éiscdésion:

Dada speaks violently against the real '‘and against)

others; the Dada gesture starts from the absolute

denial of any common basis in human mentality or

perception, of any community of believers. The Dada

work is the interior transposition of a highly

individual personality, whose' language cannot

operate under logical exterior norms.?*®

An additional contributing factor to the general state
of confusion 5urrounding Dada is the tendency of some
critics to lump dada and surreal wfiting together as part of
the same movement. There are’similarities between the two
mpvéments, for both Dada and Surrealism lay heavy stress on
the_pafallel notion of spontaneity (automatism, chance
revelations of language and experience, refusal of the
logical straitjacket, etc.) and.moral commitment (revolt
against bourgeois attitudes and literary modes). Both center
their hope for the remaking of the world in the analogical
- process-—the bringing together of elements from distant

spheres, as in Pierre Reverdy's celebratedeﬁéfinition of the

startling image, and -the connection of the disparate by the

***Wiily Verkauf, Dada: Monograph of a Movement (New
York: St. Martin's Press, 1975), p. 7.-

"‘Mary-Ann Caws, "Dada's Inner Language as an Outer
Manifestation™ in Cahiers Dada 4 (France: Lettres ‘modernes,
1971). ‘ '
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conduit of poetic vision--and in the magic power of
lafguage. ' However, while Dada, like Surrealism, was

"convinced of the inadequacy of language, the dadaists made
N <

)

their own kind of poetry out of a shout or a curse,"**"which
was not the case in Surréaliém.?!'

Dada, as a literary eXperience, is best known for its
propensity towards spectacle, contradictibn, and confusion,
That it was more than a conglomerate of strictly literary
techniques, that it was, indeed, a way of feeling, is
evidenced by the peculiar actions and reactions of its
exponents who clearly went out of their way to create the
appearance of anarchy'as,‘for.example; durihg'ridtous
performances at the Cabéret'Vpltaire."’ The overwhelmingly
contrédicto:y nature of Dada is exemplified in Tzara's

statement that, "The true Dadas are'agéinst Dada."?’°

- ——— e . — ———

**‘Caws, "Dada's Inner Language," p. 6.
**"Peterson, Tzara, p. XV.

***When dada and surrealist imagery are studied.
together before being examined separately, as in Mary Ann
Caws' book The Poetry of Dada and Surrealism, there is a
decided inclination to ignore the points of contrast and to
observe only the readily apparent similarities of
juxtaposition of unrelated words, seeming irrationality, and
emphasis on auditory values or word plays. While this
approach is the least problematic way of analyzing the
imagery, it fails to differentiate between the types of
experiences and perceptions offered by the two movements.
Such critical approaches only further obfuscate already
hermetic imagery.

Y **’Hans Richter, Art and Anti-art. (London: Thames and
Hudson, 1965), pp. 12-32. '
*’°Grossman, Dada, p. xvi.
| v
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Undertaking a study of dadaist writings which is based
on the assumption that the texts produced By the dadaist
group have, in the vast majoriﬁj of cases, something in
common, may be proceeding from an‘érroneous supposition. As
a political, sociological, and philosophical statement; Dada
was COhésive; as a literary activity, it was no£, except, |
.perhaps, to the‘extent that the devastation of language in
its writings reflected the devastation of the world that
spawned it. - _ . . 4 .  /

Bearing in ming the predomihantly~negative attitudes of
the dadaists, aﬁd their hostile approaches to all’
traditional litgrature, a.major point which must be dealt
with is whether, aside from the obvious theoretical and
philosophical contributions, the l;terature produced by the
dadaists is even wotthy being of examined, or is it mefely
to be ﬁreated as a gigantic hoax perpetrated by a group of
malcontents? The answer to this question appears, at first,
to be as contradictory as Dada itself, for the reSpOnse mpst
be bofh no and yes; Clearly, many of the creative texts left
by Dada fér posterity have no literary merit, since neither
perceptﬁalAno: conceptual considerétions are evident, and

studied confusion leads not to creativity, but rather. to

artistic stagnation via l'anti-art pour l'anti-art. However,

\

Dada, when studied as a conglomerate of experimental
techniques, did contribute to the development of unique
imagery types:

Despite the confusion and anarchy, a great deal was
accomplished: fresh insights on the creative process

. -

s



not only produced literary and artistic works of
real value, but also led to such innovations as
automatic writing (later claimed as their own
invention by the surrealists) and phonetic poems (an
early form of lettrism)?z°*

These techhical innovations resulted in the production of
image clusters whose meaning and.value were to be decided
upon by thé individual reader.

There are,.in essence, two major streams of Dada, - dne
which true to the Dadaist spirit,-self—destructed, and one
which metamorphosed intp Surrealigm,‘The second current,
which is of more interest here, ha§ ﬁ?byoked the statément
that, "theré is a surrealist aspect of Dada and abDadaist
aspect of Surrealism."?’? Hans Richter, himself a part-time
Dadaist, n&ted a difference in the Dada tendencies:

Tzara exploited the same chance factors as did Arp,
but while Arp made conscious use of his eye and
brain to determine the final shape, and thus made it
- possible to call the work his, Tzara left the task
~of selection to Nature. He refused the consciodus
self any part in the process. Here the two paths
Dada was to follow are already apparent,?’?
Dada's reductionist attitude towards the value of man
’ 1

as artist or creator is seen in its most blatant form in ,

~

Tzara's recipe for a poem.

Prenez un journal.

Prenez des ciseaux. ; .
Choisissez dans ce journal un article ayant la
longeur

v ,’'Michael Impey and Brian Swann in their introduction
to First Poems (New York: New Rivers Press, 1976), p. 9.

“** Michel Sanouillet, Dada & Paris (Paris:-Pauvert,
1965), p. 428,

: *’%3Hans Richter;‘ﬁada: Art and Anti-art (London: Thames
and Hudson, 1965), p. 60. 3 .
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Découper l'article.
Découpez ensuite avec soin chacun des mots qui

- forment cet article
et mettez-les dans un sac.
Agitez doucement.
Sortez ensuite chague coupure 1'une. apres l'autre.
Coplez consciencieusement dans 1'ordre ou elles ont
quitté le sac. '
Le poeme vous ressemblera.
Et vous voila un éecrivain infiniment orlglnal et
d'une .sensibilité charmante, encore qu'incomprise du
vulgaire,?’*

As we see irom this text, Tzara‘eventuélly arrived at
the point where he undermined the basic conventions of
poetry by removin§ all possibility of analytical'chdiCe on :
the part of the poet.‘Scissor pdems‘fail to-reflect the
thoughts, emotions, experiences, or perceptions of the
writer. If they had been the sole legacy left by the"-
dadaists, the movement would have giyen nothing to
literature. Although, in fairngss; Dada imagery may intfigué
certain‘;eadersrand‘much enjoyméﬁf can be had trying to find
a meaniAg which can be decoded by the left hemiSpherg*in
images which wére probably inteﬁded to be total noﬁsense.

Tzara in an a;onymoﬁs’note introducing‘a selection of
his poems wrote: "Mettez toﬁs les mots dans un chapeau,
tirez au sort, voila le poeme dada. I1 mentait."*’* This
typically contradictory statement combined with the

Dadaists' experimentation with various techniques, some

- - —— - ——— - —————

2*4Tristan Tzara, Littérature, No. 15 (July-August),
1820; rpt. Peterson, Tzara, p. 91.

?*3Gordon Frederick Browning, Tristan Tzara: The
Genesis of the Dada Poem or from Dada to Aa (Stuttgart:
~ Akademischer Verlag Hans- Dieter Heinz, 1979), p. 3.
Anthologie de la nouvelle’ p;g51e frangalse (Parls' Edltlons
Kra, 1928), p. 423, = \ '
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borrowed from the Futurists and Cubists (simultaneous poetry

and bruitism), and others which were more or less their own

4

inventions (free association, pensée qui se fait dans 1
bouche, - and polyglot poetry), suggest that from time to

time, there were individual attempts at creative rather than
i |
consistently destructlve act1v1ty Unfortunately the results

of these endeavours are often lbst or ignored when Dada is

- examined solely as a n1h1115t1c or anarchlstlc rebelllon.
The flrst stream of Dada endeavour conta1ns "texts

Whlch do not communicate- any ideas or perceptlons either in-

~the l1tera1 or flguratlve language. modalltles. Although the

O,

reader's patience will not be taxed by an analysis of such

writing, since these texts can only be understood as

3
O

philoééﬁtical statements, I am,presentiAg excerpts'from two
such texts in order to make the contrasts them more

o apparent. The - flrst comes from Ball's famous "0 Gadjl Ber1
Bimba:" |

gadji beri bimba glandridi laula lonn1 cado&E\
gadjama gramma berida bimbala gladnri galassassa
laulitalomini ‘ /

gadji beri bin blassa glassala laula lonni cadorsu
sassala bim

Gadjama tuffm i 21mzalla binban gllgla wowolimai bin
beri ban

o katalominal rhinocerossola hopsamen laulltalomlnl
hoooo gad]ama

rhinocerossola hopsamen

bluku terullala blaulala 100000...3%¢

&

While a critid might, as a purely academic exercise,
analyze this text from a linquistic perspective, counting

the number of sibilants or interdental fricatives, the

e —— - —— = — - -

?*‘Hugo Ball, quoted by Richter in Dada: Art and
Anti-art (London: Thames and Hudson, 1965), p. 42. \
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resulting statistics would not be particularily
illuminating. Another exémple of this. deliberately
non-communicative and nihilistic branch of dadaist endeavour
is found in Tzara's collected works: '

hurle hurlé hurle hurle hurle hurle hurle hurle

hurle hurle hurle -

hurle hurle hurle hurle hurle hurle hurle hurle
hurle hurle hurle

hurle hurle hurle hurle hurle hurle hurle hurle
hurle hurle hurle . _
This line is repeated twenty ‘one more times and the text
‘Jf1nally concludes with:
"Qui se trouve encore trés sympathigue."’;"

Tristan Tzéra did, however, engage in more positi&e
experiments during his Dada pericd. He.beiieved that there
'were two types of poetry; the type he advocated and -
practiced was poetry as an activity of mind; the second, the
more traditiohal.fofm, he célled poetry as a means of
expression.?’* Chance p1a§ed an important rolg'in the
- concept of poetry as an activity of mind,lfor chance was
seen as a liberating factor in zhat‘the Dadaists felt was
the stagnation of creative processes. In order to éxploit
chance they employed the techniques of "pensée qui se fait
dans la bouché" and "eécriture automatiqueQ" Since ideaily
when using these methods man becomes only a medium for
production, Eubéérvient to chance, there is often‘no
| Qidence of normative discursive communication. Frequently,

2”'I‘rlstan Tzara, Oeuvres completes (France'
Flammarion, 1975), p. 387.

A

“"Grossman, Dada, p.’20}
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| standara syntactical structurés disappear, and sémantic;
displacement is common.\Natufally, therefore, the reader
finds tﬁese images to be incpherent and discordent as we see
with Tzara's dadaist poem "Maiéon Flake."

declenchez clairons l'annonce vaste et hyaline
animaux du service

maritime

Forestier aerostathue tout ce qui existe cheVauche
en galop de clarte N

la vie ' 2

l'ange a des ‘hanches blanches (parapluie virilité)
neige leche le chemin et le lys vérifié vierge '
3/25-d'altitude un méridien nouveau passe par ici .
arc distendu de mon coeur machine & ecrire pour les
:et01les qui t'a dit ""écume hachée de prodigieuses
;trlstesses horloge »

t*offre un mot qu'on ne trouve pas dans le larousse

:‘qUelle vapeur d'un tube de foudre pousse

la ndtre contre 1°' eternelle et multiform voile

ici on n'assassine pas les “hommes sur les terrasses
.qui se colorent de la succession intime des lenteurs

2

nous tentons des choses inouies

mirages in~-quarto m1crograph1es des ames \
chromatiques et des images -

nous portons tous des grelots-tumulte que Nous
agitons

pour les fétes majeures sur les viaducs et pour les
animaux

{

tournure d'une danse en octave sur météore ét violon
. le jeu des glaces annéee qui passe

buvons un coup j'suis 1l'frére fou.
~€ncre du ciel lac d'hydromel

de vin opaque flake en hamac

)

pratique l'offrande tranquille et féconde
il gratte le ciel avec ses ongles

et le gratte-ciel n'est gue son ombre

en robe de chambre ’_,)

1'année ,sera parmi les palmlers et. bananiers jaillis
~du halo en cubes d'eau
simple productive vaste musique surgissant & bon

P oo
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port , ‘
et le pain cr@moisi a la future et multiple saison
des vieilles gravures des rois a la chasse joMment
coloriees - : v ,
pipe et boxe dans le vase sous l'as de pique pipier
avec les oiseau et les nus friches un bateau alerte
dans le bec N

~du roc moteur aux étincelles des bonnes nouvelles la
tour eiffel '

joue au rebec ' o S
ici chaque chaise est molle et confortable comme un
archevéque

-entreprise d'ascétisme moines garantis a tous les
prix-mesdames ici _ : ' '

maison fl e?’’

A major problem in Dada criticism. is that critics'staté
genéralifiés, but do not arrive at specifics. The familiar
techniques'frém ofher poetry are isolated and what critical
bommeqtﬁry there is often proceeds from ﬁhis point.,

Occasionally, vague critical statements are more poetic than

the texts themselves as we observe in this judgement of \

"Maison Flake:"

On first impression, this poem, like.so many of

‘Tzara's works, seems to be little more than a jumble

of discordant words and images. But if one is ’
willing to make the necessary connections, a new
conception of life--like Plato's universe--gradually
begins to emerge out of "this teeming chaos. Out of

the Futuristic trappings of modérn civilization--the -
"typewriter," "skyscraper," and the viaducts--the -
image of a Dadaist paradise, where the imagination

is as free as it should be, is born,®°®

While the following examination does not assume to be

——

either conclusive or comprehensive,‘itbshould enable us to

»

discern more precisely what-—if indeéd any--perceptual modes

were involved in dadaist literary endeavours. o

o —— o — - — ——————

2""_Tristaff’Tzara, Oeuvrés’complétes.l (France:
Flammarion, 1975), pp. 133-34.

’°°Grossman, Dada, p. 126;
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Firstly, Trom the visual perspective, the text "Maison

Flake™" is:ordinary and offers few of the typographic

!
!
{

variations seen in Futurist, Cubist and the first current’Of
Dadaist poetry. The only three notable deviations from more"
traditional forms are the lack of punctuation, the lack of
capltallzatlon, and the very unequal line length. wlthln the
first stanza the reader flnds a- mlxture of imagery types and

1

language modalities. For example, the first 1mage

(%Y

i8]
service mar1t1me ev1dences both syntactlc fracturing

"declenchez clalrons 1'annonce vaste et hyalkine animaux du

("declenchez clalrons 1 annonce" ') ‘and semantic N
-

incompatibility ("hyaline animaux de'SerGTce“maritimef)..In
'addition to signalling a departure from normative B
communication,‘thiSICthinationAimmediately jars the
reader's'sensibiiities. The language'Operates in the
flguratlve modallty and can only be approached through
1nferent1al processes. The 1mage type involved in the
'communlcatlon is that of fantasy which is Stlll under left
: hemlsphere control |

One of .the mostqsalient probleme involved in Dada
imagery is apparent in this image--specifically that of
syntactical considerations. Despite the Dadaists' desire to
"free" 1anguage, when they disrupt the normative structures,
_which order'communications they immediately encourage or
actually 1n51st ‘that the reader initiate his own sequentlal
linking processes. The reader is forcea to try to reorder
the communication to_make it conform to the grammatical =

3

v



rules to which he has become accostomed, and which enable
him to communioate successfully with others. Alternatively,
he may choose not to interfere with the integrity of the
text throughWreordering measures, but may take recourse to
free’association in his attempt to comprehend the imagenic
message transfer., However, contrary to the ideas promoted by
pop psychology, I should llke to suggest that the term "free
association” as it is generally employed does not

necessarily imply any reduction in normative logical left

brain cognitive functioning. Rather it has its base in the

relational semantic expectations which the reader has
acooired throughout his experiential encounters with both
llfe-and literature. Automatic association is not gynonymous
with unconscious association, or with increased right
hemisphere activity. The very fact that language acquisition
skills aYie located in the left hemisphere indicates that
language emission, be it automatlc (immediate), or normat)ve
(delayed) is still under the control of the dominant ‘

hemisphere. Further, the dadaist suppression of normative

language structuring, like that exhibited in futurist

‘imagery suggests high left hemisphere involvement, both

conceptually and perceptually, in imagenic creation.

The second image "forestier aérostatique tout ce qui
existe chevauche en galop de clarte la vie" is a splendld
example of the juxtaposition of unrelated fragments, in
which we again find syntactic dislocation and semantic

incompatibility:, The third line which reads "l'ange a des
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hanches blanches (parapluie virilité)" introduces the sound
imagery  for which the d;daists areAfamous. Strangely enough;
the first part of the image, had it been féund in a more
traditional setting, would not present a problem with
1nterpretat10n. This image can be "understood" guite
facilely 1$ both the literal and the figurative modes' it
can be interpreted both contextually and’;njerentlally. It
falls into the left dominant category of imagination ‘
imagéry, for it is possible that the poet had perceived
pictures of angels and that he subsequently recreated them
in this text However, the words "parapluie v1r111te\\\9a1n
disrupt normative communication and the reader is, once
more, left to unscramble the code. Umbrella virility could
be read as a phallic umbrella, or as a fantasy image with
symbolic overtones or it could, equally well, haQe been
created with the scissor technique. The»following image,
"neige leche le chemin et le lys vérifié vierge" continues
the emphasis on whiteness. By extrépolation,‘it also
involves the ideas bf purify and chastity, with the
referenqes to snow,‘lily, and virgin., The image of snow
licking the road operateg within the figurative modality
with the personification of snow, and is an imagination
image. The second image in the line again employs
personification, but in this case the image type is that of
fantasy, since the reader cannot analytically construct a

referential framework wherein a lily is verified as a

virgin,
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The last image to be examined in-the first stanéa is
"arc distendu de mon coeur machine a éc;irg pour les
étoile;." It appears to operate within the?}igurative
éommunicative modality, and an inferential decoding of this
fantasy image yields a possible reading of "my heart/spirit
is at the service of the stars/universe, or I record the
stars."
Let us now look at the first line of the third stanza
which states "nous tehtons des choses inouies." This
- communication operates in the literal modality and can be
understood contextually. It offers no perceptual (either
visual or auditory) experience and is simply a conceptual
statement of fact.

The fourth stanza begins with "tournure d'une danse en
octave sur météore et violin." This communicates within the
figurative modality and is a fantdy image. The . N

communication is highly suggestive evoking pleasant
emotional responses, before the analytical proéess of
decoding takes over. In addition, partially because of its
relatively normative syntactical patterhing, the reader is
more easlily able to fprﬁ a visualization of the message.
Indeed, such a visuafization may actually preceed (or appear
simultaneously with) the semantic decdding proceéses, even
~though the visual experience is disquieting because of the

unaccustomed superimposition of objects which we usually

consider totally antagonistic,

-



161

¢

The following image "le jeu des glaces année gui passe"
has auditory effect as its most pgominant feature, and
ambigqity is abcéntuated, particularily with the sign
"glaces" which has Various acceptable meanings. The normal
semantic decoding process is“disrupted and the feader‘bas no
way of detérmining which meaning‘is the correct one from the
contextual clues provided. He may attempfdto decode it
through.free association, but this would result only in an
acceptable interpretation, not in a demanded one e.g. the
iée/mirror game years which pass or everything is only a
transitory reflection. The image is sound dominant or is an
accoustic image since sound appears to control the creative
‘process. t |

The last image we will examine is "buvons un coup
j‘suis l'frere fou." The secénd half evidences slight
semantic deviations, but these could be attributable to the
ffirst half., It appears to be a mimetic statement with regard
to the slurring of speech that often accompanies drinking.
The rhyming also evidences verisimilitude in light of the
féct that after imbibing alcohol, certain individuals are
apt to indulge‘:in facile verse. However, this line is
intenestiné in another respecﬁ, for there is a strong
indication that the poet was actually directed more by sound
values than by an analyfic choice to create a rhyme, so that

it might be an example of pensee gui se fait dans la bouche.

‘This hypothesis is based on the alliterative joining of

"frere" and "fou," since a more logical and equally
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simplistic rhyme could have been produced by using "saoul."

Although this is not an exhaustive analysis of "Maison
Flake" the salieﬁt features of this branch of dadaist
endeavour are, no doubt, apparent to the reader. In
recapitulation, one notes that there.is a multiplicity of
language modalities and image types within the same poenm,
same stanza, and sometimes even the same liﬁé. This great
diversity of modes and types is charécteristic of the Dada
movement. Rather than relying on specific image types, bada,
in its search to disfupt normal communication, employs
antagonistic imagery (e.g., images which do ﬁot break
syntactic rules juxtaposed with iméges wvhich do). As a-
result, there is the unusual combination of highly evocative
imagery with lines that are nothing more than statements of
fact or intent. In fact, it is this peculiar combination
which largely accounts for the difficulties involved in the
expli;ation of dadaist texts, for the reader is constantly
réqhired to leap from one communicative modality and image
type to another. The lack of.continuity in language results
in another important feature of dadaist writing, for ‘it
;ompletély obliteratésAany éhance of a lengthy;progression
of symbolism. Another contributing factor to the lack of

continuing symbolism is the tendency of Dada to create

.

images which are not comparative or analogic in nature, bu
ratheg. which are juxtapositons of fragments.
. In conclusion, the suggestion could be made that, to a

large extent, dadaist poetry is poetry & thése, for it is
, ) a
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‘\‘“‘prfﬁégyly‘used as a tool fbr the propagation of dadaist
philoéophy. It is a highly self conscious poetry despite its
emphasis on’chance and basic automatism, Because it is so
self-centered and indulges more than explores, any element
of universality contained within the lines is subjggated to
the individual poet's passing moods or fancies. Dada Qas a
"societe bour 1'exploitation des idées" and unlike the
‘movements which preceded it or those which came after, it
was not concerned with expanding the boundaries of

L d

perception, Indeed for Tzara language, not the perceptual

2

modes from which it was derived, was "the ultimate barrier

to compf%te mental freedom and‘knowledge."



VII. Andre Breton: The Man; The Hanifestos

The thure leader of the Su;pealist movemeat, Andre
Bréton, was born to Louis and Marguerite Breton in the small
town of Tinchbfay, Normandy dﬁ Feb;uary 18th, 1886.°°
v In 1961 Breton wés enrolled‘in the Sainte-Elisabeth
isdhool which was run by a religious order. In 1904,‘he went 
on to the parish school of Pantin where, according fo
reports, he was a good student,°°5‘and Ey 1906 he was
registered at the Lyceée Chaptal in Parls to which he
commuted by train everyday During. thlS period of his llfe,
his'parents were strongly urging him to go into the naval
service--a suggestion which he rejected flaﬁly and firmly.
Thefithen wanted him to enter the Polytechnique or the Ecole
des Mines. However, being little.disposed towards
mathematics these careers did not interest hiﬁ either.
Before his graduation from Chaptal in 1912, his profeséo;

Albert Keim initiated him into the complexities” of modern

poetry.*°?
|

André Breton began his medical studies at the Sorbonne
in 1913, and while studying the science program (physics,
chemistry, and natural sciences) he began to realize that

his first vocation was poetry. In fact, in retrospect he

L}

"désignera 1913 comme 1'épogue ol sa véritable personalite
’°‘Marguer§te Bonnet, André Breton: Naissance de
l'aventure surrealiste (Paris: Librairie Jose Corti, 1975),
p. 12; G. Legrand, Breton (Paris: Les Dossiers Belfond,

1877), p. 26. T

*

>°2Legrand, Breton, p. 29.
J”Légrand, Breton, p. 31. -
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commence a apparaitre."’°¢

In February of 1915, Breton was called up by the army
and a551gned to the 17th Artillery Regiment. By the end of
June he was in Nantes as a medical orderly assigned to the
.field hospital. During this time, Breton's mindbwas
dominated by thoughts of ‘the brutaiity of war, and his only
escape was his correspondence with a school-friend Fraenkel,
and with Peul'Valéry whom he had met in 1914, The mlsery of
this year was also somewhat allev1ated when Jacques Vaché,
who had been wounded in Ch&mpagne, was sent to the hospltal
where Breton was stat1oned and a frlendshlp was struck
during Vaché's convalesence. They spent most of their time
;ogether untillVaché's depérture for the North Front in
January of 1916. | | ‘

.

Shortly thereafter, Breton was sent to the
neuro-psyehiatric center of Saint-Dizier as an assistant to
Dr. Raoﬁl Leroy, Chief of Medicine at Ville Evrard?®°®*, a
“former assisant‘tO‘Dr. Charcot.>°¢ While working with‘Dr.
Leroy,'Ereton first had the opportunity to see
psycho-pathology in practice as well as in theory; Breton
was avidly reading all of the basic works available‘on‘the
subject and during this:period of perusal he discovered o
Sigmund Frepd, although the discovery was second-hand'since

- e S G- —— ——— —— v — o —

*®‘Anna Balakian, André Breton' Maqus of. Surreallsm
(New York: Oxford Univ. Press, 1971), p. 16.

***Balakian, André Breton, p. 27.

’*‘Legrand, Breton, p. 36
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until 1921.“{7 Breton was also deeply influenced.by the
French professor of psychiatric medicine, Dr. Pierre Janet,
whose writings were more readily accessible to the French
speaking medic. Indeed, an érgumeht could be made that
Janet's contributions to the develdpment of Breton's ideas
and understanding in the psychoanalytic field have beeh'
vastly under-rated, most particularly since Janet was one of
Jung's instructors and was ipstrumental in his early |
develobmeht. The statemeng.h;s even been made that "the
resemblance between Jung‘s notibn of the collective self and
the surrealists’ concept of what Paul Eluard was to call
'Les Dessous d'une vie' is due‘to the fact that they both
derive from Piérre Janet, whose character as a psyéhologist
was quite different from Freud's.,"?®°?® |

One of Janet's works was a book entitled L'Automatisme

psychologigue (first published in 1889 and reprinted in

1921) in which he discussed the therapeutic use of automatib
writing while bearing in mind the'implicatidns of such

, Fhérapy for normal ¢0nsciousness—-implications which Freud
héd; for the mest part, ignored. Stated briefly, Janet
believed that there was an area of mind in which consciéus
will plajea no barttand which remained hidden to the‘aﬁerage.
person, un}ess, for some reason, such as insanity or

. ’ . £ 3 . .
excessive tension, it surfaced and interfered with conscious

thought patterns. In the case of the insane, he postulated,

\

B e R S pi—

”’Legrénd, Breton, p. 36.

*¢*Balakian, André Breton, p. 28.
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this interference 4 'J not be appreciated or‘nnderstood,
because the patient was not aware of what was heppening.
However, for others, it could reveal what the patlent
feered, desired, or needed. While the sane person is usually
"denied acceés to this dimension of mind, Janet suggested
that pccasionally.one might reach these recesses if one
would but "let the pen wander,bautoﬁatically,bon the page
even as the medium interroéates his mind.">°* This clearly
is the same basis for automatic writing as Breton advocated.
Janet also suggested--a suggestion later adopted by
_Bretbn—-that although this practice of automatism is
accidental in the insane, it could be induced in certain
individuals without the aid of exterior st1mu11 (e.g.
drugs). 'In Janet S. wrltlngs and in Breton's assimilation of
them, psychic automatlsm_becomes a tool to break .through the
wall between man's conscious and nnCOnscious minds. In our
terms it could be considered ae an aftempt to bridge the
corpus qallosun and unite pbe’left and right hemispheres'
pefceptual modes.‘Psychic:automatism becomes both a.catalyst
and a guide in the surrealists' expleration of the unknown.

| 1917 was an important year for Bretonfliterary career,
fer it was then that he saw Vache éggin, met Philippe
‘Soupault for the first time, and made contact with Pierfe_
Reverdy who founded the review Nord-Sud and who published

some of ‘Breton's poems.

14

le'pPierre Janet, L' Automatlsme psychologique (1889;
. rpt. Paris: Fellx Alcan 1921) p. 464.
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Near the beginning of 1918, Aragon introduced Breton to

Lautréamont's work Les Chants de Maldoror, an event which

prompted Breton to consider and revise‘many of his ideas on

]

modern poetry

<

3N

ktg\@wd 1919 was a busy year for the young poet, as he together
etd f‘.‘, .
with Aragon and Soupault founded the review Littérature. The

review acted as an experimental poetic platform,
-particularily for Dada. This was also the year when Breton

) met Paul Eluard with whom he would later work closely. The

se3o d issue of Littérature contalned the text of "Poe51es

by héutreamont which Breton had labouriously copled from the

only known volume, contained in the Bibliotheque Nationale.

In June Breton saw the publication of Mont de Piété, a

collection of his own selected essays._LatEr in the year, he

co-authored the work Les Champs magnétiques with Phillipe=

Soupault, fragments of which were published in Littérature.

In retrospect, Breton referred to this as 'the first surreal

endeavour. §,
\
n In 1920 Tzara arrived in Paris and moved in with
"Picabia. Shortly thereafter André Breton part1c1pated in the
-first Dada demonstration at the Palais des Fétes. Later in
the year there waé a severe break between Bretongand‘his
family precipitated by Bretdn's refusal to continue studying
medicine. His mother is reported to have said that she Qould

rather herhad died on the battlefield,®'' and his father

3'*Legrand, Breton, p. 39

>'‘Legrand, Breton, p. 42,
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 éveh pet ntervene. After a long
conversatids Qitﬁ Brétdﬂ, Valery took it upon himself to
find work for the yéung poet which would allow him té
support himsélff]He found him a job copy-editing.at A

Gallimard, but '

Els little interest-and apparently
litle aptitude for the task. An example of his extreme
carelessness can be found in the comments Proust made in a
letter to Soupault:

...j'ai vu que mon prochain livre,'pourtant relu par
Monsieur Breton, contenait tant de fautes que si je
ne dressais pas un erratum, j'en serais deshonore.

Il m'a pris plus de huit jours, compte 23 pages (au
‘moins tel que je viens de l'envoyer), j'ai releve
plus de 200 fautes. Encore & la moitie du livre me
suis-je arréte, vaincu par la fatigue. Ce travail
m'a interdit toute correspondance, et il est
pourtant trés incomplet. Surtout que M. Breton ne
prenne pas cela. pour un reproche...*'? '

Breton passed the next few Yéérs in predominantly
literary, specifically Dada,‘activities. In October of 1921,
while on vacation in Tyrol, he went.to Vienna to visit
Freud. This unplanned meeting was not notably successful due
to the combination of Freud's lack of French and ignorance
of modern art,’'® and to Breton's lack of German and innate
impatience.

By 1922 Breton was frustrated with dadaism and after
making an unsuccessful bid for the leadership--a bid
"suppdrted by Aragon—-which resulted in the famed Congrés de
Paris, he virtually withdrew from the grdup. The friction

312M, Sanouillet, Dada & Paris (Paris: Jean-Jacques
pPauvert, 1965,) p. 559. ' -
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created by the bad feelings which surfaced ét_this'congreﬁs
contributed to the eventual disintegration of the Dada
experiment in Paris.‘This year also marks the beginning of
Breton’s experimentation with hypnotic trances and dreams.

In 1923 Bretonvpublished_Claire de terre which may be
considered as the first totally surreal work with-even its
‘title‘eviaencing the famous'su;reelist word plays. This is
aiso the yeaf from which one can date the constitution of
the surrealist group containing Breton, Arégon,‘Eluard,

Ernst, Soupault, Alexandre, Baron, Crevel, Desnos, Morise,

Vitrac and Peret.

The foli9w1ng year Breton publlshed Les Pas perdus and

'1

a short time aftei:ard began to work on the First Manifesto.

ThiS’document,,cenegfg,te Surrealism, marks the official
birth of the movement; In it Breton delineates the.goals,
philosophy, and methods of surreallst endeavours and
theorles, many of which had ex1sted prev1ously in.an
uncod;fled form: Unfortunately,las Matth:ws astutely peints
out "it marked, too;.the openind of the surrealist'huntinﬁu
season, which seems likely to cpntfnue SO iong as there are
sportsmen to bé_foUndbbleSSed with inaccurate aim and blank
cattriéges.""‘i |

The First Manifesto is the best known of the surrealist

documents end, from the theoretical perspective, one of the

most enlightening. Written under the aegis of FreUd and

- *'4J.H. Matthews "Fifty Years Later* The Manlfesto of
Surrealism” Twentleth Century L1terature, Vol. 21 “No. 1
(1975), p. 2.




“ “"v il

‘referendes are t

171

Janet, it explains the tenets central to the surreal
creative endeavours. In it, Breton attempts to show the vast ’A

scope of Surrealism by presenting a sometimes verbose

Bl

-, argument supporting ‘his contention that the movement was not

intended merely as a reform in literature, but rather as a

reformation of the mental processes of the writer and, by

-extrapolation,_fhe reader.

- The first major concept to be introduced, albelt as a
corollary of the central idea of 1ncreased mental freedom

is the idealization of chlldhood and the related perceptual

'moda11t1es. The reason behlnd thlS idealdization is the

belief that during early childhood the~1maglnat1on-rwh1ch
Breton»believes ie7killed'hy‘contact withvthe'logically

orlented outside world-—ls still free. Therefore, Chlldr

- unlike adults, have unfettered powers of percept1on. ThlS,

in turn grants them a llberty unknown to older people.

Freedom or more preE1sely, the search for grerater freedom

is the true ba51s of Surrealism. Indeed Breton wrote "Le

seul mot de 11berte est tout ce qui m“exal

e e e SN ————

l@ll other -
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d,”1972), pp. 12-1
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called "mad" 'are really those who have a‘totally liberated
ihagination.>He even seems to envy aspects of their illness
- when he writes that, "Et, de ce fait, les hallucinations,
les illusions, efc., ne sont'pas une ;ource de jouissance
négligeable" (p. 15). (Although this viewpoint is, in
itself, extremé, a fashionable i?hool of existential
- Rsychiatrists led by ﬁ.D. Laing has advanced and argued for
the acceptance of the same basic ;éea.) Actually, Breton's
and Laing's definition of poetic in§piration seems to be
madness under.sporadic control.
L = 'Breton believes firmly in the multiplicity of
perspectives and in the infinite possibilities fomw linking
these perspectives; he is strongly opposed to the prevailing
fealistic attitude that, in his opinion, stultif&es both art
ang scienge. Commenting on man's insatiable desire to group
things together réther than to perceive and appreciate their
unigueness he writes:

Si un grappe n'a pas deux grains péreils, pourquoi

voulez vous décrire ce grain par l'autre, par tous

les autres, que j'en fasse un grain bon a manger?

L'intraitable manie qui consiste & ramener

l'inconnu au classable, berce les cerveaux. (p. 17)

The use of £he word "manie" is Qf marked inferest,
since intentionally or unintentionally, by employing the
term "mania; Breton implies that the present day emphasis on
the analyt?cal is as much a mental illness as is, for
example; a psynhotié'é hallucination. The constant search

for rational analysis becomes an obsession which stifles the

sentiments and destroys the individual, allowing him to
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consider only logical facts:

Nous vivons encore sous le régne de la logique,
voila, bien entendu, & quoi je. voulais en venir.
Mais les procédés logiques, de nos jours, ne ,
s'appliquent plus qu'a la résolution de problemes
d'intéret secondaire. Le rationalisme absolu qui
rgste de mode ne permet de considérer que des faits
relevant}étroitement‘de notre expérience. (pp.18-19)

Because of the lack of imagination induced by this absolute
rationalism, "l'expérience méme s'est vu assigner des
limites" (p. )9).

Breton formaliy introduces Freud into his discussion by
acknowledging the contribution the psychiatrist made to the
development of surrealist theories: |

C'est par le plus grand hasard, en apparence, gqu'a
eté récemment rendue 3 la lumiére une partie du
monde intellectuel, et & mon sens de beaucoup la
plus important, dont on affectait de ne plus
soucier. Il faut rendre grace aux découvertes de
Freud. (p. 19)

'Ihterestingly; Breton's hommage to Freud has been
responsible for much of the misdiréction of surrealist
criticism, since more attention has been paid to the
'psychotherapeutic and interpretive psychological aspects of
the disorderea personality than to the psychiatrist's
theories on language.

This general theory of the unconscidus and the
conflicts of the unconscious was very important for
the Surrealists, but probably not as important as a
second aspect of Freudian theory. This second aspect
is to be found in Freud’s ideas on language. Early
in his career, Freud became convinced that the
unconscious could be studied primarily through
language, that is, that the structures and the
conflicts, as well.as the problems of the
unconscious, were expressed or revealed at times in
a person's language. Not directly, of course, and
not at all times, but under certain conditions . . .
the censoring mechanisms of the conscious mind were
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relaxed or distracted, and the disguised, deformed,
irrational voice of the unconscious was heard,?*'*®

Both psychiatrist and poet strongly believed in the ability
of language to fulfill communicative imperativeé.quwever,
Freud's interest in language centered on pathological
manifestations. For him, it was an instrument through which
he hoped to cﬁre patients, to make their conceptual and
perceptual experiepces conform to society's expectations. '
For the Surrealists, language was a weapon against precisely
these expectations: |

Like Freud, but in contrast to the attitude of both
the Symbolists and the modernists, the Surrealists
felt that language--the very language we had all
~learned and used everyday--was totally adequate to
its task of revealing the forces and the desires of
the unconscious. However, whereas for Freud these
discourses--dreams, free association, slips of the
tongue, etc.--were only a means to get at the
unconscious, a language that had to be interpreted,
deciphered and translated, the Surrealists were
convinced that these discourses were themselves the
truth,?**’ ~

Dreams, memory, and the relationship between them also

figure prominantly in the Manifesto. Breton asserts that
4

dreams offer the only evidence of memory which is not

subjected to selective influences, stating that they are,
therefore, the most accurate evidence of the continuous
functioning of mind. Conéideri&g thafﬂduzing\gpe dream
state, the aciivity of the usuaiiy dominant left?hemisphere
is reduced so that the right may play a’greater rdié,vBreton
may well have been quite correct in his statement. At the

o ———— = ————— - ——

''¢Gerald Mead, "Language and the Unconscious in
Surrealism,” Centennial Review, 20, No. 3 (1976), p. 285,

*'’Mead, "Language and the Unconscious," p. 288.
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same time, he shows that he recognizes the value of the
conscious, analytic mind by saying, "C'est & trés juste
titre que Freud a fait porter sa critique sur le réve" (p.

20). In today's terms, Breton appears to be arguing for

)

"whole brain thinking,"

A key concept in Surrealism is that of "le
merveilleux,” which Breton originally mentions in connection

with dreams, although he chooses not to elaborate to any

-

great extent on their relationship. However, his brief
discussion does make clear the fact that he believes the
marvelous‘is totally freed from temporal restraints: "Le
merveilleux n'est pas le méme a toutes les époques; il
participe obscurément d'une sorte de révélation générale

dont le detail seul nous parvient..." (p. 26). His faith in

l

the power of the marvelous is best summarized in his words:
"le merveilleux est toujours beau, n'importe quel |
merveilleux est beau, il n'y a méme qgue le merveilleux qui
soit beau" (p. 24). The surrealists believe that exploration
or exploitation of the image can helb them glimpse "le
merveilleux."

Breton, deeply influenced bf Pierre Reverdy's ideas on

imagery and their possible assistance in experiencing the
|
marvelous, quotes his fellow poet in the Manifesto:

| | '

' L'image est une création pure de l'esprit.

" Elle ne peut naitre d'une comparaison mais du
rapprochment de deux réalités plus ou moins
éloignees. ‘

Plus les rapports de deux reéalités rapprochées

seront lointains et justes, plus l'image sera
forte--plus elle aura de puissance émotive et de
réalite poétique...(p. 31) '

o .



i

176

He willingly admits that the aesthetic of such imagery

eluded him until one evening between the sleeping and waking

state a strange image rose in his mind. He describes the

‘hypnagogic experience saying:

En vérité cette phrase m'étonnait; je ne l'ai
malheuresment pas retenue jusqu'a ce jour, c'etait
quelque chose comme: I] y a un homme coupé en deux
par la fenétre, mais elle ne pouvait souffrir
d'equivoque, accompagnée qu'elle était de la faible
representation visuelle d'un homme marchant et ,
trongonné a l'axe de son corps. A n'eh pas douter il
s'agissait du simple‘redggssement dans l'espace d'un
homme qui se tient penché"a la fenétre (pp. 32),
Breton recognized the value of the image for poetic
construction and after granting it this status, he found
that the initial image was then succeeded by a series of
others surfacing without his conscious control. Wishing to
investigate this phenomenon further, Breton decided to adapt
psychiatric methods of investigation to his own needs and
attempted to obtain, from himself, a monologue--as closely
akin as possible to spoken thought--written without any
inhibitory influences from his critical faculties. This
decision had led him in 1920, in conjunction with Philippe

Soupault, to write the first co-authored automatic text, Les

Chémps magnetiques.

In honour of Guillaume Apollinaire, who had used the .
term as an adjective in 1917, Breton and Soupault baptized
this new means of poetic inspiration "Surrealism," which

Breton defined:
SURREALISME, n. m, Automatisme psychique'pu; par
lequel on se propose d'exprimer, soit verbalement,
soit par ecrit, soit de toute autre maniére,. le
fonctionnement reel de la pensée. Dictée de la

e
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pensee, en 1' absence de tout contrdle exercé par la
raison, en dehors de toute préoccupation esthetique
ou morale.

ENCYCL Phllos. Le surreallsme repose sur la
croyance a la realité superleure de certalnes formes
d'associations negllgees ]usqu a lui, a la
toute- pulssance du reve, au jeu de 1ntere55e de la
pensée. Il tend a, ruiner deflnltlvzment tous les.
autres mécanismes psychigues et a se. substituer>e
eux dans la resoluglon des principaux problémes de
la vie. Ont fait acte de SURREALISME- ABSOLU MM.
Aragon, Baron, Boiffard, Breton, Carrive, Crevel,
Deltell Desnos, Eluard, Gerard, lebour Makine,
" Morise,’ Naville, Noll, Peret Plcon, Soupault,
Vitrac. (pp. 37-38).

In the next section entitled "Secrets de 1'art magique
surréaliste,” Breton discusses the development of surreal1st
dlscourse more spec1f1cally noting that the first sentence
will come - automatlcally, untouched by cr1t1ca1 act1v1ty, but
that the others which follow are, most llkely, 1nf1uenced by
normative perceptual and conceptual processes which we now
“know to be governedaby the dominant hemisphere:

La premiéée*ﬁhrase viendra toute seule, tant il est
vra1 qu'a chaque seconde il est une phrase etrangere
a notre pensée consciente qui ne demande qu’
s'extérioriser, 11 est assez difficile de se
prononcer sur le cas de la phrase suivante; elle
participe sans doute & la fois de notre activiteé
consciente et de 1’ autre, si l'on admet que le fait
d'avoir écrit la premiére entralne un minimum de
perception. (p. 43)
¥
Clearly, even\the automatic writing process involves both
"minds," and thus there is evidence of the dialectical
-interaction which Breton and other surrealists sought.

As his next major consideration in the First Manifesto,

Breton discusses'language and objecting to its role in
circumscribing experience states that, "Le langage a été

donné & 1° homme pour qu'il en fasse un usage surfealLSte
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(p. 46). Antonin Artaud, anbther leading sur;eal_theorist,
also believed that the attack against rationality would have
to be preceded by an attack against normative language
itself. When publishing the first account of the Bureau for
SurreJTiQP Research, he announced that he writes only for |
5aphasiques et en général tous les descrédités des mots et
du verbe.">'* He wished to grant to words only the
importance wh1ch they have in dreams.

Breton and later others were advocating a form of
linguistic revolutlon which, properly employed, leads to
perceptual exploration., Not sufprisingly, he contended that
surfealist language is best_adapﬁed to dialogue form, for
this is when two (or more) thoughts have thé best 3
opportunity to confront one\andther, to act and to react.
Unlike ordinary dialogue,. howéver, in which one mind takes
up-ﬁhe thoughts expressed by the other and is expected to
respond:in a certain fashion (giving non-sequitur responseé
can result in a diagnostic:verdict of insanity), in surreal
dialogue the language is ireed from sgﬁbntic'expectations
created by.already establi shed language<frameworks. With

gssurreal1st d1alogue, as Bleton 1deallst1cally envisions it,

. language frees the mind from the 1nterferenge-caused by the
need to adhere to social xpectations and succgedsqin
rémoving the threat of the‘imposifion of one mind nvér

4 *1sAntonin Artaud, "L'Activité du bureau de recherches
surréalistes," La Revolutlon surréaliste, No. 3 (April,
1925), p. 31,

*vJantonin Artaud, "Le Théatre et son double," Oeuvres
completes IV (Paris: Gallimard, 1964), p. 112,
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another, for "[l]es mots, les images . ne s'offrent que comme

. tremplins a 1l'esprit de celui qui écoute” (p. 49).

Surrealist language mitigates ébmmunicati;e_confofmity,

Breton next turns his attention tpwards the spontaneous
nature of the surreal image, éfguing that "Il en va des
images surréalistes comme de ces imaées de l'opium gque
1'homme n'evoque plus" (p. 50). The sufreal image cannot be
summoned at will and has nothing to do with "conscious" or
analytic creativity. Breton asserts that automatic writing,
whigﬁ is at everyone's disposal, is conducive to the
creatiop of such images:

On peut méme dire que les images apparaissent, dans
cette course vertigineuse, comme les seuls guidons
de l'esprit. L'esprit se convainc peu & peu de la
réalité supréme de ces images. Se bornant d'abord a
les subir, il s'apergoit bientdt qu'elles flattent
sa raison, augmentent d'autant sa connaissance. I1 .
prend conscience des étendues illimitées ou se .
manifestent ses desirs, ou le pour et le contre se
réduisent sans cesse, oU son obscurité ne le trahit
pas. Il va, porté par ces images qui le ravissent,
gui lui laissent 3 peine le temps de souffler sur le
feu de ses doigts. C'est la plus belle des nuits, la -
nuit des éclairs: le jour, auprés d'elle, est la

nuit (p.52). . &

_Breton states that the great variety'of surrealiSt’
images precludes é complete classifiéétion of them in the
Manifesto, and proviqgs only a vague guideline for '
deétribing tﬁem. His#éecision not to discuss this issue more
completely and precisely is e major reaéon behind the
critical conundrum in which we find ouféelves today:

Pour moi, la plus forte [image] est celle qui

présente le degré d'arbitraire le plus élevé, je ne

le cache pas; celle qu'on met le plus longtemps a

traduire en langage practique, soit qu'elle recele
~une dose énorme de contradiction apparente [Le rubis
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du champagne. Lautréamont], soit que 1'un de ses
termes en soit curieusement dérobe [Beau comme la
"loi de l'arrét du développement de la poitrine chez
les adultes dont la propension a la croissance n'est
pas en rapport avec la quantité de molécules que
leur organisme s'assimile. Lautréamont], soit que

~ s'annongant sensationnelle, elle ait 1'air de se
dénouer faiblement (qu'elle ferme brusquement
1'angle de son compas) [Une église se dressait

»  éclatante comme une cloche. Philippe Soupault], soit

qu'elle tire d'elle-méme une justlflcatlon formelle
dérisoire [Dans le sommeil de Rose. Sélavy il y a un
nain sorti d'un puits qui v1ent manger son pain la
nuit. Robert Desnos], soit qu'elle soit d'ordre
halluc1nat01re [Sur le pont la roseée a téte de
chatte se bercait..André Breton), soit qu'elle preéte
tres naturellement a l'abstrait, le masque du
concret, ou 1nversement [Un peu a gauche, dans mon
firmament deviné, j'apercois--mais sans doute
n'est-ce qu'une vapeur de sang et de meurtre--le
brillant dépoli des perturbations de la liberte.
Louis Aragon], soit qu'elle 1mp11que la négation de’
quelque propr1ete physique élémentaire [Dans la
forét 1ncend1ee/Les lions etaient frais. Roger
Vitrac], soit qu'elle déchaine le rire [La couleur
des bas d'une femme n'est pas forcément a 1' 1mage de
ses yeux, ce qui a fait dire & un philosophe qu'il
est inutile de nommer: "Les cephalopodes ont plus de
raisons que les quadrupedes de- halr le progres." Max
Morise] (pp. 52-53).,%%°

Breton spent the next five years of his life exploring

and developing the ideas set down in the First Manifesto.

They were both turbulent and productive years for the young

poet. In 1925, he took over the directioh of La Révolution

surrealiste f:om Naville and ‘Péret because he felt that the

surrealist political and scciaf protests in the review were
becoming unnecessarily sensational. This sensationalism, he
believed, would detract from Surrealism’'s ability to carry |
out its prime directive of exploration for knowledge. He

wanted to use the platform that the journal offered to

—__-————-——_—_—_--

*2°] have taken the llbertg of ]uxtap051ng the
classifications with the examples, although in the original
text they were separate. '

»

j
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‘explore politics, to gevelop techniques applicable to art

A

and poetry and to examine the evolution of a new concept of

“ sexuality.??’

Early in 1926, while in M;rcel Duhamel(}tkome,'he

. helped to invent the game Cadavres exquis which soon became

a popular surrealist pastime. Shogtiy afterwards He
published "Légitime Défense" which was a very crit}cal essay
dealing with politics and culture. In it he reaffirmed his .
belief in the principle ofirevolufionary action, it‘was
about this time that Breton met %adja, a meeting which had
such a great'impact on_him‘thét he-latervput it down in
novel form.»This was also the year that Breton, with the
support of<Aragon‘and Péret,'expelled both Soupault and |
Artaud from the surrealist enclavé} Breton's pontifical
bearing combined with his tendency td expell those whé were
not devout followers of his doctrines resulted in his being -
granted the ironical title of Pope of Surrealism, and
logically; these exéqlsions Sécame popularily_knownvas
excbmmuqﬁdati&ns.”’

wordy

The YQar 1928 marked the publicgtion of Nadja and Le

surréalisme et la Peinture, both of which have become

classics of Surrealism. The Second Manifesto was published

in 1929 in the last issue of La Révolution surréaliste. This

manifesto was, to a large extent, an expansion of the ideas

expressed in the First Ménifestof accompahied by several

L‘{f

e

111Bzlakian, André Breton, p. 77.

‘22Balakian, André Breton, p. 74

.
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rather vituperative polemical passages in which he
criticized those who could not or would not live up to the
- standards he set.?®??

_The Second Manifesto is more socially oriented than the

First Manifesto, probably due tovBreton's involvement with
" the Commuhist Party. in it, Breton's version of the major
problems that man encounters during his life, rather than
the specifics of poetic expression, become the central

issue.

'The text opens with the inciusion‘of two documents in
which various members of the psychiatric profession take |
strong exception to Surrealism in general,.énd to Breton in
particular. One statement found in the novel Nadja
especially upSéflthem, since they appafent;y felt that it
unnecessarily increased the amount of danger alreédy

inherent in their work. Their feeling of uneasiness was
. » : . .
accentuated by the fact that the patient who had lent them

the book had underlined the pertinent words:.
Je sais que si j'étais fou, et depuis quelues jours
interné, je-profiterais d'une rémission que me
laisserait mon délire pour assassiner avec froideur
un de ceux, le médecin, de préférence, qui me o
tomberaient sous la main. J'y gagnerais au moins de
prendre place, comme les agités, dans un
compartiment seul. On me ficherait peut-étre la
paix (p. 72)." . |

.The interest that Breton had in psychiatry, specifically in
- the diqhotomy between sanity and insanity, as evidenced in

thé_early appearance of these documents in the Manifesto is

N
- o o - —— - - -

'23The contents of these“diatribe§ serve more the
~illuminate the vindictive side of André Breton's‘personal%ty

than to aid in.understanding the movement, -
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reinforced throughout the text by.repeated references to

madness.

Breton defends himself against the obviously hostile -

‘doctors by asserting that, above all else, Surrealism is an

' W
e

attempt to provoke, from the intellectual and moral

viewpoints a crise de conscience (p. 76). By forcing the

vi@dividual.to undergo this crisis, Surrealism hopes to

liberate him from the fetters of Society, firstly by making

)

him recognize the falsity of the antimonies planted and

G

4

nurtured by those who could benefit from the individual's
state'df mental limbo, as well as by those who are simply
bling to the existence of the problem, In one of the most
important statements made in this Maniféété, Breton stresses
the guperficiality of dichotomies: |

Tout porte a croire qu'il existe un certain point de

. 1l'esprit d'ou la vie et la mort, le réel et _

'~ 1'imaginaire, le passé et le futur, le communicable
et 1'incommunicable, le haut et le bas cessent
d'étre perqgus contradictoirement. Or c'est en vain
qu'on chercherait a 1'activité surréaliste un autre

ag mobile gu'espoir de détermination de ce .

'*gpoint (pp.'76-77). .

Surrealism assumed the mammoth  task of trying to
reintegrate man with himself, by bringing to light an
allegedly concealed or\ign %/ﬁnconsqious dimension of

- ’ - /’

ore
». . TS /\ N \
mind. In order to attain”this\ﬁggon iliation, Surrealism,

T

«..la récuperation_potale de notre force psychigue
par un moyen qui n'est autre que la descente B
vertigineuse en nous, l1'illumination systematique
des lieux cachées et 1'obscurcissement progresssif
des autres lieux, la promenade perpétuelle en pleine
zone interdite et que son activité ne court aucune
chance sérieuse de prendre fin tant que 1'homme
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parviendra a distinguer un animal d'une flamme ou
d'une pierre--le diable preserve, dis-je, 1'idee
surréaliste de commencer a aller sans

avatars (p. 92).

Breton proceeds to discuss his notion of the
R

similarltles betwden the Hegelian dialectic system and
Surreallsm He believes that part of this movement's
function 1s to examine crltlcally the notion of oppositions
\(e.gy reality--unreality, reason-firrar;enality; etc.).
BreronpStands in strong opposition'to the contention that
dialectics can only be eppiied<tovsociai problems: \\\_

Toute l'ambitionpdu surrealisme est de lui fournir
des possibilités d'application nullement

" concurrentes dans le domaine consc1ent le plus ~
immédiate. Je ne vois vraiment pas, n'en deplaise a
quelques révolutionnaires d'esprit borne, pourqu01
nous nous abstiendrions. de soulever, pourvu que nous
les env1saglons sous ‘le méme angle que celui sous
lequel ils envisagent--et nous aussi--la Revolutlon‘
les problemes de 1l'amour, du réve, de la folie, de
l'art et de la religion (pp 95-96). _

Afteggé logorrheic diatribe centered on what Breton
believed to’be‘actS‘og-human betrayal, he_returns tobthef
more‘literary-orientea reaims‘when he relates sgch problems
as'betrayal'to problems in communication' . °v; |

Le probleme de l'action soc1a1e n est je tiens a y
revenir et j'y insiste, qu'une des formes d'un .
probléme plus général que le surréalisme s'est mls
en devoir de soulever et qui est celui de

1 e§pre551on humalne sous toutes ses formes (p.

108

According to Breton,‘langpage is a reflection of the

{

functioning'of mind, and surrealiSts contend that the mind

., must be freed befére social liberation as-he envisions it
S ' - o - ‘ o
can occur. The use which surrealist poetry makes of words is.
seen as a major step in the process of liberation, for this-
; . ) - . . B _7 A . . . . - : ‘\

Do
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imagery breaks.--~n the st1fl1ng barriers of loglc by
effectlng an emot:ve shock In turn, this shock permits the

reader of a surrealist text to "experience"fdialbeit

'briefly——without‘the‘interference of rational restrictions.

of evaluating ideas. He relegates

in“subsequent pages, Breton turns'his_attention toward.
the complicated issue of inspiration. Once again employing

the analogy of conductors found in the First Manifesto,‘he

argues that there is no way of mlstaklng thlS eXper1ence-

Nous la reconnaissons sans pe1ne a cette prise de
possession totale de notre esprit qui, de loin en
loin, empéche que pour tout probléme pose nous o
soyons le -jouet d'une solution rationelle a cette
sorte de' court-circuit qu'elle provoque entre une
idée donnée et 3a répondante (ecrlte par
“exemple)..." (p. 120)

. ;-,.r °

'Breton 1n51sts on the v1tal 1mportance of automatlc wrltlng_

and dream recordlng in the q\est to flnd this 1nsp1ratlon,

v

he means. of; transportatlon '

)

for these technlques serve as

‘o the freedom of

surreality. Towards the end of this Manlfesto Breton draws
an interesting- analogy between ‘alchemy and surreallst
lutlllzatlon of language, for both seek to transform and

renew. Surreallsm is th casual exper1mentat1on~

-

Et qu on comprenne bien qu'il ne s' 'agit pas d un
simple regroupement des mots ou d'une redlstrlbutlon.
capricieuse .des images v1suelles, mais de la ‘ A
trecreatlon d'un état qui n'ait plus rien a envier a
1l'alienation mentale: lés auteurs modernes que Jé
cite se sont suffisamment expl1ques a ce

sujet (pp. 136-37), .

Alchemy is a part1cular11y apt metaphor for surreallst

1

poetlcs because, as Inez Hedges notes, it prov1des an

1]

4
%
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- aﬂalogy for what wéé earlie; described gs_"ﬁhe éreaﬁion'of
new frames--a qualitativé\iump of perception similar to the
alchemist's aspirations td'create gold but of 'base’
materials."}’“ . ’

From the morass of ideas found ‘in the Manifestos,”two
»

central concerns are of paramount importance. The first and
the best known, language——périiculariyﬁwautomqtié
language--has been the subject of the most intensive

critical studies. Indeed, aUtomatic'imagery,'thfough a

practicé of<tritical Metonomy which assumes a part for a.

[
<

whole, has virtually become synonomous wifh Surrealism, ‘even
. R N

though by the time that Breton wrote L'Air de 1l'eau .(1934)

he had already abandoﬁed the technique. Automatic wrifing

and language games, while the most celebrated of the
: . . :
surrealists' methods for gaining access to the usually

ignored minor hemisphere, were only a part of the movement's

\

programme, and they were not, as I shall endeavour to prove,

~

necessarily the most successful of the surrealists’

experiments. Perception, or more precisely altered
perceptual modalities, such as one finds*in dream states,
hypnapompic, hypnogogic experiences, etc., played a role in

the production of surrealist'&magery'which has been far

‘under-rated in mut¢h, but fortunately not in all, literaty

criticism on Surrealism:

Surrealist perception transforms the poet and
artist; but the surrealist work was also intended as
a catalyst that would transform the reader or
***Inez Hedges, Languages of Revolt (Durham: Duke Univ:
Press, 1983), p. xx. :

I

o
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perceiver, enabling him or her to accompllsh the
radical mental act--an inherent part of the
surrealist aesthetic,??® _

The importance of the visual component in written
surrealist imagery was recognized by Paul Eluard in a
discdussion on poets and painters when he noted that "Ils
suivent tous le méme effort pour libérer la vision. . . de
dualisme entre l'imagination et la réalité."*?¢ Indeed, for
Eluard, as I believe for most surrealist poets, the visual

. éy ’
‘Ils savent qu'il n'y a rien d'autre gue
communication entre cé qui voit et ce qui est vu,
effort de comprehen51on de relatlon-—parf01s de
determ1nat1on de création, V01r c'est comprendre,

~ juger, deformer oublier, ou s'oublier, étre ou
'dispafamtre ”]}¢ ’ :

had'supremacy over the: verbal.

_ TN - g
Anfhe Hyde Greet appreciated the visual qualty in much of
Eluard's imagery, commenting ﬁhét ", . . most important, the

poems we have considered, like all Eluard's poems for

T

.o,

paintetfd are designed to be at once ;éad and Seeh——or
envisioggé."’z' Roder Cardinal also gcknowledged the close
relationship between the visual and the verbal in surreal
imagery when he stated that "The surrealist verbal ima@e

translates itself with admirable literalness into the visual

*?3Hedges, Language p. 4. '

- *2¢payul Eluard, Oeuvres complétes I- (Paris: Gallimard,
1968), p. 516. | .

327paul Eluard, Oeuvres, p. 516,

?*Anne Hyde Greet, "Paul Eluard's Early Poems for-
Painters," Forum for Modern Language Studies Vol. 9, No. |
r(1973), p. 87.




188

sphere."®?” In an earlier article Cardinal discussed more .
fully his ideas on verbal and visual images:

On the one hand, there is evidence of a divergence
between image and word at various points: the word
will take over from the image the better to express
an idea; it may even contradict the image, or at
least instigate new developments that supersede’ it,
The two sides of the paper then have an antagonistic
rather than a reciprocal relation. On the other
hand, there is evidence of convergence whenever
pictorial forms can . be seen to behave like verbal
forms . . . such affinities may support the
hypothesis of a common primary stimulus, neither:
essentially verbal nor pictorial, a stimulus that
derives from an intimate creative matrix of
inakgicuLate forms.?**°®

From these few quotatiohs coﬁbined with André Breton
and Paul Eluard's:statements on the rolevJé pe:ception,in‘\
the surrealist doctrine, Ve céﬁ feadily observe the \
central——perhapswparamount——importance‘bf perceptual
( mbdéIEpieS'fOF surrealist ;@agery..we can appreciate the
need for critical studies whichﬁgéﬁcenfrate not merely on
language éxaminations, bdt 6ne§'whiCh also attehpt to -
ascertain more precisely the relationship between lénguage
and perception. To this end, I would now like to examine
surreal imagery from the perspective of perceptual
fmodalities-with'the hope. that this study will help to .
increase our understanding of this most perplexing
phenomeon--the surreal image.

—— e e = - — = - -

. **’Roger Cardinal, "Surrealist Beauty," Forum for
Modern Language Studies, Vol. 10, No. 4 (1974), p. 355.

| *?°Roger Cardinal, "Image and Form in Schizophrenitc
Creation,” Forum for Modern Lanquage Studies, Vol.. 9, No. 1
(1973), p. T119. ~ .

» ey,
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VIII. Surreal Imagery: Andre Breton

.

Automatic Qrfting, a unigue phénomeon and one which has
‘caused a gréat aea;'of_confusioh, was the first ‘weapon
employed by the surrealisﬁs to destroy the barriers between
yisua1~and vgrbal experiences, between perception and

conception. By breaking down the conventional semantic //
| {
~—

S$ystem inherent in normative,communf%ative modalities, the

-

surrealists hogped to proyoke. new perceptions, thus
P\ p

revitalizing both experience and language. In contrast to
;he usua practicekbf projecting language onto the physical
world, t&e sufréalists' practice of automatic writing  |
projects lénguage into the individual's perception of that
world.

>~ Since Freud proposed the idea that automatic responses
reveal the "Qnéonscious" ior, as.we describe it the right
bfain), automatic writing has ffequently béen treated by
literary critics and casual readers aiike as if it were a
pathoiogical manifestatién. Consequently, the imagery‘is
approached from‘a p@eudo—thefapeutic stance. Indeed, as the
situation of surréaiist criﬁicism stands, it ofte; appears
as if we, as critics, are engaging in the ob?iously futile

\
task of attempting to effect a pest mortem diagnosis .and

cure of individual poetS'rather than objectively trying to
identify the‘imagery. The application of such critical
..appréaches to Surrealism's automatic texts are a direct
affront to the gdals og the movement. Breton and others had

. , )
wanted language to directly reflect experience. I seriously

189



\

doubt if {hey would have appreéiated having others, under

the guise of interpretation, reword or explicate their

1990

images in such a manner as to make them conform to the very

normative modes which they were .trying to annilihate.

X refreshingly objective study which examines automatic

writing from a linguistic perspective has recently been

publighed by Inez Hedgés. Using a componential theory of

semantics which allows for the encoding of words according’

to a limited set of semantic featufes, she identifies those

grammatically matching rules which are characteristically

v1olated 1n automatic writing. The model she proposes 1is

based on an analy51s of Breton s and Soupault's "Ecllpses.

'sub]eCt verb matches
--of a human attribute to a verb requ1r1ng a human
subject ("sentiments blanch")

~—of a’'non-living noun toé a verb requiring a living

. subject ("the cloud comes running," "balls of cotton -

give birth")
~-of a non-substantial noun to a verb requiring a
substantial subject ("theories dance")

~--of a non-human (but human-sized) noun to a verb
requiring a human subject ("smoke-fumes arrange a
rendez-vous")

--of an animal to a verb requiring a human subject
("an insect forgets himself")

4

noun-adjective matches
~-of a non-durative adjective with a durative noun

("relative sighs")

--of an adjective normally attibuted to a human w1th_

a non- human (but human-sized) noun (' melancholy
seconds," "sentimental clouds")

~-of an adjective normally attributed to a living
thing with a non-living noun ("breathless record")
--of a non-mental ad]ect1Ve wlth a mental noun
("current dreams")

--of an adjective normally attributed to spatially
extended nouns with a noun lacking spatial extension
("obscure silences")

i



191

possession , ,
~-of a substantial by.an insubstantial ("organs of
.Joys,"™ "promontory of our sins") *
--of a living-attribute by a non-living thing
("murmurs of stars")- . . .
--of a human attribut€ by a non-human ("cares of
parasites™) ' ' - :
~of a large object by a smaller one, except in the
> fase of humans ("church of lobster") :
»' h
“Ps clauses” : ,
~-equatian between a non-human and a’ human noun
("the dream is a villain") :
—-equation between a non-living noun and a living
part ("the star is an eye") '
~-equation between a non-substantial noun and a
substantial one ("the.bouquet ‘is an abuse") \
~-equation between a concave noun and a convex one
("the hole is an organ")?:: R

With the aid of several colleagues, Hedges developed a

computer program which could simulate surrealist automatic

writing through a process of semantic mismatching. Examples

of the‘‘computer's "poetic" endeaggursragemfpundfpeloyiﬂfn”

. .
1. The chateau's'apprpvéi dazed the languid spider.

2. An imperceptible f1sh came. He dissected a limber spider.
3. The story's madman talked, but.a ready candalabra fell.
4. A stgry's madman winked.” A spider's body fell, and a

r ' ' : ' ,

eader Began,???
o,

The very fact that a compéter prograT/%as been written
which can produce images indistinguishable from those
- produced by surrealist poets raises a serious question

regarding much of the scholarship to date on surreal imagery

and the unconscious, since computers are obviously left

*’'Inez Hedges, Languages of Revolt: Dada and
Surrealist Literature and Film (Durham: Duke University
Press, 1983), pp. 93-94.

*?Hedges, Languages, pp. 94-95,
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perception. Tﬁe”succeééful‘dévelppmenﬁ\of this program
clearly indica;es that,,inkthe case of automatic writin§,

~critical attenkiqh must be focused on effect, and not as is
common~pfacti¢e,’on the:poet{s Subcoqscioushbr thOnscidus
conceptual‘pfocéssesf since a computef boséesses neithér
.subconscious nor uh;onscious "mind," It also, I beli6ve;
shows that attempts tp."decpde,“'or "interpré;" this imadery
in accordance with Freudian or Jungian pgycholbgy,are, in
fact, Wisd{rected and an unintentjonal affront to the
surrealists' endeavouf. Attempté to explicate the imagery
produced-by automatic writing qften result with the cfitic
taking recoyrse to symbolic interpretations wherein 6ne word
1s understood to stand for another or a combination of
others. When conventional frames ére bfoken, critics/readérs

Vg

often force wordsito assume symbolic values as they scramble

to modify the components in the new frame to conform with

"their expectations of established frame patterns, instead of

accepting the words literally and striving to construct new

c

frameworks.
Let us now turn our attention towards a sampling of
= e
" 0 3 ”n N . - i .
automatic 1mages” to ascertain how the language modalities
L 4 - .
involved in such communications operaté—and how these images

‘may be read.

v

In 1920, Breton, with Philippe Soupéulf, pubiished the

co-authored automatic text Les Champs magnétigues?®?? from

M —— —— - ——— - - ———

v 33andré Breton and Philipppe Soupault Les Champs
magnétigues (1920; rpt. Paris: ?allimard, 1967. All other

-references are to this edition.

LR
% \
H
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which the following examples were selected'at random.

L
. 1. Prisonniers des gouttes d'eau, nous ne sommes que des
animaux perpétuels (p.~§;).
s

The first part of thi mage "Pfiaonniers des gouttes
d'eau" communicates through thé figurative language .
modality, but the reader oannot comprehend it throuoh either
contextflal or in{erentiaﬁwreading proceéses. Therefo:e: in
order to decode the image he may utilize free association to
arcive at a totally individualistic interpretation. The
signs in the';mage do not evidence feafure compatibility,
for a message cannot be decoded from the image through
‘analytlcal processes For example, there i1s not rational
relationship between "prisonhiers" and "gouttes d'eau."
Slnce the idea of belng a prlsoner is normally linked with
the concepts of being incarcerated in a space or being a
prisoner of an emotion, the framework expectations are |
disrupted and we cénnot'decode the'meesage concgptually
’througn either contextual or inferential readings. If the -
reader is prepared to abandon his conceptual approach to
language he:may visualize people‘incaréerated in drops of
water, perhaps struggling to‘free‘themselves, After this
perception, he may proceed to try to decode the message for
its content or its conceptual base which once again involves
the use of free association. The second part of the image
can, on the other hand, be read inferentially andvthus can
be said to communicate figuratively.‘fhrough analytic

processes, the reader could interpret this statement to mean

that people, despite all their pretensions are still nothing
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more than animéls.

Because the first part of the*image ("Prisonniers.des
gouttes,d'ead")'induces visual processes before cohceptuad
- processes-=largely due to the preponderance g§ concrete
nouns--it promotes the formation of visual imagery in the
reader. The second half of the 1mage 1s.p11able to normatlve
analyt1c readlngs, p0551bly due to the word perpetuels" 
which is an abstract noun and can only be processed by the
left hemisphere. Thys, while the fjirst coufg be said {Z'
evidence reduced left°hemispheréféctivity, the second
suggests a reshrgence of activity in this hemisphere. \The
»actual reduction in normative communication modalities” was

L]

not sustained, but because of the shock\ﬂffect‘Of the first
half,ché second could also be mistaken for non-normative
coﬁmunication.

Actually, I ghould like to draw the reader's attention
to the possibiljty that,while the first half'evidenées
"surreal" o%‘non—normative percep?ipn, the second half could
be seen as an explication offereé)h¥*£ﬁe left hemisphere of
the perception. The verbal left hemisphere attempts to make
some sense of the perceptidn‘and "seeing” pfisoners in drops

kd

of water logically concludes that man has been reduced to

the level of a form of bacterium,
2. Quelquefois, le vent nous entoure de ses grandes
mains froides et nous attache aux arbres decoupes par le
soleil (p. 13).” '
The second image offers an example of personificatipn

of the wind. The first half communicates figuratively and
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can_be understood inferentially, indlcafing thr:it.is left
hemisphere dominant. Through the use'of.thesgtlnferenrial
processes, the reader may arrive at the relat{vely,simple
message that the "nous" are out on a cold, windy day and the
gusts of wind seem to wrap around thembalmost pinning, the
to the trees. The problem surfaces\with tne word "arbres
découpés par le soleil.” However, if the reader stops | iy
decodlng conceptually, and begins to employ percep%ual

. A -
technlques when he"’ responds to the image, he _may

L]

see” the
~sun's rays llterally block out the tree top. In other words,
che image 1is best understood whcn‘read visually (literally),
not verbally (figuratively).‘ﬁfter the initial viSualizstfﬁn

¢
aie reader may then attempt to relate this imageito those
\i"i

i A\

) .

A .
wHich'surround it. At the .same time, however, I should like
to emphasize that perception is a contihuous process, and it
is _guite possible that after one perception has been

éxpressed} the poat instantaneously moves on to another

forcing the reader'to travel with him. . &
- . . .
3, I1 faut donc etouffer encore pour vivre ces minutes
plates ces siecles en lambeau (p. 14). .

In this 1nstance, the 1mage annot.be decoded eithér
acontextually or 1nferent1ally ich indicates tnét it”
communlcates in nelther the bZZeral nor the figurative
modalities. In order to attempt to decode the image fhé_
reader has little choice but to take recourse to free
assoc1at1on. This means, of course, that th\/poet is no
longer act1vely directing the reader's interpretation of the

image. " » ‘ _ «

N
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One possible readieg is that suffocation is ineecapabﬁe
because of the boredom of everyday li{e. The use‘éfeencore
implies‘phat‘suffOCation is an ongoing experiehce, perhaps
one which the human belng must endure. There is an element
of t1me disruption in the 1mage w1th the words "ces siecles
en lambeau." Interestlngly, these words may also evoke a
strong - wvisual image of dlfferent Qbenes from dlfferent ,

centuries jumbled together in a collage.

4, L'eau de Javel et les lignes de nos mains dirigerong
le monde (p. 15). . e

The most,strfking ‘feature of this image on initial
reading is itS'absurdihumore There is obvious opposition in
ﬁhe fmage between the ne£ural'world,'§s represenf@d by the
lines in the hand, and-the technological one, as rep;eseneed
by Javel. A?though the actual message ie»tétally illogical,
it can be~reéd contextdally:and therefore communicates
figurativéiy, Visually the reader may férm a truly A
delightful'image of a Javex bottle and a hand setting off on
a crusade to conquer the world 1f, however ’he wishes to
try to decode the image 1nferentlallf, which I believe could
result in over- reading, an 1nterpretatlon like the fOllOWlng
could be attalned The lines in the palm have long been
considered to be indicative of life patterns, a method of‘«
teliiné‘both“the past and the future; . .=zach is pazu'of‘the
modern, chemical world, and is a relatively recent
invention.rThe appearance of the "eau de Javel" as a Rymbolk
for the world today is striking, for it suggests hoth che

bitterness (acidity) of modern exi= =twe and the blesched or
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faded quallty of man's lafe - 1
Flnally, the idea might be put for%b that this image

reprqsents~a changing concept of beauty, since it comes
~ EROe p
. - ~ ' - -’ ‘ .
after the line, "Belles nuits d'aolt, adorabies crépuscules
. - N [ ¥+

marins, nous nous moguons de vous!" k
AV . s
5. Nous eur avons donne notre coeur qui n'etait qu une

chanson pale (p. 15) )

SN . . . : /
This image possesses a high potential for evoking an/
>J = ) A . . N~
emotional response from the reader, even though it clearly

R LN

.fulfills neither contextual nor ifferential demands and
;therefore cannot be said to communlcate ‘in elther the

llteral or the figurative mode. Whatever message may be

¢ . - v .

contained“withih the image cannot be decoded within -

frameworks developed through rational thought patterns which

.

are based on refereg}ially verifiable knowledge of the
& . .

" characteristics and laws which govern the universe as we

know it. The visual plays a relatively minor role in this

4

image, with the result that the process of free association
becomes important. The effeéct on the reader ia/%o help break

down the established semantic frameworks as the reader goes

ever farther from the original Source Signs.
The reader may also form'a strong visual picture which

. . ’ . . O .
combines, or actually superimposes a soft outline of musical

notes with a pa-e ¢olored heart.

-

6. La fenétre creusée daps notre chair s'ouvre notre
coeur (pp. 19-20).

Clearly, this image fylfills neither contextual nor

inferential demands. Whatever message may be contained in
- -

N4
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®

the image cannot be adapted to.fit into even the most
extended normative- framework, Initially, the reader may

attempt to decode the image through. free association" This
b )

process could result in a readlng where the word window

brings to mind the idea of transparency,&aﬁﬁ of clarity. Yet
. . . & .

because’ the window is hollowed, there is an equally strong
) &
indication of absence, lonellness, 1njury, etc. Howeverf

‘con51der1ng the image as a wvhol®, rather than in parts it
would appear to be more posxtive than negatlve, for the
image of a hollow’ ylndow_could 1mplyfthat the last barrler
to total freedom hashbeen removed. The flesh, whlch is
mnormally governed by all the restrictions and expectatlons
of society, can now;see and perhaps 301n the heart. It is as
if eyes (part of the physical body) were emptled‘ f past
mlsconceptlons and were free to look at or into the heart

Alternatlvely, and I belleve more accurately, the

¥

reader could attempt to form a v1sual perceptlon of the

1mage whereln a hollok

window in the flesh is actually seen
: 2

to -be opening athear“. After the.formatidn of,this A

]

visualization, the reader could start to ‘explore p0551ble
conceptual’ 1nterpretat10ns of the image.

7. Les clairéres des forets marltlmes et des pdrts
connus sont trop parfumées (p. 54).

«
-

This image‘cannot be decoded contextually or
inferentially w1th1n the established llngu1st1c frameworks,
even when such-frameworks are extended fe) once again the
reader may employ assoc1at1ve processes. Read:ng

L,

'assoc1at1vely, he will note the reference to water w1th the
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" words "maritimes" and "ports. " The contrast between the

a

natural and the ara1f1c1al shows one of the contradlctlons

~common to surreal imagery.

However, should he be willing to accept the image as
referrlng to a perceptual modallty which does not conform to
normative expectations, and 51mply v15ual1ze‘w1thout
attemptingvto justify the perception; he wiil be eble to
form a mental image through homospatial processes; Thjs new

way of "seeing" could thén lead Mm to conceptualize

[N

~heretofore undisclosed relationships between the maritime ‘f

clearings and familiar perfumed ports.

8. Je sais que derrlere nous on ne peut que palir de
frayeur (p. 65). 3

This sentence communicates both literally and
figuratively and can be readilybcomprehended without
extension of normative frameworks. Interpreted literally, it

simply indicates that the writer is aware that someone

~ behind him can onlx,be<pale with fright.

1f explicated figuratively, it could be read as a
surrealist statement of facti fof the sureealists were
frightened in an obscure way by the past, by the entrapment
which‘fhey believeq lay behind them¥ The statement could‘
also be interpreted as referring to the fear suffered by
those who do not have the courage to undertake tl;;e ’ ,
surrealist experience. Thire is some intimation ef a forward
movement on the eart of at least some, since the'image
implies a group lagging behind the "nous." Finally, sudden

palor from fright is a common physical manifestation of
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fear; the mention of which' in a supposédly automatic text
indicates one of two‘things:‘firstly, that the left
hemisphere is also aware of this physical reactioﬁ or
'secondly fhat there 1is soﬁe mediation océurring between the
left and rﬁght hemispheres. The latter may well_be the more

probable explanation.

9. L'amour au fond des bois luit comme une grande bougic
e Py
Thié image cémmunicates figuratively and can actually
be understood ihferentially. Consequently, fhe reade;.is not
required to construct new frameworks, but merely to extend
previous ones which he has used to interpret imagery found
in a moré traditional setting.,

”;'fbr example, by employing inferential decoding
prgcesses,.the reader could decide that there is a
relationship between the love and the ideas of light and a
feeling of warmfh. One reading could be that love in
darkness or loneliness (fond des bois) lights up life iike a

j
large candleé illuminates a room.

10. Ma jeunesse en fguteuil a roulettes avec des oiseaux
sur le magche‘gg l'avenir, . |
Since this image cannof be decoded within the expected
linguist&g frameworks, the reader must either attempt to
decode it through free association or through visuali;ation
techniques. ggcahse‘of the abstract nature of the words
"jeunesse," and "avenir" the image is difficult to read

visually, and free association appears to be the most

pfomising way tQ try to decode it. When read associatively,
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the image displays as its mBst notalbe feature an indication
of the possible conciliation bf apparent contradictions.
There 15 the clear implication of a youth confined to a
chair. Yét at the same time, there is an equally strong

suggestion of freedom of movement, even of flight, with the

e

image of birds posed on the handle as if about to take
flight. Although one must acknowledge that there is no
direct evidence of free movement, there is definitely the
potential for ‘it. There is also a linkage between the
diéﬁotomies of past and present with the covert implicationrw
of a youth, probably passed, and the overt use‘of‘favenir:;
In addition both past and future are are meéiated by the
presenp—-this mediation coming primarily from the u:e of the
present tense. The youth in the chair still exists and this
youth might stand for a societally condifioned mind, but

through a hidden transformation, he might regain his

mobility, his freedom to fly. One could even extrapolate

.

>.—

that this.transformation is achieved via the surreal
experience.
The reader's atter ! on will now be directed towards

images drawn from Claire de terre, a collection of poems

]
published in 1923,33¢

1. Plutét la vie que ces prismes sans épaisseur méme si
les couleurs sont plus pures" (p. 72).

Contrary to the géneral opinion that all imagery found

in collections labelled "surrealist" evidences semantic

**'André Breton, Claire de terre (1923; rpt. Paris:
Gallimard, 1966). All otheg references are to this edition.

4
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~incompatibility which'cannot be reconciled through extension
of normative linguistic\frameworks, this image communicates
figurativelyhand can easily be interpreted inferentially as
suggesting that life is more desirable with all its
imperfections than are "prismes sans épaisseurf" Basiéally,
this fantasy image states that the experiences which life
offers are'mo;e\valuable than beauty without depth.

Since the image can be read through sequential,
analytic processes, its effect is to stimulate the verbal
left rather than the visual right hemisphefe.

2. "Plutot la vie qu'une Enfance venerable" (p.| 73).
This llne commuhlcates flguratlvely and can be 1nte;preted
using inferential processes. There is virtually no stimulus
which encourages the reader to form any visualization, and
the statement is deflnltely conceptually orlented Through
1nferent1al interpretations, the reader flnds that although
childhood is generally seen as a‘time of purity, innocence
and freshness, hefe it is being rejected in favour of life
with all its vicissitudes. This image, like the one
previously cited, evidences an optimistic belief in the
value of life, The?e is no indicatioh of»altered perceptual
or even conceptual modalities. Therefofé} the.statément is
- processed, once again, by the verbal and sequential left
'hemisphere.

"3;'"La vie comme un passeport vizrgé" (p. 73).

Somewhat dlsapp01nt1ngly, this 1mage too communicates

*
flguratlvely and requires only inferential decoding. Llfe is

-~ —
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seen here as a blank, presumably'pure, book upan which the
stamps of experiénce\are written. Since it can be aecoded
throuéh analytic processes and appears to be conceptually
rather than peréeptually oriented, I suggest that left
hemisphere activity dominates both its creation and its
reception. .

4, "Ainsi la rosee a téte de chatte Seﬁbergait" (p. 68).

This image ;apnot be decoded through either contextual
or‘inferential readings within the established bounds of
either semantic or perceptual frameworks. There are,
however, two possibilities: the reader may try to read it
associatively or he may try fo visualize it homospatially.
In the second instance, one possiblé viéualizationvwould be
dew with a cat-shaped head swinging softly back and forth.

When read assocfétively, the reﬁerence toydew suggests
water and, by gxtrapélatioh, transforﬁation and
continuation. The dew acquireg,'in addition, an almost live

N

quality by its ties to a cat's head. A cat is clearly
suggestivé of stealth; of quick and silent movemehp, perhaps
.ven of mystery. Also because eyes .are a dominant physical
fepfure of felines, there is an implication of luminosity, a
glow Qithin the dew. The abilit§ to see in an unearthly way
or to see when dthers‘éénnot‘is included in the imagg, since
felines have the ability to see when other animals—d? not.
There is ambiguity in the temporal sense in the line

for dew can: be understood to appear in between night and the

break of day. The quality;of trans—témporality creates a
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feeling of anerﬁainty about beginhings and endings; lines
of separation appear to.be diéappearing. Movement is stated
in the verb "se bergait"-—a silent, peaceful back and forth
motion suggestiQe 6f“an endless metronomic and ‘
self-sustaining action, like the swing f;ombday to night or . /.
the passage of time. v

The image can, I believe, be best appreciated visually,
although because of the non-normative perceptions offered,
the visualizationg must be éf\a holistic rather than

| S
sequential nature which indicates increased right hemisphere

aétivity. Even when interpreted in the more verbally
oriented associative mode, sequential logic is)replaced by
simul;anéous association. |

5. "L'éternité recherche une montre-bracelet" (p. 68).

This humorgps, Slightly ironical, comment on time |
cahnot be interpreted either contextually or inferenﬁially
within our normative frameworks. Th% idea of eternity which
is timeless looking for a device t mark’the passage of
hours 4s absurd. However, it is ou analytic, left
;hemisphere knowledge of the concept of eternity and ﬁhe
~function of watches whiéh enables/us to see the humour &n
the statement. The‘semantic incompatibility indicates a
right hemisphere'contribution‘to the image, but the decoding
process is.governed strictly by/ the verbal hemisphere. Even
when evident séﬁantic incohpat bility indicates that an

. : : / , . . :
image 1s automatic, the effect of the imagenic communication

may still be strongest in the left hemisphere.

!
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6. "La belle, la victime, celle qu'on appelait/Dans le
guartier la petite pyramide de reséda/Décousait pour
elle seule un nuage pareil/A un sachet de pitie" (p.
67). ' 4 ' y

This ‘image cannot be decodéd either éontextually or
inferentially. This indicates that the communicative %
modality involvedfis associative andwthat normative 4
frameworks are broken. There is a strong visual component in
the imagery which optimally may induce the reader to form.a
mental image of a Beautifuljiictim who is unstitching a
éloud’or a sachefjsﬁpéfimposed-on a small pyramid of reseda.
While this visualizafion cannot be comprehended through
analytic prodésses; it can be appreciated as“a~uﬁique
perception. Moreover, the poSsiblelrélation§hip_between the
camponents in the imagé‘can be explored .from seemingly -
_infiniﬁé perspectives. '

I1f approached associatively} the reader could find that
the image combinesuwelements from the plant, minerai, and
human kingaoms since the words "la belle," "la viétime,7
"pyramide,” and "réseda” are linkéd ﬁogether.;A reader may
also find a suggestion of thg continuation of time in the
words pyramid and reseda, fof‘the pyramids have endured for
centuries and reseda ié a perennial plant whose bloom is a
pale green flower. In addition, both the plaﬁf and the
pyramid seem to be reaching upwards towards the sky, while,

in fact, they must remain in or on the ground in order to .

maintain their existence. : f
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The earth is combined with the sky in the latter part
of the image when the girl unstitches a cloud for herself.
. -

This image is a delicate one suggesting softness and a vague
/

53

hint of sadness. Clouds, in a sense; surround objecte with
an aura which“in this caseAis pity. |

,Although, as we have seen, the image can be partially
interpreted throUgH asseciative processes; when approached
in this faehion, the interpretations are totally |
individualistic. A visealization of the image, on the other
hand, would be fairly standard. Since the image cannot be
undersfood through seﬁuential feading processes, and §ince‘
it does induce strong mental 1mages it appears to .
necessitate actlvatlon of r1ght hemlsphere dominant spatial
hOllSth proce551ng. It is best read visually as a
hemospafiai image.

7. "Le desesp01r roulait au c1el ses grands arums 51
beaux" (p. 85). : /

This image cannot be decoded contextually or
inferentially within-normative.frameworks, because semantic
incompatibility precludes any seguential geading, Read
visually the image offere a contrast between the darkness of
despair (peghaps visualized ae dark clouds) and the beaufy
ef the lilies ngerimpesed'upon one another. This
superimposition could lead the reader to try to ascertaln
some relatlonshlp between lllles and despalr, thus openlng
his thought patterns to new ideas.

When read verbally or associatively, the reader could

~ .

suggest that despair assumes greater power by being.
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.associated with the storm. This occurs because the verb used
"roufgit" is the same verb used for thunder when it is
rolling in the sky. The'joining of despair with lilies
provid@s an odd cbmbination of blendkngs ahq contrasts, for
while lilies are often associated with peace and tranguility
they are also connected with funerals and death.

‘ »Since the image cannot be read in'acéordance(with
sequential language demands, and .since viﬁual appreciation
has precedence over verbal explication the imageiappearsfto
depend upon :ight hemisphere aé£ivity. | .

e 8, "Les torpeurs se déploygient comme la buee" (p. 85).
‘Although there is a strong visualization offered by the
image, the visualization is dependent upon successful

inferential decoding. In other words, the image must be read

verbally in order to be apprec1ated visually.sFrom past

relatlonal semantlc expectatlons, the reader may assume thatr

feellngs of torpor or lethargy are slowly spreading like a
soft covering of mist which encompasses and surrounds
objects. Since this image is pliable to inferential reading
strategies,;its reception--if ﬁot-its crea@ion-—involves
primarily left hemisphere aéﬁivity

9. "Le sable n'est qu'un horloge phOSphorescent/Qu1 dit
minuit" (p. 69). ,

From the ev1dent semantic 1ncompat1b111t1es in the
image ( sable” = "un‘horloge phosphorescent") the reader
immediately knows that it cannot be decoded either

'contextually»of inferentially. If read visually, a

homospatial image of a phosphorescent clock set at midniaht

o
/
i -
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-
is superimposed with sandx perhaps a beach. If, onh the other
h\né, the image is read associatively the reader may note an
odd}gsﬁtfadiction between the vastness generally associated
with séndﬁ and the mention of a phosphorescent clock. This
contradiction could possibly be resolved if, through the

process of assdciation, the reader equates hourglass with

both sand and clock. | s |

Another interpretatioﬁ could be that ;pé ~"horlo‘ge
phosphorescent” is the moon.because the fmoon was used to
measure time and it looks phosphorescent. Since sand is
joined with the "moon," this reading- would imply a joining
of the terrestrial with the heavenly. In addigion, since
Phoéphor is the morn{ng star (Vents), there is an indicatioh
that the phosphorscen% clock cghld be interpreted as Venus.

There are, no doubt, as many possible interpretations
using associative readings as there are people readiné the
image. | |

The fact that the ihage can only be read either
visually or associatively indicates a dearth of sequential,
normative frameworks. The image should, therefore, increase
activity in the v;sual, holistic, and simultaneous right
ﬁémisphere. |

The next major work published by André Breton was the

First Manifesto (1924) in which the ‘creative text Poissqn

soluble wés included.

1. Mais dans sa chair transparente se conjugent la rosee
du soir et la sueur des astres (p. 68).
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This strikihgly beauiiful image doés.not communicate a
perception or a conception which can be unaérstood within
the boundaries of our normative frameworks. However, when
.dgcoded‘visually the reader forms a homospatial image where
evening's dew, and the sweat of stars meet within
transparent flesh. o " f‘ﬁ

If read vérbally through aSsoc%ative processes, the,
image clearly evokes an impression of lightness and
t:anquility. It aiso inleves the joining of'flesh,'spirit,
mortality, immortality, the terrestrial and the heavenly. In
the‘trénsparentAflesh there is.conciliﬁtion even between the
real (rosée du soir) and the unreal (sueur des astres).

2. "La nuit estLvenue, pareille & un saut de carpe a la
surface d'une elau violette et les étranges lauriers
s'entrelacent au ciel qui descend de la mer" (p. 75).

!

The reader is warned by the first four words that this
unusual image describeé nightfall. This information helps
‘the reader to understand the succeeding imageé and to place
them beside if not within a normative framework. Because of
‘the information given.at the beginning of the image; it can

be decoded inférentially which indicates that the

communicative modality involved is the figqurative. Through'

“a,

e

inferential pnomessés, the reader could arriQ@ at the

interpretation that alt?gpgh nightfall usually&%gmgs slow;y,
in this image its appearance is sudden. The stggzge laurels
could be drops of water which Qere formed with the splash of
" the fish returning to the water. The water's violet color

could be an optical illusion created by the setting sun. The -
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Aidea of optical iilusionsvwéuld also seem to explain the
phrase "ciel qui descend de la mer," since in poor light
perceptions are often altered. ﬁhefe is also the possibility
of a reflection of the sky in the sea which would give the
impression; in cgft;in light cohdition§} of the sky actually
descending from the sea. _ N
The most interesting aspect of this particular image 1is

that without the first four words which allow us to .develop
and then t6 extend our frameworks, the image would have
required éithe: visual or associative readings. #T othe;
words, only when no recognizable framework structure is
available do readers react with simultaneous, visual, and
‘holistic processes. In other instanc;s,‘the verbal ‘
COnceptuél processes mainﬁaih their dominant position.

3. "La pluie de l'ombre sous 1'immense chapeau de paille

de' la jeune fille de mes réves, dont le ruban est une
rigole de pluie" (p. 97). :

, v
This image clearly cannot be be decoaed within any
normafive conCebtual or peréeptual framework. Ih addition,
the nﬁmber of different components involQed make a visual
homospatial reading difficult although not impossible |
particularly if the reader is familiar with surrealist
painting, If read'viéually,_the most notable feature of the
image is-its insistance.on’rain/watef imagery with the
opening being'"[l]a‘pluie de l'ombre;\:and thé closiﬁg being
"rigole de plﬁie." ) v\\:

~If the reader tries té employ the»assoaiafive verbal

reading process, he may note firstly that rain suggests
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renewal and regeneration. When, as in this image, it is
connected with youth (jeune fille) the positivé'imblications
are even stronger. The statement that rain is a shadow is
clearly impossible to accept within our estéblished semantic
frameworks, yet the juxtaposition of rain with shgdow makes
the reader suddenly ‘aware of a shared afflnlty--both rain
and shadow affect perceptlon

In essence, the conclusioné produced by this
aséociative régding dhile’indicating right\hemispheﬁe
participation,” also serve to expénd our lef£ hemisbhere
dominént fraéeworks'by‘showing us an unexpected similarity
between rain and shadows. )

The following examples are drawn from Breton's work Le

Revolver a Cheveux blancs.??:® ’ o

e

"Les pieﬁvre; ailées guideront une derniére fois la
barque dont les voiles sont faites. de ce jour heure par
heure” (p. 106).

)'While the first part éﬁ the image."Les pieuvres ailées
guideront u;e de}niéfe~fois la barque," can be visualized |
quite easily without even employingvhomospatial techniques,
the latter part of the image "ddnt les véiles sont faites de
ce jour heure par heufe," breaks normétive framework
expectatlons and the reader takes recourse to assoc1at1ve
processes. Inferentially the w1ngs of the octopus could well
be equivalent to its tentacles, since the shape is vaguely
similar and both yings and tentacles are responsible for

e e —— — o —— - -

”’Andre Breton, Le Revolyer a Cheveux blancs (Paris:

M~y 2 PR PN -
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one of fantasy, similar'to images which one might expect to
f1nd in chlldren s fairy tales. '

When read associatively, the/seéond part of the image
implleslthat the sails which propel the boat are powered by.

the experience of what happens during a day. A suggestion

could be made that the boat 1s an image of a human being and

that the sails are his experiences. After this particular
associative reading, a homospatial image can be constructed
where a huntan flgure is superimposed on the orlglnal

v1su%llzatlon of a boat with sails being gu1ded by wlnged

‘octopi. : r., B
2.."Tu arriveras seule sur cette plage perdue /"

. Ou une étoile descendra sur tes bagages de sable (p.
108).

The first line "Tu arriveras sur cette plage perdue,"

meets normative framework expectations. Indeed, with the

~exception of the edjective "lost" which modifies beach and

which can infereptraily be understood to mean lonely or
guiet, the jﬁaée can beilnderstood cokiextually. However, -
the ﬁollowiog line radically breaks the framework~indiCating
that it cannot be comprehended throUgh normative processes.
If interpreted through homospatial visualization, tHe‘reader
could form an'image)of a sfngle person on a remote beach“
superimposed with'avstar descending upon suitcases of’sand.
Such a perception is reassuring in its beauty and
tranguility. | "

When read associatively, a star descending on the

luggage of sand suggests that beauty and light are finally
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being brought to bear on the fragmentafion that the human
race carries as its baggage. The implication could be that
the "tu" has reach;d a location of rare beauty where he/she
may be saved. Although a partial reading may be achieved
through associative processes, this image seems more
amenable to literal visual readings which indicates that
right hemisphere activity plays an important role in

decoding efforts.

3. "Les belles fenétres ouvertes et fermées/Suspendues
aux levres du jour" (p. 126).

This image is quite easy to envision homospatially,
resulting in the formation of a mental picturevcomposed of
open énd shut windows suspended from lips which have scenes
from daytime hours within their contours.,

When read associatively the beautiful open and shut

windows could indicate the idea of beauty existing in

opposites. The fact that the windows are hanging on the lips

of day--as if relugtant to let go--suggests that they -

greatly value the daylight hours which allow them to "see"
i : N
the world. The mention of lips brings a dimension of

softness or tenderness to the imagery, a dimension which

contrasts with the hardness of the windows., However, this is
a contradiction which céﬁibe reconciled, at least partially,
with the idea of an intimate relationship between windows
and day, for it almost seems as if‘they are kissing good-bye
at.dusk.

The next selection of images comes from Breton's work
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L'Air de l'eau.***

1. " Monde dans un baiser, un grain de sable" (p. 157).
This image is a notably simple, straightforward one to
find in a surrealist collection, but I havé‘included it here
because it states very succinctly the great faith which the
surrealists had in the power of love;~If, as we might
justifiably assume, the image is automatic, it evidences the
existence of a certain fundamental ideal which apparently
Lexists in both the visual (right) andlthe verbal (left)
hemispheres-?specifically the importance of love. However) I
should like to ;oint out that the image actually appeals to
the left hemisphere, partially I believe, because of fhe
importance love has had in poetry. The "worla in a kiss"
fits nicely into an overly-glamorized conceptual framework
containing ideas relafing to love. i
2, Je chante votre horizon fatal .
Vous qui clignez imperceptiblement dans la main de mon
amour '
Entre le rideau de vie
Et le rideau du coeur (pp. 170-71).
This'imagery cannot be interpreted within normative
- framework boundaries. Because the semantic elements are not
_especially conducive to the formation of mental imagery, the
reader may find himself taking récpufse first to free
association and iater try to form a mental visualiiation.

When read associatively, the reader notes a

contradiction between the implied threat of the first line

o o e e e e e e e . ———————

**¢André Breton, L'Air de 1l'eau (1934; rpt. Paris:’
Gallimard, 1966). All other references are to this edition.
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and thetindication of protection being offered by the hand
becaéie of the mention of love, The blinking mo&ement
(opening and closing) of the eyes reinforces the idea of a
double nature which is further strengthened by the mention
of the two different curtains. The qsader could, ,in
addition, note a¢possible relationship between the first
line which could be querstood.to imply épproaching~death
("horizdn fatal") and the third line "rideau de vie," which,
because curtains can be opeﬁed and closed with ease may
suggest ;;reprieve from death. The image "main de mon amour"
found in the second line appears connected with the image
"rideau de coeur" in the fourth line since lo&e and heart
are so frequently eguated.

After e;gaging in an associative interpretation
process, the reader might then try to combine visually the
elements that he has assoclatively defined. Although
l assoéiative reading‘strategies dobhelp té breék down

,nvrmative frameworks, they are still partially dependent
upon ﬁhe left brain for semantic storage and retrieQal.
Therefore, I would suggest that the image is héavify
dependent upon the dominant hemisphere.c

| I should now like to draw the reader's attention
towards a selection of.images drawn from Breton's famous
poem "L'Union libre" published in 1931,2?~ The opening
imagery of the poem "Ma femme a la chevelure de feu de
bois/Aux pensées d'éclairs de chaleur/A la taille de

*37André Breton, Claire de terre (Paris: Gallimard,
1966), pp. 93-95. All other references are to this edition.
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sablier" cannot be decbded.contextuall} or inferentially
within our normative frameworks. If approached visually, the
‘reader may form a mentai picture of a woman's hair
superimposed with a wogd fire. If approached through the
. verbal associative decoding processes the reader may
interpret the image to mean that fhe woman's hair is warm,
~bright, red, etc. Interesting, -in this case is the fact that
the visual and the verbal images coincide to produce
basically the same interpretation. The suggestion of warmtﬁ
is carried over to the "Aux penséés d’éclaifs de chaleur,
But now a certain sharpness aqd suddenness ié édded, perhaps
indicating a quick thinking, incisive person. This image is
difficult to visualize ana the reader must try verbally to
forge some link of meaning between fhe components "penseées,"
"écléirs," and "chaleur," as well as with the wood fire in
the previous line. The néxt line which describes the Qoman
with the waist of an hourglai; communicates within the
boundaries of our framéwork expectations and it can be
decoded figuratively without much effort. The comparison of
~a woman's figure with an hourglass has become so common that
waist is-immediately associated w%th the center portion of
an hourglass. In add1tlon, there is a definite phy51cal
51m11ar1ty between the general shape of an hourglass and the.
shape of a certain percentage of the female population,
The subsequent line "Ma femme & la taille ae loutre
egtre les dents du tigre," breaks the reader's framework

expectatlons with a vengeance.

oy
v
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The description of the woman's mouth is a'highiybvisUal‘
one reading'"Ma femme a la bouche de cocarde et de bouquet
d'étoiles de derniere grandeur." While the comparison of a ’
mouth to a rosette is readily, indeed facilely,
comprehensible, its juxtaposition with "bouquet d‘toiles‘de
derniere grandeur" expels it from its position wifhin
normative or ag?; extended frameworks. If he chooses to
-employ visual decoding strategies, the reader may develop a
homospatial image with brilliant stars superimposed on |
rosettes which are, in turn, superimposed on a mouth. Should
the reader opt for a verbal assobiative decoding, he may
eventually reconcile the semanﬁic contradictions by
associating mouth, rosette, and é bougquet of stars with‘lovg
and romance. At this point, one must note that the woman in
the poem 1s beginning to~a§sume awesome proportions. She is
virtually being deified. |

 There ‘is é strong contrast between the celestial
magnitude of this imagé and the terrestrial mundanity’bf the
following one, "Aux‘dents d'empreintes de souris blanches
sur la terre blaJEhe.“ Once more, the imagery breaks the
reader's established frameworks. Read visually, the fracks
of white mice on a white backgrdund do héve-an amazing
‘similarity to teeth,. 1f decoded associatively, the semantic
incompabilities could be reconciled with the shared
attributes of small and white. Again, visual and verbal

interpretations evidence great similarity.
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A few lines further on in the poem, the teader may be
brought to anrabtupt halt by the apparently sacrilig&zfs
image "Ma femme a la langue d'hostie poignardée."
Associatively, the reader could arrive at the idea of death,
an idea which would be reinforced by two succeeding images:
"la langue de poupée qui ouvte et ferme les yeux," and "la
langue de pierre incroyable.” |

As otten happens in'surrealist‘po try--largely because
gerceptlons keep changlng*-after the appearance of 1mages of
death and destruction the tone changes abruptly. The 1mages
which follow reflect more p051t1ve v1suallzatlons as we see

~with the description of the woman's eyelashes and eyebrows:
"Ma femme’ aux cils de batons d'écriture d'enfant/Au sourcils
de bord de nid d'hirondelle."

Throughout -the poem, the re;der finds many images that
evidence synathaesia_whgch cannot be understood within our
frameworks (e.g., "Ma femme aux épaules de champagne/Et de
fontaine a tétes de dauphins sous la glace," "Ma femme aux
aisselles de martre et ?e fénes," "Ma femme aux seins de

creuset du rubis," etc.).

t

«

In short, the entire poem reads like a marvelous
x“Ese551on. It offers a constantly changlng series of
perceptions which enable the reader to developla greater
sensitivity to the‘bossibility of inter—relationsnips
between the objects in the world around him. Even those
images which appear to be gcverned by auditory

considerations (e.g., "Au seins de spectre de la rose sous



219

i

la rosée," "Ma femme aux mollets de moelle de sureau") offer
new perceptions which may help to expand the reader's
perceptual and conceptual processing modes. . ‘ 3

In the preceedirig-discussion, 1 choée to examine images
selected at random in order to minimize the chances of \
unintentionally selecting imagery which would conform to
preconceived” ideas. As we héie completed this section of the
study, I wish-now_briefly to focusxthe Yeader'svattention on
.a longer excerpt of surreélist writing. The imagery I have

chosen for examination comes from the section "Les

Possessions," in L'Immaculée Conception, a long prose poem

co—authored‘by André Breton and Paul Eluard.’’ In "Les
‘Possessions" the poets—fwho‘believe that the normal mind
‘poetically conditioned i$~capable of.produciné images-
identical to those resulting from "madness"f—segk to
simulate‘a‘variety of mental illnesses ranging from Mentél

% “

Debility to)Schizophfenian

~*?*André Breton and Paul Eluard, L'Immaculée Conceptioﬁ
(1930; rpt. Paris: Seghers, 1975). All quotations come from
this edition, ‘
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Le Délire d'Inteprétation

Quand c'en fut fait de cet amour, je me trouvai comme
l'oiseau sur la branche. Je ne servais plus a rien.
J'observal toutefois que les taches de pétrole dans 1'eau me.
renvoyaient mon image et je m'apergus que le Pont-au-Change
pres duquel se tient le marché aux oiseaux, se courbait de
plus en plus. ; ,

~C'est ainsi gu/un beau jour je suis passé pour toujours
de l'autre cote de i&arg—en—ciel a force de regarder les
oiseaux changeants. Maintenant je n'ai plus rien a faire sur
la terre. Non plus que les autres oiseaux je dis que Jje n'ai
plus a me commettre sur la terre, a faire 1'acte de presence
ailée sur la terre. Je refuse de répéter avec vous: "Nous
mourons pour les p'ti-i-its oiseaux, régalez vos p'ti-i-its
oiseaux." ' ,

Le bariolage de 1l'averse parle perroquet. Il couve le
vent qui écldt avec des graines dans les yeux. La double
paupiere du $soleil se léve et s'abaisse sur la vie. Les:
pattes des oiseaux sur le carreau du ciel sont ce que.
j'appelais naguére les étoiles. La terre elle-méme dont on
s'explique si mal la démarche tant qu'on demeure sous la
voute, la terre palmée de ses deserts est soumise aux lois

de la migration (pp. 43-44), ’
: o+

The majority of this simulation is oriented towards
imagery involving birds. Taken in the lérger context of the
collected group of simulations, this text maintains, albeit
rather indirectly, the majof themes of love, religion,
power, ;nd transcendence fdund in fhe other sections. Ohe
possible interpretation of the text is. that the various
types of birds embody the different types of madness being:
simulated by the poets. For example, the lack of higher
level synthesis evident when a parrot mimics speech is
reminiscent of the inability of those suffering from Mental -
Debility to grasp and to communicate abstract concepts.

For the purposes of tﬂisfstudy, one of the most
interesting aspects of the simulation is the emphasis on-

emotional trauma which may infduence an individual's

perception both of himself and of the world around him.
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‘Indeed, in the first line of the text--which communicates in
the figurative modality and which can, therefore, be decoded
inferentially--the reader is informed of a loss of love. The
ﬁext Statement communicates quite literélly and promotes
contextual reading strategies. It gndicates'the feelipg of
worthlessness which often follows ;motional upheaval. The
beginning of the change in perceptual modalities is found in
the image of the persona gazing at visual images reflecﬁed
in oil stains. As he observes his image he notes that the
;Pont—au—Change, pres duguel se tient le marché aux olsedux,
se courbaiﬁ de plUS en plus." This imagenic statement
cémmunicates‘literally‘and can be decgded conxextually
offering a clear visual image of a figure in close proximity
to birds and a bridgég as well as a concise conceptual
statement of loneliness.

In the second section the reader immediately notigés
that many images begin rationally only to terminate with a
~word or phrase which does not manifest any normative
cause--effect felationship that Eah be satisfactoriﬁy
decoded through left hemisphere processes. This is a
characteristic common to much surreai imagery, particularily
that created through co-authored automatic writing. For
example, the first line of this section begins with "C'est
~ainsi qu'un beau jour," and ends with "je suis passé pour
toujours de l'autre coté de 1'arc-en-ciel a force de
regarder les oiseauk:changeants." Since'the reader has

already been advised of potential alterations in perceptual
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modes, he may conclude--throuqh inferential decoding based
on a similarity in shape--that the bent bridge and the
rainbow are different perceptlons of the same visual 1mage.
Additional support for this 1nterpretat10n lies in the fact
‘that an image reflected in ail often has coloratLons which
are quite different f;om tﬂe original object. Therefore; the
reflectlon of a brldge in a medium whlch so distorts
perception could well be referred to as a ralnbow’ Another
similarity in the imagery of the first and second sections
is the importance of birds which appear to act as catalysts
in the perceptual alterations. Fihally, in the second
section as in the firsf,'the reader encounters a literal
statement involving-é feeiing of noﬁhingness Or uselessness
'witQ\Ebe words, "Meintenant je n'ai plus rien & faire sur la
terre." |

The most,definitive change 'in perception is found in,
the followiné words "Non plus gue les autres oiseaux je dis
que je n'ai plus a me commetre sur la terre, a faire acte de
présence ailée sur la terre," where the persona now sees
himself as a bird. The sentencebis basically a statemigt of
fact. While the information is contrary to the knowleagevand
reasoning processes of the left hemisphere, I would suggest
that an alternate reading strategy is simply to accept the |
comment &s be1ng quite valid and accordance with the
persona's dlfferent perceptual mode. Since theoretlcally the
perception is no longer controlled or modified by left

hemisphere processes, one could assume that the language
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which is used to express the perception will reflect the
alteration. Therefore; language will no longer,communicate
within the %fameworks established by thé’dominapﬁ verbal
hemispheré. Consequently, the reader cannot interpret the:
imagery by employing either the contextuaf or the
inferential strategies governed by the left hemisphere.
Moréoever; if, as we assume, this altered.perception is a
result of decreased left hemisphere activity, the
communication of the perséna is necessarily cbncrete because
of the iﬁability,of the right hemisphere to process:
abstractions. Even.if-—as is more likely--=the personafé
message is‘not‘a result of decreased left hemisphere\
activity, the effect on the reader remains unchanged. When
the'communicafion‘is not in accord with'eétablished
frameworks, the re&der must construct new ones which may be
contrary tb hiévanalytic experience. Since visual imagery
proceeded verbal imagery just as sight proceeded organized
speech, the reader's first task is to dévelop new visual
frameworks. |

The next section cannot be satisfactorily decodea using
established inferential reading straﬁegies as the
combination of words found in the statements and images
sefdom have a rélatiqnship which can-be ascertained through
analytic or sequential processes. If the‘reader chooses toi
employ free association to feconcile the seemingly

antagonistic semantics and thus to interpret‘the imagery, a

virtually infinite number of interpretations is possible
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depenaing upon the individual reader's background. For
example, the first ima%SQ"Le bariolage de l'averse par;e
perroguet," could po;sibly be interpreted as meaning that
the sound of the rain is the same as noise that a parrot
makes. Alternatively,4thé reader could try to form a visual
mental image composed of the different elements. A
superimpostion of the components‘could result in a_picture
of ﬁusical notes (bariolage), a.rainshower (averse), and a
parrot with its beak open (parle perroguet).

The use of superimposition, juxtaposition or free
agséciation may allow thg reader to percéive.previously
cbnceéled relationships amdng the d;ffefent elements in the
imagery. The reader's personal discovery of these new
relationships is, 1 believé thé gbal and perhaps the

achievement of surreal imagery.




IX. federicq Garcia Lorca énd‘Surrealism in Spain
The issue of Surfealism is Spanish literature has long been
a highly contentious one which ihvolves both historical and
cultural éonsiderations. The ¢entral qguestion is whether or
not Surfealism even existed in the literature. As
corollarieé to this come suéh qQuestions as is Spanish
Surrealism is a distinct type.of Surrealism, or is it an
imitatiég of -the Parisian model? Critical'opinion 1s greatly
divided on the matter,_rangjng from Guillermo de Torre who
said, when referring to Surrealism that, "cuya existencia‘en
las letras espafiolas es mas qué dudosa."??’ to that of Paul

Ilie who argqued for recoghition of Spanish Surrealism in his

AN

book The_§é§nish Mode in Surrealist Literature and who found

/>surreal imagery in the works many well-known pOets,‘
including Juan Larrea, Rafael Alberti, Luis Cegnuda,
Vincente Aleixandre, and, of course, Federico Garcia Lorca.
Ilie notes that the major problem involved when dealing w;th
surrealist imagery is the fact that since the movement
started in France, Qas ihitially defined that‘country, and
since the majority of tﬁe wfiters actually associated with
the movement were members of fhe Paris school, critiés tend
not to'define the dharacteristics of surrealwémagery, but ~\

rather to list as su;realiéts only those writers whom Bretdn |

designated as surrealists. He wishes to "employ the word
g rr pioy

surrealism in the least doctrinaire and most generous way

.y o ——— ——— — — - —

**’Guillermo de Torre, quoted by Paul Ilie in The
Surrealist Mode in Spanish Literature (Ann Arbor: Michigan
University Press, 1968), p. 207.
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possible,"?*° for while Surrealism did not exist in Hispanic
writing és a school, it did exist as an influence on the
developmeng‘of certain Spanish writers. Jorge Guillen
summarized the situation most succinctly when he wrote that
"Surrealism‘never crystallized as a merment_and served . -
" rather ‘as.an invitation to freedom of the imagination,"?*"
Sur;ealism's greafest contribution to the étfongly ' “
traditional Spanish literature could well be this invitation
.of which he spzaks.

A convinciﬁg argument for réducing’the limits of
Surrealism was presented by C.B. Mor;is wﬁo, arguing
" strongly against»llie, writes that his tIlie'sj ideas on
Surrealism "led him.to write a workvthat"fascinating as it
is, has nothing to do with French Surrealism and Spaln Moz
Continuing his rebutal ‘Morris adds that IllevlS "Guided by
his personal radar system_ﬁo the étrange, disturbing world
that is for him the most infallible criterion for
determinipg whether a work is surrealistic,” and that "Ilie-
has thus borrowed a}wora %ggitimized by a specifié artistic
movement to label avvogUeAthat he does not define and that
in his view has nothing to‘do with that movement,"?4? Morris

concludes his argument, in a somewhat hostile fashion by-

__________________ )
*4°Ilie, The Surrealist Mode{ p. 4.
N
"‘Jorge Guillen, Language and Poetry (Massachusetts-
Colonial Press, 1961), p. 208.

"34C B, Morris, Surreallsm and Spain (Cambrldge.
Cambridge Univ., Press, 1972), 7.

*4?Morris, Surrealism, p. 7.
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stating that, "the term Spanish Surrealism is as critically
incongruous as French éoncebtismo or Eglég gongorismo."?**

| ‘After pérusing arguments both for and against the
existence of surrealist poetry in Spain, fhe reader isiigfﬁ
‘with,the impression that there are at least two totally
distinct types of Surrealism.

While in France Surrealism centered around é relatively
small group,™in Spain Surrealism waé confined to .a few
articles and scattered translations of French surrealists
poets published in Ca«alan and Cas£illian periodicals.”*®
There were not "self proclaimed exponents of Surrealism,
leither as a}'school,' as imitators of the French, 5: as
independent writefsﬂﬁjf‘ Indeed, many‘were openly hostile to
having their vork classified as Surrealism,®*” since during
the 1920s surrealist writihg had become synonymous with
automatic wri?ing. HoweQer, as Derek Harris observeg,
"automatic writing is merely a technique for sﬁppressing
controlling mechanisms,"?** and it is not the only
contributing element to the surrealist vision. In tﬁe case
- of the Spahish poets who created”gﬁtrealist imagery, Harris

believé5~that, "the rational, aesthetic and moral barriers

*4*Morris, Surrealism, p. 7.

343The most important of these literary magaiines were
L'Amic de les Arts, Helix, Litoral, and La Gaceta Literaria.

[

*+¢Ilie, The Surrealist Mode, p. 1.

*¢’pablo Corbald, Poesia surrealista en Espafia (Madrid:
Ediciones del Centro, 1974}, p. 24. ‘

- '‘*Derek Harris, Poeta en Nueva York (London: Grant and
Cutler Ltd., 1978), p. 11.




228

were brushed aside by violent emotions seeking urgent
expression, with the reSulr thatdthey rarely, if ever, deed
to employ the cantrived technique of automatism to free *
their expression from conscious control."?*’ In Harris'
opinion, "[t]he defining principle of sdrrealism is to
attempt to give free expression to the subconscious by
whatever‘meens."“5° |

This is not to suggest, however, that surrealist
experiments were being ignored in Spain. Rather, the Spanish
poete were experimenting quietly and in private.®®' Indeed,
three years before Louis Aragon delivered his celectrated
lecture at the Residencia de Estudiantes in Madrid in 1925
Andre Breton spoke at the Ateneo in B.arvcelona.-"52 C
E;A The issue of Surrealism in Spain is.further confused by
the fact that it entered Spain via Catalonia, -largely under
‘the erratic guidance of Salvgdor Dali who alternated between
worklng closely with members of the Paris group and
declarlng that he wanted nothing whatsoever to do with them.
Yet Dali's contributions to. surreallst imagery in Spanlsh
poetry are undenlable, particularly wlth regard to the

importance of perception to this imagery. Indeed "for Dali,

reality was less a structure than a mode of

Y4*Harris, Poeta en Nueva York, pp- 11-12.

»sogarris, Poeta en Nueva York, p. 11,

*s'Angel del Rio in the Introduction to Poet 1n‘New
York, bilingual edition, trans. by B. Belitt (New York:
Grove Press, 1955), p. XXXIV,

©

*$2Corbalan, Poeéia,-p, 23.
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percéption...;"“5? This concepﬁ of reélity being determined
by perception was transfered to other poets, one of the most
interestigg of these being Salvador Dali's close friend
Federico Garcia Lorca. Harris elaborates on the importance.
of altered perceptual modalities .in Spanish‘surrealisg////
imagery: , -

Now the Spanish poets, in a state of emotional
disturbance, were unable to express themselves with
clarity, yet at the same time they had a great need
to convey the intensity of théir feelings.. The
combination of hallucinatory experience with the
expressive technique of the objective correlative
may be regarded as what produces poetry of a
surrealist nature in Spain. A heightened and
distorted perception enables the Spanish poets to
use private symbols and imagery created by processes
of free association in a way that has the lack of
inhibition of French surrealism but which retains a
measure of control derived from the emotional
condition they seek to express,?®*

Federico Garcia Lorca is a most interesting writer, not
only because of the wide range of his literary talent, which

gave the world such masterpeices as Romanceros gitanos and

bPoeta gﬂlNueya York, but aléo because he often}stands in the
" center of thebcritical debate .raging around the'issqe of
Surrealism in Spanish'literature-as we see in Angel del
Rio's commént that "En cierto sentido; se podria decir que
Lorca era mas surrealista qué los surrealistas."’® The

imagery I have chosen to examine comes from Poeta en Nueva

York. The poems which comprise the text were composed

"’ilie, The’Surrealist Mode, p. 17..

*¥‘Harris, Poeta en Nuéva“York, p. 12,

**Angel del Rio, Poeta en Nueva York (Madrid: Taurus
Ediciones, 1958), p. 45,
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primarily in the year 1929 and:chronicel Lorca's vist to and
experiences in the United States. Lo
Virtually every authoritative book written on Lorca
A

cites a petsonalgcrisis\es the reason for which he went to
New York, and the difficulty he had adjusting to the Nortcp‘ |
American liée style is eqnaliy well known. Many ctitics h::;;?\
noted his emotionally disturbed state and one,commented that
it was this state of hypersensitivity thet resulted in his
heightened perception.s" Anothet critic has even stated
thet '"Lorca saw. the city [New York] in a state of genuine
hallucmatlon."357 The referenee to the idea of
hallucination is interesting in that‘it calls to mind the
famous‘sufreaiist experinents with trances and
hallUCinations. I't aléo snggests the possibility“that Lorca
was so dlstressed that has mental condltlon almost quallfled
as an 1llness. Since, as we. known, in certaln mental
illnesses perceptual moda11t1es do not’ function according to
normatlve expectatlons and therefore 1nd1cate a dlsruptlon
of some type in analytic thlnklng,processes (left
hemisphere), the suggestion couid be offered that Lorca's
poetry auring this period evidenees decreased left
hemisphere activity.

In ofder to ekplore this:hypotﬁééis fu;ther xen

in-depth examination of Lorca s imagery is necessary The

e w— aa m  on  m— —— o —

3

*$¢yirginia ngglnbotham, "Reflejos de Lautreamont en
Poeta en Nueva York," Hispanéfila, 46 (September 1972), pp.

g

**7Carlos Edmundo de Orry, Lorca (Parls. Edltlons
Universaires, 1967), p. 116.
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first text of Poeta en Nueva York, "Vuelta de paseo" is

representatiVe of his poetry and an.examination of the
images found jn this work will give us aAgreatef
understanding of Lorca'e poetic artistry during this period.
DS
Vuelta de paseo
Asesinado por el cielo

entre las formas gue van hacia la sierpe
y las formas que buscan el cristal,

dejaré créecer mis cabellos
Con el arbol de mufiones que no canta
y el nifio con el blanco rostro de huevo

Con los animalitos de cabeza rota
y el agua harapienta de los pies secos.

.Con todo lo que tiene cansancio sordomudo
y mariposa ahogada en el tintero.

Tropezando con mi rostro distinto de cada dia
Asesinado por el cielo!?ss
One of the more interesting aspects of this poem is the
way in which various critics interpfet it,~ehd through these
interpretations one fact becomes eleér--specifically that
the influence of‘Surreaiism hes often had more effect upon
fhelcritics than upon the poet. To further clarify this
poipt let us look at the way in'yhieh three differeﬁt
litefary scholars ha§e approached the imagery in the work.
Juan barrea believes that the ierge refers to flesh.
and that cristal refers to art. Extrapolatlng from th1s idea
_-::';e;e;;;;—éarc1a Lorca, Poeta en Nueva York,

bilingual edltIOﬂ, trans. B. Belltt (New York: Grove Press,
1955), p. 2.




232

he suggests that "the poet brought this crisis to New York
with him, and that the strange environment served to
exacerbate it."®®’ Derek Harris, who draws hlS conclusions
from the repeated use of certain images in other poens,
stateekthat both sierpe and cristal are death images, but
that the forﬁer, in Garcia Lorca's usage, is alsQ linked
with the Christian symbol of déath. He therefore concludes
the image implies that, "the poet is faced with a choice of
two evils,""°'and'suggest5~that siefge and cristal are
"alternative formulations of the ola aﬁd new forces of
death."**' Harris reads the final image of the‘stanza as a
metaphor for death.""Angel del Rio, when commentlng on the
third stanza, writes, "Aqu1 el poeta, en su soledad; perdldo
en un mundo extrafio, 'entre formas que van hacia.la sierpe'’
' (es decir, que 6bedecen ciegamente alimpulsos terrenales) y
las que 'buscan ellcristal' (buscan la luz), se ve asesinado
por el eielo‘, como victima propiciatoria del caos de la
vida y del mundo."?¢? |

Theseﬁthree'different critics provide three radically 
different readings. Two of the central words sierpe and

cristal attain in their minds symbolic values which tell us

- e e e - - ——— —

***Juan Larrea, "Asesinado por el c1elo," Letras de
Mexico IIT (1941-1942), pp. 1, 5-6.

*‘°Harris, Poeta en Nueva York, p. 25.

**'Harris, Poeta en Nueva York, p. 25.

*‘*Harris, Poeta en Nueva York, p. 27.

*‘’Angel del Rio, Poeta en Nueva York (Madrld Taurus
Ediciones, 1958), p. 21.
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mofe about}the critics than about the poem. Sierpe becomes
:{legh, death, and worldly drives; criétal becomeslart,
death, ahd.light. Each of the three interpretations is
valid, despite the fact that the‘ihdividual critics
interpret the‘key words acéording to their own subjeétive,
!pérsonal beliefs, and their individual backgrounds. The
symbolic value which'each of them attaches to key words- can
be justifiea throggh sequential reasoning processes, and the
images can be sati§factorilybexplicated. |
Occasionally,- however, the symbolic apprqach to reading

o
Lorca is carried to an extreme as, for example, in Betty

Jean Craige's study of Poeta en Nueva York, which Predmore
discusses:

In her recent study . . . Craige finds an overall.
meaning in the book. She expresses it in a variety
of ways that can at least be suggested by two or
three quotations. The subtitle of her book is "The
Fall into Consciousness" so that Poeta en Nueva York
can be seen as a modern re-enactment of the Biblical
Fall: "The myth of the Fall expresses both the state -
of man's alienation from God and. nature, resulting
from consciousness, and the state of modern
civilization's alienation from any spiritually
unifying reality which might have held society
together as a commdnity™ (p. 2). But it is a
recovery as well as a fall: "Thus Poeta en Nueva
York is the symbolization of Lorca's experience of
depression and isolation in a foreign reality he
apprehends as a hostile.chaos. It is therefore the

. account of a psychic journey from alienation and
disorientation toward reinteqgration into the natural
world (p. 2). And the reintegration is furthered by

~sacrifice: Thus Poeta en Nueva York may be viewed as
a soul's symbolic journey from Adam to Christ, with
Adam becoming Christ through sacrafice (p. 85).%¢*

G

- ———— —— - - — - —a—

3¢4Richard L. Predmore, Lorca's New York Poetry
(Durham: Duke Univ. Press, 1980), p. &8. -

-~
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By switching the focus of the examination from specific
1magery to general structures without analyzing either, and |
by 1ntroduc1ng the concept of Christianity, Craige neatly
avoids expllcatlng the téxt. In essence, she is taking an
established mythology (Christianity) and creating a
mythology (Lofca's experiences in New York) which she can
strocturelly compare, but which does not illuminate the\
‘poetry. Christian mythology surfaces frequently in

discussions of Poet in New York, but it is seldom employed

— —

consistently. When the occesional cfitic‘does apply elements

of Christianity to individual images, the results are seldom

edifying. For example, the last two lines of the poem .

"Tropezando con mi rostro distinto de cada dia/ Asesinado
“por el cielo!" evoked thevcomment that "Here is an -

expression of disorientation, narcissism and allenatlon, as

the contemplated face changes dally with an ironic echo of
fthe Lord's Prayer."

If‘tne‘imagery in the poem is approached from the
perspective of left brain--right brain perception, the
question of hermetic symbolism becomes 3 lesser
consideration and we no longer need to psychoanalize the
1poet“in order to read the poetry. Instead of trying to
discover and identify symbols in Lorca's tekt, I shall
approach his poetic communication from a perceptual
pPerspective, suggesting that Lorca was concerned with
expressing’e particular concrete visualization,rether than

an abstract idea.

1
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The fact that the poem was placed under the major
heading "Solitude" is significant since prolonged or intense
solitude is sometimes a factor in the onset of various
mental disorders which may affect the individual's
perception of himself and the world arouna him. The sense of
alienation which Lorca felt in the United Statgé must have
been extreme, for the ndrmaliy gregarious writer was unable
to communicate in English &ith the exception of a few words
thch he pronounced phonetically.

The first stanza "Asesinadb bor el cielo/entre las
formas que van hacia la sierpe/y las formas gque bJscan el
cqistal/dejaré crecer mis cabellos," offers a variety of
images.

| The language modality in the first three lines of ‘the
first stanza is figurative and the imagery‘hust be decoded
inferentiélly. The imaGe type in the initial line is that of
'fantasy, since béing killed by the sky is contrary to
physical laws as we know them. Decoding the'image'through
vinferential processes yields the ideas of an oppreSsively
hot day aﬁd deprgssion. Visua1ly; the reader may see the sun

-

felentlessiy beating down on the poet. The image of the
second énd third lines can, as we have seen in .the studiés»
of other critics, be read symbolically. However, a plausible-
reading may also be attained withbut taking recourse to
symbolic interpretétions: The language modality being used

is figurativé and conseqguently the interpretation

necessitates activation of inferential processes. Or does
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it? Inferential processes, as we know, are govérned by the
left hemisphere, but pergeptual processes partake of
activity in both hehispheres. Let us pause .for a moment and
consider that neither ;las formas," nor "la siefpe" need
necessarily be symbols for some abstract conoepﬁ--life,
death, or art. If the reader attempts to visualiie»the
image, If he attempts to perceive it,‘before he:abstracfs
from it, then the references to sierpe and‘cristal could
well be a result of Lorca's visual impressions of long,
narrow streets and windowévin sky—scrapers.

In other wordé} we witness a uniqoe phenomenon where
language which seemingly operates figuratively and which
demands an inferential decoding, is actually operating
literally and can be read contextually if the reader is
willing to relinquish a highiy ingrained expectdtion that
poetic language refers to ebstractions; The languege in the
last line of the first stanza does, 1 belleve operate
llterally and can be best understood as a 51mple statement
of intent. While the,dec1s1on to let his hair@grow may
indigaﬁe apathy, or a passive form of rebellion, of even the

’

desire for primitive look to fit in withfthé primitive world
of sophisticated New York, I find no reason to delve for

hidden meanlng 1n a relatlvely commonplace statement. .

The next stanza "Con el arbol de mufiones Qque no canta/y

el‘nlno con el blanco rostro de huevo," offers two

perceptlons Whlch Lorca has of the city. I suggest that here

r

as in the lines entre las formas que van hacia la 51erpe/y
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i

las férmas gue buscah el cristal," that while the languagé
appears to be operating figuratively énd needs inferential
decoding, the image can be comprehended as visual |
perceptions which require onlY'contextual_readings. While
the tree image may be inferpreted as‘feferring fo emptiness
or lif%lessness, it can--on a perfectly literal ievei--be
seen as a dead tree stump from which all the birds have
fled. The image of "el nifio con el'bldnéo‘rostro‘de huevo"
could be inferentially decoded as refefing to inviduals
crowded so tightly together ih the street that they lose all
semblance of individuality and become as blank or
non-descript as an egg.- Conversely, and more simply, the
image could simply present Lorca's perception of a very
pale, even delicate-lookipg child.

The third stanza in Lorca's poem offers the image of
"los animalitos de cabei; rota" which can also be
comprehended as the expression of an altered perceptual
modality.'The'image could 'well fefer to animals run over in
the streets or to.the»femnanté of children's toys in which
the poet perceives a likeness to small animals. The
subsequenf image of""el agua}harapientg de ios‘pies séc§s,"
could be the”%ay the poet perceived ﬁhe wave—like movement
of the -crowds, their feet in constant mqtion.

The line "Con todo lo que tiene cansancio sordomudo”
could also be a description of the crowds as Lorca peréeiveé

. : <
them to be, simply tired deaf-mutes. Perhaps this is also an

"

indication of his self perception. The next image "y
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‘mariposa {ilks i en el tintero" could quite plausibly be the

result of

i

's having seen a butterfly iﬁ a'small pool
of oil whi:% has spilled from a car. |

Certainly, 1in the finai two lines Lorca expresses his
own perception of himself in the city. He has become unsure
of his own identity which changes daily in his new
environment as he sees himself murdered by the heavens.

As we have noticed in the,abové analysis,‘Lorca’s

imagery in this poem can be explicated without reference to

long and inj kpsychological discussions, wherein words

become incé» fabstract symbols distancing themselves

even ;;y concrete communication of a
nbn—ni J*é guite possibly valid perception. The
quésti% ‘i,;must now be answered is whether or not these
images f freal.

Lor ) fiﬁagery in his poem "Vuelta de paseo" does not
belong t of frrealism; for it has a structure which wé follow
sequenpiai 3 within the limits-of.left;bgain logic. However,

Y
a

we can fol the structure largely because Lorca writes

within a refgpgnizable framework. Inh other words, had the

reader not k:rown about Lorca's experiences, had he not known

described the poet's perceptions of New

2

that the images

York, and haf ?ﬁg poem not been entitled "Vuelta de paseo,"

the reader &%.ld well ‘have had as much difficulty
interpreting the"imagery in the text as in any poem produced
by the French surrealists. In the sense that the images in

the poem offer aa altered visual perception of reality, a
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perception wﬁich startles the rsader and forces.him to
search forvnew reiationships between both the visual and the
verbal components comprising the imagery, his text is
surreal. |

The importance of accepting the crucial role of
visualization in the comprehen51on of imagery Whlch results
from altered perceptual modalltles is well exemplzfled in
certain criticism pertaining to one of the most famous poems
in the collection Pseta en Nueva York, "Nifia ahogada sn el

pozo."

Nifla ahogada en el pozo -
(Granada y Newburg)

Las estatuas sufren por los ojos con la OSCUfldad de
los ataudes,

pero sufren mucho mas por el agua gue no desemboca
Que no desemboca.

El pueblo corrla por las almenas romplendo las canas '
de los pescadores. -
Pronto! Los bordes! De prisa! Y croaban las
estrellas tiernas. ’ -

..que no desemboca.

Tranqu1la en mi recuerdo, astro, circulo, meta,
vlloras por las orlllas de un ojo de caballo.
que no desemboca.

Pero nadie en lo oscuro podra darte dlstanc1as,
sin afilado limite, porvenlr de dlamante.
...que no.desemboca.

’

Mientras la gente busca silencios de almohada ' -
tl lates .para siempre definida en tu anillo.
...que no desemboca. :
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Eterna en los finales de unas-ondas que aceptan
combate de raices y soledad prevista. :
...gue no desemboca.

-

Ya vienen por las rampas' Levantate del agua|
Cada punto de luz te dara una cadena!
.que no desemboca.

Pero el pozo tg alarga manecitas de musgo,
1nsospechada ondina de su casta ignorancia.
.que no desemboca.

P

Né, que no desemboca. Agua fija en un pjﬁto,
respirando con todos sus violines sin cuerdas
en la escala de la heridas y los: ed1f1c1os :

* deshabitados. ‘ —~—
Agua que no desemboca!’*‘® :

This parﬁicular text has attracted considefable
critical attention, not to mention.somé admirably creative
e#plications:??‘ There 1is an_unfortunatéltendency on the
bpart of cr1t1cs who employ either Freudlan or Jungian
theories to expllcate literature to reduce and even to
mistinterpret imagery because of an 1n51stance that
everything'isvrelated to ego—consciousness'and
 ‘unconsciousnes§. These critics seem to base their decisidn
on who is surreal and who is not on the supposed appearance‘
of released repression (usually'segugl) and archetypes in
the imagéry, Eecause these phenomena are presUmed to bé
textual evidence of the unéonécioué'voiée, which the French
surrealists were trying to libérate. There is‘little if any:
room in strict Freudian psychological theories for the ideas

_---_::’E;r;;:—ééigg, pp. 504-05. |
s¢¢gee, for example, Rupert C. Allen, The Symbolic World

“of Federico Garcia Lorca (Albuquerque: Unlver51ty of New.
Mexico Press, 1972), pp. 45-60.

-
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[
of changing perceptions or creativity, Interpretations of

imagery are stagnant, because the unconscious or right
 hemisphere is seen to be a repository for a fossilized past.
“This stagnation is diametrically opposed both to surrealist
theory and pratice--where there must be constant
movement--and to modern neuropsychological theory where the
"unconscious" actively participates in.creative perceptions.
Another problem with this school of analysis is that the
critic often analyzes the poet and not the imagery.

R.C. Allen examines the poem from a psychoanalytic
perspective and decides that it was a "notable example of
Lorca's preoccupation with the creative process itself as a

&

subject matter of'poetry.""7 He goes on to discuss Lorca's
emotional §ituatioh in New York:

He suffered a severe disorientation that represented

to him the worst kind of spiritual damage possible:

the apparent amputation of his creative powers in

wvhat he must have come to think of as their normal i,

form. They were replaced by a chaotic eruption of -

unconscious material indicative of inner

destruction,?®*®
He further argues that "the flow of imagery throughout Poet
in New York is marked by a similarity to éutomatic writing
accompanied by a sense of doom or apocalypse, and the °
lurking fear that the habitual psychic organization has been

permanently destroyed."’*’ How Allen arrives at these

conclusions is never shown. He basis his interpretation on

3¢7Allen, The'§1mbolic World, p. 47.

*¢*Allen, The Symbolic World, p. 47.

*¢’Allen, The §imbolic World, p. 47.
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psychdlogiéal clichés, rather than on an examination of the
images. Drawing upon the ideas of Freud and Jung, he asserts.
‘that the éirl who-has been drowﬁéa "is an element of the |
speaker's own psyche,”"®”’° and following thisyiine of

argument wfites: e I

Everything points to her as a symbol for the
creativity which proceeds out of contact with the
feminine unconscious, and which frequently appears
in the form of a helpful girl or woman. We are
speaking here, of course, of what is known in
gnalytical psychology as the anima, the feminine -
alf of the man's psyche, that half which the male
child is taught to repress.in the process of
developing a monosexual personality . . . For Lorca,
loss of the creative flow appears in the present
poem as the drowning (repressing) of a girl-imdge in
the depths of his psyche . . . Now, for Lorca, the
"psychic child,"” having been born into
consciousness, could symbolize the beginning of a
spiritual trajectory, a spiritual value growing -and
waxing, suffused with energy--and so could '
metamorphose into the well known symbol of libido:
the horse.?®"! o

Allen's conclusion is guite sihply that in the poém‘
Lorca is "trying to describe the worsf fate of all--psychic
impasse, loss of contact with the creative unconscious."®’?
He equates the images with Surrealism, but he apparently
bases his decision primarily on the fact that they can be \
interpreted using\Freudiah and Jun§ian archetypes, precepts
and symbols, as, in fact, virtually'all imagery can be. In
pthér words, he fallaciously equétes poetic expressioq of

altered perception with a pathological mentality. From

Allen's discussion of the poem, it would seem thatyimagery

ey o - - —— - ———

*"sAllen, The Symbolic World, p. 47.
. ¥

>"'Allen, The Symbolic World, p. 47.

*??Allen, The Symbolic World, p. 51.

.
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which is subject to a Freudian reading is surreal imagery.

In the preceeding discussion we have observed the

extent to which Freudian ihtérpretationé can/be taken when

used to ekplicate;difficult imagery. The hazards inhefent in
such a‘concethal approach arerest 1llumin ;ed by,glancing:
at Angel ael.Rio's factual account of the ge;%}is of thé
imagery in "Nihé ahggada en el pozo," which orca explained
“to him in some depth when he vféite del Kio in4the
Catskills: |

. « . estoy bien enterado de los elementos gque el
poeta tombé como punto de partida. Cerca de la
granja, donde todo parecia abandonado, habia varios’
grandes fosos que fueron un dia ‘canteras. El lugar,
ton su tierra sanguinolenta y sus rocas -
esqueléticas, tenia una grandeza desoladcora. Como
solia decir Federico, era como un paisaje lunar. No
se podia oir'su estrepito en el fondo . . . La
inspiracion para el poema no nacidé de la anécdota
inexacta de la nifa muerta, sino precisamente del
contraste entre la espontanea alegria de los hijos
-del granjero y la tristeza del ambiente. Los
distintos elementos gue entran en la imagenes del
poema cQrresponden a cosas concretas: el ataud
(sugerido por la enfermedad del duefio), "las orillas
de un ojo de caballo," "el croar" (como las ranas en
la noche), "de las estrellas tiernas™ y, sobre todo,
el "combate de raices y soledad prevﬁsta" y "el agua
que no desemboca" (la del fondo de la sima), dan a
todo el poema, su sentido de fascinante irrealidad y
reflejan la impressidén que el lugar produjo a
Lorca,?®™? ' -

The poem reflects reality as Lorca perceived it in a
state of heightened sensitivity. His transformation of
prosaic i;to poetic reality is born_wit%in this special
concrete perception and is not related to the abstract
conceptions of libido and anima.

—— i ——— i —— = —— —— = - —

*7?del Rio, Poeta en Nueva York, pp. 43-44.°
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Our examination bf:Lorca's imagery has'led‘to the
discovery of one cruciall&“important point--specifically
that imageslwhich reflect altered perceptual modalities are
not granted/critical recognition in their own right. Rather
than acceptfngethat this type of imagery'tgansfers messages‘
of certain perceﬁtions which simply caﬁnot be accomodated by
normative perceptuel frameworks, the perception;m;r
visualizations'are ignqred.while critics manipulate the
words to fit iﬁfe extended conceptual frameworks.. The end
result 15, I believe, that many surreal images are
over- read Today our percepelons are ordered by our
conceéptions, whereas originally er'conceptioAs were based

on our perceptions. Occasionally when poets. such as Lorca

. N N . ) * ' n ) . 3 13
offer us different perceptions of reality, we/still- insist

~

on re-ordering them to conform to" our expectations,

Critisism is treating the surreal image‘in'preeisely the
analytie, sequential and conceptual manner which Breton
originally took exceptlon to when he urged poets to make

surrealist use of. language. ' ' ' \



X. Surrea11sm in Catalonia: J.V. Foix and the Surreal Image »
The development of Catalan llterature has been unique.
‘Throughout history it has suffered from extremely severe
censorship due to.political and social représsion with the
result thatgita evolution is significantly'different from
that of its neignbours Spain and France. .
For the first time in modern litérary history, with the
introduction of the Avant~garde movements into Catalonia,
Catalan literature became quite cloaely synchronized with
the movements in the remainder of Eutope.”‘ The year 1912
is generally accépted as the date at which the Avant—garde'
movements were first formally introduced into Catalonia via
the plastic arts with Josep Dalmau's exposition of Cubist
palntlngs by such artlsts as Duchamp, Juan Gris, Léger, and
Glelzes,J75 Dalmau was also instrumental in organizing
several other important exhibitions in the proceeding decade
where works by Braque Derain, Matisse and Vlaminck were
shown In addltlon, he pat;onized the first presentations of
Joan Miro's and Salvador Dali's paintings, and in 1922 he
arranged for a collection of Picabia's works to be brought
to Barcelona where they were shownT The accompanying
catalogue text was writténvby Andre Breton himself. The last

exposition came several years after Dalmau began publishing

—— . — - -

!74Miquel Arimany, L'Avantguardisme en la poesia
catalana actuel (Barcelona: Editorial Portlc, 1972), p. 29.

*75Juan Fuster,’Literatura catalana (Madrid: Editoria
Nacional, '1975), p. 198.

24\
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the review 391°"¢ on thch such well-knoyn'writers as
Apollinaire and Max Jacob collaborated. I;terestingly‘
enough, this particular review was written excluSivély in
French which gives some indication of tﬁé.extent to which
France influenced aﬁd was influenced by‘éhé Catalan artists.

There were a number of other important reviews as, for

~example, Trossos and L'Amic de les arts which drew

contributions from aspiring’poets, including one of the
leading figures in modern Catalan letters, the poet Josep
Vicen Foix. | | |

The majority of Foi#'s creative works have been
'collected into é relatively small number of books, the best

known of these being Gertrudis (1927), Les Irreals Omeques

(1949), On He Deixat les Claus (1953), Diari 1918 (1956),

and Onze Nadals i un cap d'any (1960).

Throughout the twentieth century Foix has been
connected with Qirtuallyﬁevery important literary
development in Catalonia, partipularly those asssociated
with the Avant-garde. The wgll—%nown critic and histo;ién
Joan Fuster commented that, "Desde luego no hay revista del
ramo ni actividad removédOra en el campo de las artes y las
letras catalanas durante medio éiglq gue no tengan Foix como

colabrador resuelto."?’’ Unlike many of the poets who became

fgmous during the experimental twenties, Foix is as well

B el e U G —

*7¢Fuster, Literatura, p. 199.

¥77Joan Fuster, Literatura catalana (Madrid: Editora
Nacional, 1875), p. 205. ‘
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loved today as he waé fifty years ago,®’* and he is
considered to be one of the most interesting and influential
writers of his time. Howevef, this is not t§ say fhat he has
an ihbrdinately'large reading public, for with thewexception
'_ 5f his Christmés carols.much bf his writing has been subjeét‘
to accusations of.hermeticism.énd elitiém.

The imagery containéd within the'five coligctions’from
1927-60 1 have listed aboveAencompasses a truiy incredible
range of styles and techn1ques reflectlng Foix's knowledge
of an interest not only in modern experiments, but also in
more espablished modes of literary practice. The initial
‘problem posed by the cbmplexity of his imagery and his
téndency Lowards experimentétioﬁ has often lead critics to
label him as a surrealist and éven to dismiss him as
such.?’’ Recognizing the difficulties inherent in régdihg SO
complex a poet,vGabriel Ferratér has remarked that, " . . .
si Foix no ha estat classificable, nirtan sols amb la facil
i prodigada classificacié generacional, és‘en parf, perb
només'eh part, una conseqguéncia d'haver estat poc i mal

llegit.""‘ In fhe prologue to Els lloms transparents,

Ferrater also noted that Foix "va passar molt de temps

amagat. No precisament ignorat, perd encobert sota la nocié

37%Patricia Boehne, J V. Foix (Boston: Twayne
Publishers, 1980), p. 136.

*"*Albert Manent, "J.V. Foix Té Vuitanta Anys," Serra
D'Or, Vol. 15 (January 1973), p. 25,

°'°Gabr1el Ferrater, gquoted by Joan Triada, "J.V. Foix
en la situacio de la poesia catalana," Serra 4'Or, Vol. 15
(January 1973), p. 29.
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de 'surrealisme'."’®' The problem of classifying the poet
has led another critic to‘épetulate that:

Si un poeta hi ha en la poesia catalana que no es
deixa classificar, que cap escola no el pot encabir,
és J.V. Foix. I tanmatelx la 1matge gue en te el
lector bé que rica i complexa, no es pas confusa. La
impossibilitat o la gran dificultat de cla551f1cac4\\\
cal cercar-la, doncs, per un altre costat. Potser en //
la 51ngu1ar1tzac1o i el desbordament. que el
caracterltzen, 1 sobretot, en el fet que davant
d'ell se'ns planteja el problema de gqué escriu mes
- (o abans) que no pas el de com e5cr1u 32

3

"Arthur Terry has also commented on'the effort required

v

on the part of the reader statingr

El que 1i costa al lector, en canvi, és d'entendre
l'esforg mental 1 1l'agilitat imaginativa amb- els
gqual tota influéncia esta 1ncorporada a la visio
d'un mén que per al poeta constitueix 1'dnica
realitat possible . . . S'ha dit,; amb molta
justicia, gque tot poeta important es veu en la
necessitat de crear-se, ell mateix, un publlc capag
de lleglr lo; en el .cas de Foix, hom pot témer que
aguest public encara s1gu1 molt restringit ., ., .2*?

The’ c1a551f1catlon of Foix's imagery is clearly a
highly’contentious issue and critical opinions are sometimes
diametrically opposedQ While some critiés‘contend that by
using éurreal techniques Foix completely transforms |

reality,*** others argue that the problem in comprehending

Foix's poetry is based on the fact that he is too realistic

“*11Gabriel Ferrater, quoted by Albert Manent in "J.V.
‘Foix Té Vuitanta Anys," Serra d'0r, Vol. 15 (January 1973),
p. 25. )

, **2Joan Triadd, "J.V. Foix," Serra d4'Or, Vol. 15
(January 1973), p. 29, .

***Arthur Terry, Sobre les obres poetiques de J.V. V
Foix," Serra d'Or, Vol. 10 (March 1968), p. 47.

3t4antonio Comas, Ensayos sobre literatura catalana
(Barcelona: Editorial Taber, 1968), p. 266.
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and that his imagery is knit from specific ¢pisodes, news,
and events.®** One critic, Miquel Arimany, who belongs in
the first éahp, wrote that, "J.V. Foix també és plenament
avénf—guardista——si avant-guardista 1i diem, car’les séves

tendencies tant com amb les avant-guardistes propiament

dites coincideixen, i potser més i tot, amb les

' sobrerealistes."*®* Indeed, Arimany also suggests that Foix

"s'anticipa a l'aparicié d'aquest moviment [Surrealism]

‘poétic en el mén."*'" Joan Fuster would seem to concur with

'this opinion saying:

Queda hecha y repetida la referencia del surrealismo
para clasificar la lirica de Foix. Hemos precisado,
ademas, que se trataba de un surrealismo avant la

~lettre, porque, cronoldgicamente, los primeros
ensayos de Foix en esta direccidn anteceden el
programa de André Breton y la vigencia de la
nomenclatura,®** '

Guiseppe E. Sansone also noted the possibility %hat Foix
discovered surreal imagery before Breton:

Guiseppe E. Sansone ha assenyalat que les primeres
‘Poesies surrealistes de Foix daten del 1918 i, per
tant, sdén anteriors a les formulacions d'aquest ,
moviment gue, després d'unes temptatives: previes, es
concreten en el famdés manifest del 1925. No podriem
doncs, parlar d'influéncies, sind més aviat de
coincidéncies, cosa gue no ens pot estranyar, perqué
ja és sabut que qualsevol corrent literari o

artistic irromp simultaniament en els cors millors
d'una época, com obeint a una necessitat d'expressio

"‘5Comas, Ensayos, p. 267.

*'‘Miquel Arimany, L'Avantguardisme en la poesia |
catalana actual (Barcelona: Editorial Portic, 1972 , PP.

- 31-32,

**7Arimany, L'Avantghardisnm;\p. 29.

***Fuster, Literatura, p. 206,



gue exigeix per al vi nou un bot nou.’

The first question we, should address is from what basis
did these critical judgements arise? The answer may well lie

in the theoret1cal 51m11ar1t1es between Foix's and Breton' s\

thoughts, rather than in the similarities between the texts
There are four major points of convergence between Foix's
and the doctrlnalre surrealists’ beliefs. Foix, like the
surrealists, is interested in the marvelous and he too fse
entrega a la manipulacién de sus dest11ac1ones <C
maravillosas."?*° Foix shares Breton's belief in the
importancezéf_lg hazard and eievates-chance to the level of
a poetic creed.’’' The Catalan éoet also brofesses to have
fggtﬁ in tﬂe validity of dream perception and once wrote
that "Es quan dormo'que hi Qeig clar.,"**? Finally, and most
importantly Foix shares the surrealist belief that that is
not amcontraaiction‘between the real and~the‘unreel~
Recorda sempre que soc un testimoni del que conto, i
que el real, del qual, parteixo i del qual visc, amb ‘

cremors a les entranyes, com saps, i 1'irreal gue tu
et penses descobrlr -hi, sén el mateix.®’?

—— e e e e e ————

**’Guiseppe E. Sansone, quoted by Juan Teixidor in
"Quatre notes sobre la poe51a de J.V. Foix," Els Marges,
Vol. 2, No. 7. (June 1976), p. 8. ‘

*’°Pablo Corbalan, Poesia Surrealista en Espafa
(Madrid: Ed1c1ones del Centro, 1974}, p. 37.

tseic,B, Morris, Surrealism and §pa1n (Cambridge:
Cambrldge Univ, Press, 1972), p. 53. :

*?*J.V. Foix, Obres completes (Barcelona: Edicions 62,
1974), p. 247. o

173J.V. Foix Quoted by Joan Fuster in Literatura
catalana{ p. 207. ’

N
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With such similar theoretical precepts, it is not
surprising that Foix's imagery often appears to be related
to surrealist imagery and that it is classified within this
movement, especially in light of the fact that Foix himself
has said that "Jo no nego d'haver participat a la liturgia
superrealista. I per qué no?"*’* However, he qualifies this
admission adding: |

M'escau d'assajar diversos estils: ara no han
reconegut els critics., Tu acabes de llegir—meluna de
les repostes a una enguesta d'en Badosa, de cap al

1960, el gqual m'anomena "realista simbdlic i a qui

confesso gue puc tractar un mateix tema amb actitud
classica, romantica i superrealista. Hi ha poemes
que s'elaboren en el subconscient i en rellegir-los
el primer que en resta sorprés és el poeta. I ell
sovint no pot explicar-se-les troballes oniriques,
donades sense esforg,?’®

Unfortunately, Foix's admission that he participated in
Surrealism, combined with the often dream-like quality of
his imagery, has prompted at least one critic to conclude
that Foix belongs in the surrealist enclave and that "el
somni, el subconscient és 1'Unic que compta. El resultat és,
naturalment, un fuga de frases gairebé;_incoherents;"”‘

Part of the reason for statements like that made by
Manent is, as Terry has pointed out, that interpreting

Foix's imagery requires a greét deal of intellectual effort

on the part of the reader. However, the individual's

*?*J.V. Foix, quoted by Albert Manent in "I.V. Foix,"
Serra d4'0r, Vol. 15 (January 1973), p. 25.

v ***J,V. Foix, quoted by Albert Manent in "J.V. Foix,"
Serra d'Or, Vel. 15 (January 1973), p. 25. °

A

, **‘Albert Manent, "J.V. Foix," Serra d'Or, Vol. 15
(January 1973), p. 25. '
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inabilit? or unwillingness to make this effort does not, in
itéelf, justify labelling Foix as a surrealist. While Terry
readify adﬁits’that, "Evidenment, una part de la intencid de
1'autor consisteix a presentar una quantitat'd'imatges que
no admeten una interpretacio eétrictament racional,"’;7 in
defense of Foix, he élso emphaﬁjzes the factﬂthat, "Si fgix
~ sembla aproxXimar-se de‘vegades%a certes técniques 
surrealistqs'per exemple a l'escriptura automatica cal tenir
en éompte gue per a ell el poeta resta sempre el mag, .
l'especulador que es resérva el poder de manipular els
éiements de la seva visio."? '

This comment would appear to be in accord Qith both
Foixfé own adamant aSsértions that he does not belong to
‘either the surrealisp group or the Avant-garde.®’’ One of
Foix's best known lines "M'exalta el nou i m'enamora el
vell" offers a fairly comprehensive idea of‘his general
philosophy. Yet, in order to understand this statement, the
reader mﬁst_realiie_that Foix's conception of the new
differs sharply»from ﬁhat of many other writers, and unlike
his éontemporary Carles Riba, he completely rejects the
symbolist tradition. Instead he chose to become what he
called in his own words ﬁun investigador en poesia." He
considers his images t? be "l'objectivéc@é literaria dels

e e . ————— - ——

*’’Arthur Terry, "La Idea de l'ordre en la poesia de
J.V. Foix," Serra d'Or, Vol. 10 (January 1973), p. 42.

~_’’*'Terry, "Sobre les obres," Serra d'Or, Vol 10 (March
1968), p. 48. ' :

*’’Corbalan, Poesia, p. 31.
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' meus estats psiquics.

In order to facilitate later discussions centefing-onl
whether or not Foix's imagery can be classified as
surrealist according to the criteria presented eaflier, I
wish now to present a brief summary of ;he’crftiéallwork
done to date on his imagery, specifically his.methods and
their effZéﬂ;upoﬁ the reader. Most critits who have'studieab
in-depth the whole of Foix's poetic output .are in agreement
that, above all else, his boettc world is built upon a
series of'transformations and the repetitions of
transformations. Arthur Terry commented on this aspéct_of
Foix'é poetry: \

Moltes vegades, aqueStes transformacions s'efectuen\

per mitja d'un procés gue en podriem dir

'escenograflc segons el qual el poeta sembla

combinar els elements d'un paisatge només per

subst1tu1r los per uns altres.*‘°’
Teixidor also notes the idea of reoccurrence in his works
addlng that "Temes,.obse551ons, imatges, noms i tot, |
S an1rant repetint indefihidamént."‘°"Tefry believes that
this répetition is largely a result of Foix's own belief in
a cosmic vision: "Aci, el més caracte;istic de Foix és la '
visié cosmica que determina fins i to£ éls eléments \

——

aparentment més trivials de la seva poesia."*°? Naturally, e

_.._-.._—-...-..__;.—..-__._—_

: 4903V, Foix, quoted by Joan Triadl in "J.V. Foix,
Serra d'Or, Vol. 15 (January 1973), p. 29. ,

‘o' Arthur Terry, "Sobre les obres," Serra d'or, 1968,
p. 49. :

‘°’Te1x1dor, "Quatre notes sobre,"'Els Marges, Vol é,
No. 7 (June 1976), p." 7. .

-‘°‘Terry, "Sobre les obres," Serra d'0Or, Vol. 10 (Marqh:

7
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the cosmic vision implies a feeling of unity and Foix's
unusual juxtapositions are explained accordingly:
No es tracta pas d'UneS‘tombinacions arbitraries,
sino de les pregones disposicions mentals del poeta,
gue s'ho mira tot sota el signe de la unitat.*°*
"Even when Foix does employ hermetic imagery, Terry argues
that " . . .'per al lector que sapiga situar-se en aquest
procés, la poesia de Foix, sense deixar d'esser dificil,

poques vegades resulta hermética."*°® He further suggests

that there are certain imatges-clau which one can trace

throughout Foix's poetry and which "tornen a repetir-se,
sota unes formes moltes diverses, pero sempre al nivelle de

la faula inventada."*°¢ Terry discusses Foix's technique:

El seu métode consisteix a projectar-se en un ho
d'accions que, per fantasStiques que semblin a
primera vista, sempre depenen d'unes associaciofis -
gue, tot partint de la ment del poeta mateix, sPpn al
mateix temps la verificacidé d'uns processos. que}
altrament haurien quedat a 1'inconscient.*°’
While the technique itself does appear to be very similar to
that used by the sufnealist‘group, the reader must rémémber
that "el poéta es reserva el poder de controlar els elements

de la seva visib, que vénen a presentar-se com a imatges de

"‘Terry, "Sobre les obres," Serra d'Or, vol. 10. (March
1968), p. 50. . — .

~ . '°*Terry, "Sobres les obres," Serra d'0r, Vol}.10
(March 1968), p. 50. . P *

‘°‘Terry, "Sobres les obres," Serra d'or, Vol,rloi
(March 1968), p. 50. ' :

*°’Terry, "La idea,"™ Sgrra d4'Or Vol 15 (January 1973), -
p. 42 . ’ : ‘ .
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la seQa propia vida mental,"+¢°? Sﬁated succinctly, there is
an overall senge of totai order found in Foix's poetry,
‘which fegardléssAof whether or not the images were born
"spontaneodsly" froﬁ ‘the unconscious or right hemisphere,

allows the reader to comprehend as well as to experience the

A

message imbedded in the imagery. However, one should note
that comprehen;ion in this sense is not at all the same as
analysis wherein rational mind processes take precedence
over holistic ones. Many of Foix's images "no exigeixen la
nostra comprensié tant com una mena d'adhesid interior que
éns fa conscients d'una certa qualitat inevitable,
.impossible d'analitzar en termes racionals."*°’ Nonetheless,
when images of this type»do occur they are still situated
within'a Idrger body of images which can be analyzed
‘rationélly through»the employment of these image keys. Thus,
according to Tef;;; "Per a qui sapiga entendre la visié
essencial de Foix, aguesta arbitrarietat poques vegades
arriba a afectura el cos del poema."*'® If Foix's poetry
can, indeed, be comprehended thfough the analytic processes
" of the left-hemisphere, the reader is left wondering why
critics have published‘anthologiés wherein Foix's poetry

appears labeled as "surreal" and more importantly why he is

‘**Terry, "L'idea," Serra d'Or, Vol. 15 (January 1973),
p. 42.

‘*'Terry, "Sobre les obres," Serra d'Or, Vol. 10 (March
v 1968), p. 49.

‘'*Terry, "Sobre les obres," Serra d'0Or, Vol. 10 (March
1968), p. 51.




e

256

;
sometimes said to have anticipated the movement. The answer
may well lie in Teixidor's statemént that "Aix1i, doncs,
l'avantguardisme, i més concretament el surrealisme a un
cert surre%lisme, seria un del perns de la personalitat
poetica de Foix i tantes altres maiscares successives amb que
s'embolcalla el seu estre no podrien desviftuar—ho."““

Let us now turn our attention towards a poem by Foix
which has been included in an anthology of Surrealism in

order to ascertain which elements in the imagery(led to its

inclusion in the text.

A L'ENTRADA D'UNA ESTACIO SUBTERRANIA, LLIGIT DE
MANS I PEUS DUANERS BARBOSOS, VAIG VEURE COM LA
MARTA SE N"ANAVA EN UN TREN FRONTERER. LI VOLIA
SOMRIURE, PERO UN MILICIA POLICEFAL SE ME'N VA ENDUR
AMB ELS SEUS, I VA CALAR FOC AL BOSC

Escales de cristall a 1'andana solar

On passen trens de llum cap a platges obertes
entre murs transparents i coralls sarmentosos
1 ocelles d'ull clards en brogiment de brancs,

&

Ets;tu, blana en el blanc d'aquesta alba
insular, .
--liquid 1l'esguard, atenta a musiques innates-
que escrius adeéus humits a la forest dels vidres,
amb semenga de nit per g un somni desclos?

Te'n vas enlla del goig, al ribatge endantat
Amb gegants embriacs a l'espluga gatosa
1 falcons dissecats a les roques senyades,
a un par petjat pels déus en els nocturns furtius,

No puc heure't, dorment, orb de llum j de ment,
vestit com un infant, sense veu ni bagatge,
entre tramecs guardat per hostalers biformes;
els passaports son vells i sangosos els cors.

*''Teixidor, "Quatre notes," Els Marges, Vol. 2, No. 7
(June 1976), p. 9.
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T'emportes puigs i rius, i els estanys
estel.lars »
i.-fonts en bacs gelius en profundes valises;
'un guaita tenebros, .des del serrat en flames,
em crida amb noms estranys i em fa gue no amb les
mans.

Onegen foramur banderes esquingades.*'?

i

I wish now to present three different explications of
the poem in order to make the possible relationships between
Foixfs'imagg;y and the standa;d,gotion of surreal imagery
more apparent. K fﬂ 

Starting from the first stanza we have highly visual

~imagery. The emphasis on visualization is not surprising,
P : ,

since from Ehe advent of Noucentisme in Catalonia, the idea

of reality being determined by perception was of major
importance to a nﬁmber of poets and painters including J.F.
Foix and Salvador Dali.*'® The lazguage communicates
figurativel} and the imagery must be decoded inferentially.
The reader can, with little difficulty form a visualization
of a semi-deserted railroad station close ‘to the sea or the
ocean where only the birds are waking. The walls Eould refer
to the still slightlf present darkhess which could be
considered either penetrable or transparent. Since the
images written by thé‘poet are seen in darkness at night,
the suggeétion couldibé offered that his perception is
conditioned and, indéed, altered by the lack of available

e G - — — - —— o ——

‘'"*3.V. Foix, Obres completes (Sept. 1936; rpt.,
Barcelona: Edicions 62, (1974), p. 241. ’

*'?Corbalan, Poesia, pp. - 37-38.
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The second.stanza seems to indicate that the poét is
watching the departure of someone of whom he is fond.‘The
image "--liquid }'esgdard" could apply to eyes fillea with
tearg as couid the other image iﬁ this stanza "adéus
humits." Since tears tend to produce visual disturbances,
one finds that the poet may again be experiencing a mode of
perception diffe;ent from the norm. This peréeptual change
could also account‘for the image "a la forest éels vidres"
since the poet could see the train's windows as a fofest due
to blurred vision and poor light. The image "aﬁb semenga de
nit per a un)somni desclos" obviously relies less on altered
perceptual modalities. Rather, I would suggest that it forms

part of the imatges clau of which Terry speaks. Since dreams

generally appear in a positive context in'Foix's writings,
and since the image of a éeed implies the chance of a new
beginning or a new life, a possible reading of the;image is -
that it expresses the idea of ofher nights in times yet'to
come when a "dream" or a hope could be\realized.;The entire
verse is written as a question as of the poet is not certain
of the identity of the woman who is departing. This
uncertainty contributes to'the‘dream—like‘aura of the poém.
The third stanza reflects a movement away from the
easily recognizable feeling of joy into a more mystical

realism of the "encantada ribera.” The mention of this shore
signals a change in the perceptual mode of the poet and the
landscape which he sees -in his mind is transformed into

"gegants embriacs a lfespluga gatosa." The following image,
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'However, suggests a return to the more desc;iptive and
analytical perceptual mode/ perhaps resulting from a memory
he has of a certain costal region. The last image of the
.stahza_"a un mar petjat pels déu; en els nocturns furtius"
aiso segms'to be related to a personal mythelogy and could-
be connected to the giants mentioned earlier., The imagery. of
these four lines suggests a voyage to‘a new location which
has been transformed in the mind of the poet who, throﬁgh
emotional and sensory disturbances, is temporarily
perceiving reality differently.

The first line of the next vérse, "No puc heure't,
dorment, orb de 1lum i de ment" is another which appears to
be descriptive and reflects analytlc thought processes, for
when sleeping onglls, indeed, blind to light and thought.
The left hemisph;re cannot control or perhaps even reach the
perceptions experienced during the sleep state. In the |
. second line the poet sees the woman "vestiﬁ com infant,
sense veu ni bagatge” implying that she is simply dressed.
Since she is already inbthe train and cannot speak with him,
she is, for Foix, without a voice. The word bagatge is'more
problematic, for it could mean quite literally that she is
travelling without luggage,(gr figuratively that she is’
ieavin§ without any support or resources. However, the
ambiguity would not seem to be rélated to the problems
inherent in expressing altered berceptual médalities,'but
rather to the vagaries of language which may opé?;te in

either literal or figurativéimodes. The following image
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"entre ﬁrémecé guardaq per hostalers biformes" introduces
another change in perceptual modalities, for here normal
- shapes alter and analytic processes cannot explain why the
hoes should be guarded by bi-formed in-keeper§. Even if the
reader arrives at a satisfactgry eXplication of the image,
there is no way in which he cén textually ascertain whether
o§ not he has successfully chosen the associations which the
author had in mind when he wrote tramecs. The concluding
liné of the stanza indicates a return to the literal with
the wordi;;els passaports son vells i sangosos els cors."
Undeniably, the reader enéounters ambiguity since no-one |
knows why the passports>are old, whose passports they are,
whose hearts are bloody or why they are bloody. However, the
ambiguity is causea by a lack of specific infofmation‘and‘
not by a change in perceptual modaliﬁies.

In the last stanza the woman appears to be taking with.

her much of what is pleasant in nature. The reference to

profundes valises seems to refer figuratively to her mind,

since only in memory could one carry mountains, rivers, etc.
The poet, on the other hand, is left behind apparently in an
unpleasaht situation, most likely the beginning of the |
Spanish Civil War. The image "un guaita tenebrés, des del
. serrat en flameé/em crida amb noms estranys i em fa que' no
amb les mans"‘suggest the canceilation of a furtive meeting.
The final image ?f the poem "Onegen foramur banderes
esquingades" offers éadefinite indication of destruction.

While the imqge;ié a tragic one, there is again no
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indication of a change in péféepfual modes, and no
indication that Foix felt a need to deviate in any way from
normétive perceptual and linguistit frémeworks.

This poem can also be interpreted in another manner,
which although similar in some aspeéts, is more heavily
dependent upon extended metaphors. Since this reading is
quite a traditional one, I will present only an abridged
mexplication; | *

The voyage and the person who is departing cén be are
related to the idea of death. This is to say that the woman,
be she sister, mother, wife, or lover, has died and that the
voyage which the poet refers to is the passagé from life to
death. In this case, the first stanza could be interpreted
as the poet's view of her departure with the light imagery -
reflecting a positive view of the.journey. The "platges
obertes” could then refer to thé unknown potential for life
after death. In the second stanzé phe persona would appear
to be questioning the reality of the death which he might be
having difficulty accepting. However, the imagery‘is again

fairly positive for'it concludes with the idea of a "somni
.desclés" which suggests . the prbmise of positive events. The
image also echos the idea of openness and spaciousness or
freedom found in the first stanza with the réfe:ence to
"platges obertes." The third stanza emphasizes both the idea
"of travel and of death with references to movement "Te'n vas
enlla . . ;" and ". .‘. un mar pEtjat pels déus en els

’

nocturns furtius."
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In the fourth stanza, he appears to have. accepted the
reality of her death with the line "No puc heure t, dorment,
orb de 1llum i de ment," in which sleep is a metaphor for ..
death. The foilowing image "vestit com un infant, sense veu
ni bagatge" implies a regarn to innoceqce'and a
disconnection with the material world.

There appears to be a break in the continuity of the
poem with the image "entre tramecs guardat per hestalets
,bi-formes,".for 1f in(this line the words are given‘their
netmal semantic values, they cannot‘be understood..There are
two startling juxtapositions that should be noted. First of
all, thete is no apparent reason why hoes should be guarded
by inn—keepersi Secondly, the inn-keepers atqkbi-formed
which suggests a type of deformation or deviation from the
normal. The sentence, while grammatically flawless is
totally incomprehensible whenvread.in the traditional
fashion., It would seem then that the only possible‘way of
attempting to comprehend the image is.to accept that each
word is, in itself, a multiple image and that each multiple
image must be explored before it may‘bé combined with others
and then interpreted. In other words, the image must be read
from the relatiohal rather than the analytic, and frem the
multiple rathet.than the sequential perspectives. Since this
‘process is the exact opbosite of normative reading, this
- reading strategy actually involves an attempt to switch to

right braln perception which is hOllSth rather than

segmented. As we have seen,:while decoding an image is
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normally a process of linguistic reduction, in imagery of
this sort the decoding involves linguistic augmentation.

After this image, Foix closes the stanza with "els
passaports son vells i sangosos els cors" the semantics of
which signal a return to sequential.i&égery. The image,
although cryptic, does not necessitate any change of
perceptual processes, Singe old passports aﬁd bloody'hearts
can be understood analytically as symbols of death, sadness,
disappointment, etc.

The first two lines bf-the ne#f stanza, "T'emportes
puigs i rius, i els estanys‘estellars/i fonts en»bacs gelius
en profundes valises" could be read as suggesting that the

woman will carry pleasant memories of her life on earth with

B ]

her. The last two lines "una guaita tenebro6s, des del serrat
en flames/em crida amb noms éstranys i ém_fa que no amb les
mans," suggests that he cannot follow the woman, and the
implication of a growing feeliﬁg of alienation is found in
the reference to the foreign or strange names,

The last image of the poem "Onegen foramur banderes
esquingades,” implies én idea of departure combined with
defeat. Tattered flags appear in this line to symbolize the
end of something--in this case the ending'bf life with
death. ‘

| The third possible examination of Foix's poem b
éncourages the reader to perceive and appreciate thé
delicate intricacy of Foix's imagery. He is a highly visual

poet who transformé the abstract symbols of language into
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highly concrete visual images, while at the same time
managing to capture other associations--both the auditory
and the senscry--of the symbols used as, for example, in the
line "~--liquid l'ésguard, atenta a musiques innates.” His
juxtaposition of these sjmbols'may startle the reader who is
unfamiliar with 'his writ{ng, ;ince hpon initial observation
the images may appear to evidence semantic incompatibility
and ®hus are considered to be incomprehensible.

| However, the shock effect of such images is largely a
‘result of Foix's tendency to alternate between two
antagonisti; perceptual modalities. The first mode-~the
analytic or left hemisphere dominant modality--is the one by
wﬁich we understand analytically. There ié a rational
relationship betwen the image és.hé expresses it through
language, and the world as it 1s perceived andbunderstood‘by
people in general. The governing logic behind images
perceived by the left hemisphere, while not always readily
appareﬁt, can, with sufficient time and effort' on the part
of the reader, be brought to light through inferential |
processes. This'haé been:the case with Arthﬁr Terry who has
managed to discern numerous ?mgge keys in Foix's work which
allow himvto understand the poetry more profoundly'than the
casual reader is able to do.

'The first mode image (left hemisphere) predominates

thfoughout'Foix's poemst but ,it does not dominate them. On

the cong;ary the images which seem to be a result of altered

perceptual modalities take prlorlty desplte their relative
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scarcity,.for theée affect the reader‘s.responge.to the
entire poem and have led to Foix being blanketed by the
label of surrealist. Iméges related to altered percepfual
modalities are relational rather than segmented, which of
course implies that they are'graspéd'simultaneously,and not
successively, multiply, not Sequéntially. They could in
these terms, be called holistic, Such images cannot be read .

and understood through left brain processes for'these

wl'ses are based on left brain perceptlon which is
_quaf?tatlvely dlfferent from right brain perception. Foix's
apparent ablllty to alternate between these two mode glves
his poetry a special oneiric aura. His poetic world is built
on disconcerting, Sométimes disturbing vision, where-
reality, unreality, the absurd and the tragic mix fteely
yith one‘another. His»writihgs ha?e been ﬁomparedeith
'Giérgio di Chirico's painting, and the comparison seems to
have some validft&, since as Fuster says, in both'cases,

"objetos, paigsajes'y figuras de concisa definicién, reales,

‘sufren un rudo dépaysement, Somo en el suefio, para ordenarse
en perspectivas y acontecimientos ya literalmente
irreales."*'*

The constant merment within the poem from imagery
déscribing'the wofld as we nbrmally/perceivé it to imagery
derived from altered~perceptuél,modes melds together to

create the "dream-like" vision for which Foix is famous. The

vacillating’process of;distancing and approaéhing the real

o ———— " —

‘'4Fuster, Literatura catalana, p. 208.
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the impression of the wavering

perception characteriStic of the dream state. /

5

Left and rlght hemisphere domlnant lmagery ‘types are

found 51d§iby side in the poetry of J.V. Foix as we have
,

seen in the poewm [¥om his collection Les Irreals Omegues,

)

~and such juxtaposition aliows’the reader to see more clearly
the different perceptual modes involved'in surreal and.othe:
imagery. Perhaps because :Foix, like Logca,vand unlike the
sugrealisté, was not intent upon proving that one mode was
superior, bat-merely complementary to the other, his work
provides the critic with the opportunity to compare and
contrast the imageaewith greater objectivity. His images
show a continﬁam of expreSsion from left dominant through to
right dominant. Badosa noted‘this range of imagery types and
.commented that, "Gracias—a este,averroismo literario; en
Foix la imaginacién es el resultado de doa fuerzae'muy
podétdsas} inteligencia razonante y'percepciﬁn analégica,
una y otra concedidas con abundanc1a a este escrltor nas
While the leltmotlv in his works could well be "oposem cor 1
ﬁent" and while Foix readily admlts his interest in tﬁe
.vsufreal ideal of conciliation of opposites with the,line "éi
pogués accordar Raé i Follia," he is never willing to
relinguish completely the rational, analytic processes which
allow him to transform raw visualizations--perhaps first
grasped throUgh~altered perceptual modes such as dream
states--into delicately expressed poetic commungcatlons. In

——— e e = = . —— 'w.ﬁ,e ":“(:’-40

. *!*Enrique Badosa, Antologia de J.V. Foix: Texto
'blllngue“fﬁarcelona' Plaza Janes, 1969), p. 13.
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the opinion of Josep Castellet and Joaquim Molas,
encountering Fo){\iﬁ a cbmpletely disorienting experience

\.- for the teader:

'Fins a un cert punt, Foix és un escriptor d'intencid
realista que per insuficiencia expre551va, ha de
bastir un edifici retoric amb valor, ja per ell-
mateix--el poema--, on intervenen elements onirics i
magics, racionalistes 1 vidents, cultistes i
“populars, realistes; aixl entre la realitat
inicialment contada i el poema s'obre un veritable
abisme que desorienta completament el lector.*'*

- The pbetry of J.V. Foix sho&s-us that surreal imagefy
is not always an attempt to alter radically the world by
shattering the word. Rather,_surfeal imagery presents

‘ reality as it is pérceived ana processed through alfered

&

perceptual modalities, specifically those which are not

dominated by left hemisphere activity,

— e —— - —— = -

‘'¢Josep M. Castellet and Joaquxm Molas Poesia catalan
del segl XX (Barcelona: Ed1c10ns 62 1963), p. 91,
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XI. Conclusion

The focus of this study has been on the different modes
of perception associated with the two hemispheres of the
human brain and the possible‘implications of these modes for
differentiating tne.imagenic processes involved in the .
c;eatlonrof poetic imagery. The analysis has drawn‘heavilyg
from recent discoveries and hypotheses in the fields of
neurology psychology, and to some. extent psychollngu1st1cs
The hlstorlcal survey analyzed images :drawn from var1ous
movements whlle postulating potential links between
hemispheric functiondand»tne resulting lmagery with fegard
to both the creative‘and'tne reoeptive processes. The major
goal of the enterprise was to attempt a-de—psychoanalySie'of
criticism pertaining to sorrealisl‘lmagery.'Through the
employment of neurologicalrapproaches, I endeavoured to'
demonstrate that snrreal'imagery need‘not}-and indeed should u
not be read as an expression of the poet'a subconscious (in,

° Y

the Freudian or Jungian sense), nor need i%& always be

°

analyzed as evidence of the poet's unconsc1ous flxatlons.

Yet, as'I approach the conclu51on of my d1scu551on
an forced to
much of t
'still far

regardin:

%
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undertaking such a study:

~No good will come of critics taking a scientific

- stance: they'll waste ten years, they'll write a lot
of ballast and confuse the issue still further--and
that's all they'll-do. It is always good to think
scientifically; the trouble is that thinking
scientifically about art will inevitably end up by
degenerating into-a search for the "cells" or

~ "centers" in charge of creative activity, whereupon
some dull-witted Germanywill agree, and a Russian
will skim through an article on cells and dash off a
study for the Northern Herald, and the Herald of
Europe will take to analyzing the study, and for
three years an epidemic of utter nonsense will hover
in the Russian air, providing dullards with earnings

t © and popularity and engendering nothing but

irritation among intelligent people.*'’

Bearing in mind Chgkov‘s pronounced sképticism
regarding just ghe sort of approéch that I have taken, 1I
should now like to summarize and discuss the findings of
this historical survey.

The study began with Lamartine whose images were found
to communicate through the literal and figurative modes,'and‘
could be interprefed through contextual and inferential
readings. Since his imagery reflected logically possible
projections, and could be understood without going beyond
the flexible boundéries of alreaay established frameworks,
it fell into the category of imagination imagery and was -
saidlﬁo be left hemisphere’dominant'in both creation and
réception.

Like_%ama:tine, Hugo coﬁmunicated é;imérily through the
literél and figuratiQe language modalities in his writings,
promp;}pgAtﬁe employment of contextual and {nferential

- - - - - %

“'’Anton Chekov, Letters of Anton Chekov, ed. and
trans. Simon Karlinsky (New York: Harper & Row, 1973), pp.
121-22,
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decoding processes in the reader. Consequently, his images
were amenable to reading strategies controlled by analytical
or logical thought patterns and were classified as
imagination imagery. While understahding his poetry requires
an expansion of the reader's expectational frameworks, the
processes involved in the creation of reception of his texts
appear to have been determined by left hémispheric
functions.

The discussion on Nerval emphasized the idea of the
hidden aspects in external realitf which may occasionally be
perceived by a poet and communicated through the poetic
wimage.'Not surprisingly, Nerval's intere;t in "hidden
realitigs," attracted him to the perceptual experiences of
the dream state. An analysis of his imagery which showed
. that his work could be interpreted through inferential
reading proceéses‘led to the conclusion that Nerval never
abandoned himself’totally to the literal portrayal of
imagery found in the dream state and that his work had a
predominance of imagination images. A slight decrease in
discursiveness was largely due to his symbolic use of "
figurative language which increased the possibilify of
ambiguity in the message transfer., However, despite this
potential,for émbiguity his imagery was still subject to
seéuéntial, analytic decoding thus indicating left
-hemisphere dominance in creation and reception.

Gustavo Adolfo Béquer's imagery showed a distinct

reduction in discursive properties marked by subtle increase
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in non-sequential expression as, for example, with the
unusual semantic joining of two substantives. Further, the
spatial dislocation apparent in certain of hie images
indicated the presence of dream imagery; Yet, while the
appearance of dream imagery suggests that Béguer's right
hemisphere did play a part in the creative process, the fact
that hlS poetry remains subject to decodlng through
1nferent1al processes shows that the actual expression. and
reception of his imagery is governed by left hemisphere
procesée57 In essence, because of the milieu in which the
images are found, the reader is still directed to decode the
imagery within the established framewOrks. Since the
majority of images can be decoded following normal patterns,
the reader takes recourse to normative reading proceduhes
and adapts the imaéefy to conform to his’expectations.

In short, the imeges of the Romantic poets whose works
were discussed can be comprehended within the reader's
already established perceptual and linguistic frameworks,
Becauee the images are in accord with logical or rational
decoding processes directed by analyticai and seqhential
thought, the efeetionQand interpretation of the imagery was
said to occur under thé direction of the left hemisphere.
The intent and effect of the images was carefully controlled
by the poet, who could determine the reader's interpretation
of the imagery. The reader is required to expand his
frameworks, but not to construct new ones. We read Romantic

imagery first-conceptually (verbally) and then perceptually
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(visually); we develop an idea without ever having to
develop a vision,.
The Srief examination of Baudelaire's poetic practice
| brought forward the expression of mpltiple, simultaneous
sensory perceptions in the poetic image. While much critical
judgement contends that in his wbrk the idea always takes
" precedence over the visual (pe;ceptual) content of the
image, the argument was presented that Bauaélaife's
apprebiation and experiences with alteréd perceptual
-modalities (e.g. hypnagogic, drean, chiidhood, and
synaesthetic), also had a strong influence on hisbimagery.
In essence, he may have expressed rationally (left
hemisphere dominance) Qhat he perceived irrationally
(decreased léft hemisphere dominance). 'Since Baudelaire
communicated his perceptions through the figﬁrative language
modality, the poetic expression of his fantasy images can be
decoded most-satisfacto?i;y through inferential readings
.whiZh réqdife an_immense.expansion, but not a total
destruction and reconstruction Sf our established
ei,écfétional frameworks. The conclusion may be drawn that
the creative and teceptive processes involved in
Baﬁdelairian poetics remain largely under the control of the
le%t hemispherefs analytic and logical patterns, despite the
contribution whéch I believe was made by natural or induced
forms of left hemisphere reduction.

Altered perceptual modes were of paramount importance

to Rimbaud as we saw both in his work "Le Bateau ivre," and
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in his own\comments on.voyance, for it was throuéh these
alterations that he envisioned the worla from different,
unexplored perspéctives. Rimbaud's perceptions and his
experiments with poetic expressjon of theée perceptions lgd
him fur;hér away from ianguage as thought and towards
language as image: In fact, he tookau; back, in adéense, to
an earlier stage in the development of human communication
to revitalize language, to make it once again ?aney direct
perceptual experiences and not abstrgqﬁ or'refined thought.
Yet, Rimbaud's actual poetic expression of his
algered-—possibly eideticiperceptioné-?was adapted and
communicated within the linguistic/semantic confines of an
~ extended semantic framework. Moreover, images which are
possibly a result of increased right hemisphere activity
(viéual images) are surrounded by images which can be
interpreted through figurative reading processes. As a
direct result of this embeddihg, even when the reader"
encounters ngght hemisphere" dominant imagery in Rimbaud,
he decodes it or attempts to decode it by expanding his
established frameworks. Through the employment of |
inferential and verbal decoding processes the reader
funintenQionally negateé the possible validy of the
expression of altered perceptions and rearranges the visual
perceptions to conform with verbal éxpectations or |
concepticns which are in accordance with sequential

reasoning. After the "rewrite" is complete, the imagery can

be classified and interpreted thgpugh normative inferential
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reading processes, and classified as fantasy imagery.

" The examination of Mallarme s poetic jrtistry took us
in another direction. With Mallarme abstract verballzatlon
takee clear precedence over concrete visualization. In order
to understand his imagery, the reader must carefully decode
the'im;gee through intellectual'means drewing heavily on his
own past khowledge of myth and analogy. The abstract nature
of many of Mallarmé's images indicates that he is
communicating thoughts and/or emotions rather than
perceptions. In other’words, he is transferring carefuliy
processed ahd developed ideas rqthe; than'immediate .
v1suallzat10ns. He dlgects his readefs through a complexe
maze of syntactical structures to arrive at an '
ihtefpretation of h1sbhessage. The confusxon or ambiguity in
his imagery is a result of a highly personal symbolism‘which
converges on rather than dijerges from his central
preoccupations’

In short, Mallarmé's app}eciatiohfand use of language
is both hlghly developed and hlghly personal. He has
distilled from:his perceptlon of the world certain
conceptuallzatlons which he presents to his readers. Whlle a

variety of 1nterpretat10ns are possible in Mallarmé, the
poet never ceases to guide his audience away from concrete
reality and into the realm of con51derat1ons which his
perceptlon of reality leads him. The poet's syntay combined

with the frequent appearance of abstract nsunswlndlcates the

necessity of high left hemispheric activity in 'both the
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creation and reception of his work. Only the left‘hemisphere
.can construct syntactical patterns and only this hemisphere
can brotess abstractions. His fantasy imagee present not so
much a visualization as a chcretization of abstract
formulations. More than painting a picture, Mallarme is
posing a\ijestion:-The reader must first find the conceptual

- * . S .
answers t%“the gquestion before he can perceive and ‘
N 1 : :

understand the visual form-in which Mallarmé embodies his
thought.

| Futurism offered far more to literature through ‘its K
theoretical treatises than throUgﬁ its creative texts. Whlie
the Futurists apprec1ated and were fully cognlzant of the, &
value of "liberated words," they failed to support their

theory with practice. More than anything else the Futurists

are, I believe, remembered for parole in liberta,

immaginazione senza fili, and sound plays which attempted

"through onomatopelc processes to create new' words. In fact,
futurist texts are hlghly mlmetlc 1n nature: the major'
difference between them and other.texts is that they
imitated sound while other imagery often imitated vision.
The major reason for their failure to reaiize theory in
practlce was their 1n51stencé that language or expression,
not perception was c1rcumscr1b1ng experience, The Futurlsts
intentional attempts to suppress syntax (which they believed
was the root of all problems in poetic expression)
necessitated the participation of the left‘hemisphere,

particularily in the receptive process when the reader
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struggles to forge syntactical links between disparate
words. Moreover, since the left heﬁisphereJis responsible
for ordering.sémantic units, one may‘assuﬁe that the
decision £o effect their displacement also involves the
participation of this part of fhe brain.‘Therefore, the
conclusion was dréﬁn that futurist imaéery was left
hemisphere dominant in creation’and that it engendered left
hemisphere activity in the audience's reéeptivé reading
Stfaéegies.

The Dada years really set the stage for later literary
endeavour.:The Dadaists attempts to destroy the literary
pést combined with their penchant for Spectacle offered '
rebellious poets and painters a congenial étmosphére in
which té\ereriment Qifh destruction. Egsentially Dadaist
writing is poetry a tﬁése. Ifs intent was to contradict
everything—-even iﬁsélf; its effect waé to discohcef%, to
disorient the readér, Dada imagery accomplished this thréugh
the disruption of syntactical- flow, créétion of seﬁ;ntic.
incompatibilities, and jux;éposition of tﬁese seﬁ;ntic
fragments with logically constructed images, or with images
which were amenable to logical‘intérpretations.

'The Dadaists believed that the language which was used
to express perception ’as the ultimate barrier tb mental
freedom. They did not consider the possibility tﬁat
restricfed perceptual modalities themselves were at the root
of the problem.‘As_a result, the Dadaists‘experimented not

§0 much with new ways of seeing, but rather with new ways of
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expressing (verbalizing) familiar-perceptions. For this
reason, experimentation wifh "pensée qui se fait dans la
bouehe," and "écriture automatique" were popular pastimes in
the Dada enclave. The Dadaists used these techniéues to
exploit the fector of chance which they felt was an
important palliatfve for the apparent stagnation of creative
developménf. While it remains impossible to determine to
‘what extent certain Dadaist images were a result of altered
perceptual modalities, and reflect a decrease in left
hemisphere dominance, we do know that ehe-fractured syntax
encourages the reader to initiate his own sequentlal linking
processes which are dependent left hemisphere part1c1pat10n
Furthermore, the constant jumping from images which can be
intefpreted inferentially to images which require syntactic
restructuring to images which are best reéad visually
(perceptually) and not verbally (conceptually) encourages
the reader to fry to formulate iinks among the various
images. Since these llnks cannot be formed v1sually largely
because of the var1ety of imagery types, the reader searches
for conceptual s1m11ar;t1es, thus exc1t1ng left hemisphere
activity. c 1

The discussion involving Andre Breton's tﬁeories as
expressed in his two manifestos drew parallels between his
%@eas regarding the functioning of mind and.relatively_
'recent discoveries on thea?ifferent processing modes of the

two cerebral hemispheres. Particular emphasis was placed on

the importance of the "visual" in Surrealism's poetic
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rzylmagery The reader was also asked to note that while
automatic writing and w?"é games are by far the most famous
legacy bequeathed to usih§ the Surrealdsts, these techniques
are not necessarily the most satisfactory fot the poet 1in
his quest to reach and mine the riches of the usually
ignored and "mute"‘right hehisphere. Automatic writing still
takes, as ite point of departure, language experimentation
and not peroeptual exploration,

The dubious success which experiments involving
automatic writing had in drewing upon the poet's right
hemisphere was exemplified in Inez Hedge's study which
showed that, when properlylprogrammed, a computer -with its
micro-chips was equally as capable 'as a poet with his two
hemispheres of Fcreating" or "simulating" surrealist

- imagery. Her study proved beyond any doubt that when dealing -
with surreelist imagery produced by automatic writing the -
question of intent becomes a totally mute point. Only thev
effect which the imagery has upon the reader can truly be

examined. Therefore, the 1magery must be judged accordlng to

whether or not it initially appeals to the reader' s left

LY

(analytlc) or rlght (hollstlc) hemisphere, or to a
combination of the two.

1 The examination of imagery resulting from both
uni-authored and co- authored automatic texts ylelded t
surprlslng results. It showed that, contrary go
expectations, many of the images could be decoded through'

1nferent1al readlng processes and did not require the
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destruction of established frameworks. Those images which
could not be decoded through inferential readlng strategles
were amenable to either verbal associative processes which
involved free association of semantlc units, or visual
readings which involved homospatial techniques. When the
associative approach‘is:takeu, there.are as many possible
interpretations of the imagery as there are individuals who
read the 1mage. When the 1mage is read v1sually, the range
of interpretations is greatly reduced

Automatic writing is'probably the least right
hemisphere§dominant of all surrealist techniques simply
because it relies on language flrst and perceptlon second in
the creative process itself, The decrease in normative
semantic linking actigity is due more to chance_thah’to
right hemisphere exploration. Automatic association of words
. Or automatic writing is best understood as a uniquely‘ '
-spontaneous form of commuhication which may reveal the
author's Qarticular prediliction for certain colours,
themes, cogcepts, etc. Sihce’his associations are extremely
personal, their effett on the -reader is one of
disoriehtatjon.'The reader then takes recourse to
‘non-normative readihg srraregies in an attempr’to decode the
message. During thls procedure ‘he may revert back to the
orlglnal use of language and accept the word .as v1sual
image, rather than the word as conceﬁtual t;anafer, or he

‘may, during an associative reading process, actually

dlscover prev1ously unknown rela91onsh1ps between people,
/
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places, and things in the world around. him.
The study on Spanish Surrealism which concentrated:on
Federico Garcia Lorca involved the‘ideafof perception being

Q&

altered through emotional stress and the expression of theﬁe\\\\“;/

altered perceptual modalities ih imagery. I also considered
the possibility that when a poet attempts to express such
percepcions within the confines imposed both by language
itself and Ey;a reader's established perceptual and
conceptuel frameworks, the result may be tﬁe negation of

these perceptions. In other words, the'imagery is read

ve¥bally and abstractly (or conceptually) before it is reéd

visuéliy and‘coecretely (or.perceptually). When; as in
LorcaYe‘case, the imagefy can be satiSfactorily‘decoded‘
tﬁrouéﬁgeither means, the viscalfis,ofteh disgarded in
favcur of the Qerbal becauSe‘the verbal'interpretations do
not: requ1re acceptance of new frameworks,-whlle ‘the visual
1n51st upon it. The altered perceptlons whlch Lorca offers
the reader do ‘have the potentlal to stlmulate new
visualizations which combine disparated elemerits. However,
the reader must be willing to suspend temporarily hie
dominant'verbal capacity and to e{iow~his right hehiéphere
the .opportunity to participace;in fﬁe reading process. The
analytic hemisphere which insists upon re—ﬁrderipg
information to conform to thexl§w5‘0f the uhiverse as we
understand them must be forced co reduce its activity. .

Whether Lorca's poetry is considered to, be

predcminantly'surrealist or not depends largely upon the

Tox
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individual‘évreaction to the imagery, the effect that the
images have on him. The determining’factor in such decisions ”
.may well be the reader's ability to .accept, part{cipate in,
and experience the visualizations resulting from altefed
perceptual modalities. There is no definitive answer to the
question of'LOrca'sV"surreality,fhﬁor the response lies in

T —

the grey area of individual reaction perhaps resulting from

N
\\ N

the reader's own cerebral activity and hemispheric,
interghange. .

The examination of J.V. Foix's imagery introduced the |
possibility of surrealist imagery_types'existing before
Surrealism's official'birth.‘sinee dream imagery waé
important’tq;the_French Surrealists and since it is one
sci ‘tifically proveananifestation‘of altered perceptuai_
modé%%ties; the emphasis invthié'study was placed on ‘the.
oneiric qualities apparent in Foix's texts. At the same
time,fBOwever,,the reader's_attentiOn was%drawh-to,the fact

that while the poet utilized images which are relational

rather than segmented and whlch must be understood R

Ky

51multaneously rather than sequentlally, th;s type of L

1magery did not'predomlnate,ln‘hls work; In'fact, Foix
alternated effortlessly betweeh left‘hemisphere dominant
modalltles and those whlch operate under the gu1dance of the -
rlght. The 3uxtap051tlon of these modes aliowed ‘the reader
'to observe. more closely the different perceptual processes

1nvolved in surreal and other 1magery ~ o . —
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A question-which has haunted this critical study and
the one which the examination of both Loépa and Foix‘brought
to the fore is whether or not the surreal image is a new |
phenomenonqdisCovered by Andreé Breton ar Qhether it has
always existed, but has rema1ned relat1:e1y hidden within
the ‘protective confines of more loglcal sequentlally
oriented 1magery. » .

’Essentially, I believe‘ the problem‘with-deﬁining thes
surreai image is that the difference between it and other

types of iﬁagery is a quantitative not a‘qualltatlve one.
' Certaln sc1ent1f1c studies have 1nd1cated that w1thout the
‘.r1ght hemlsphere we are left with only the llteral language
modallty Therefore,:we must a;sume that all creative
wrlt;ng'partakes, to some extent,,of right braln‘act1v1t§.
The!tight hemisbhete-é;;“ ohhect) perceive and associate‘.
resemblances. As a word echos through it, this B
pattern—éeeking‘hemisphere picks up rhythm, sound
,visualization—-whatever,it perceives as relatedf—even'
hthr0p$h the left brain may rejectﬁsuchldata.as extraneous or -
.itrelevaht.bThese facts?suggest that the potential‘tor tge
Sdtreal image has always existed, since'spontaneeus idease, -
dteam imagery; hyphoéogic andrhypnabompic,experiences have -
occu:ed thgoughout history. Indeed, surreal perqeptions may
have beeh more common in the;eatly stages of human, / N
“developmeht before rational thought beéan'to govern ahd
e&entuallyksupplantfnoh—cenformist ﬁerceptﬂal_experiences.v

However, prior to the/surrealist’moveméht illogical or .-

l\\
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irrational imagery only surfaced sporadically and because it
was found in a text which could be interpreted within
normative or extended norgative frameworks, the reader had

little difficulty adaptﬁng the imagg’tokfit into his

»

existing perceptual or conceptual frames. On the rare

occasions when irrational imagegy did appear with more
régularity as, for example, with Primit}ydsm, it was equated
. with an earlier stage of human cultural development and was

not recognized as being a vital component of current human

creativity. )

Ideaily, the surfeal image réflectS’the peréeptual
moda11t1es of the visual, hollstlc rlght hemisphere, bug\
51nce langugge is predomlnantly a functlon of the left
hemlsphere there 1s a constantr COﬂfllCt bdtween perceptlon
,and expression. Thq;efoEe, sqrrea{hlmages in all thetir
‘manifestations have one thing in common. All must express ,
and/or engender holistic perceptual expériences through the
medium of lahguagé which by its vefy nature is segmented and
»sequéntial The extent to which the presentatlon of altered

perceptual experiences succeeds in interfering WIth the left
brain tendqncy to demandiconformlty in perceptlon and

" expreséiod‘laréely detérmines what I refer to as
"surreality" in imagery.JIma;es &hich require the critic to
read vHsually or gssociatively, rather than verbally or
conceptually, images which necéssitéte holistic rather than
sgquential processing are the images which belong within the

unique perceptual experience known as surreal imagery.
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ActiVatiop of the holistic right hemisphere which
houses the processes that André Breton refered to as the
"unconscious"”" offers new percep&ions of the relationships
"among the elements in the world around us. Eventually, the
right hemisphere may be encou;aged to play a greater part
not only in poetic practice,.but also in'Haily perception
and expression., As we learn more about the perceptual modes
of the minor hemisphere, we may indeed learn more aboutw£hé_

"hidden" realities which have fascinated’poets and readers

. s £7
alike for so many centuries. J
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Glossary of Terms

General

Unconscious: The part of the brain which is-responsible
for holistic or simultaneous~processing of perception. The
mode of cognition which is now associated with the right
hemisphere. S

N

Conscious: The part of the brain which governs analytic
bperceptive and cognitive processes. The "conscious™
functions of the brain are located in the left hemisphere in
approximately 98% of right-handed people and 67% of
left-handed people.

™

Altered Perceptual Modalities: This term refers to
Perception which does not conform to rational expectations
as determined by previous relational experiences. Altered
Perceptual Modalities involve interference with left
hemisphere control and occasionally a measurable decreased
in its activity. ‘ . ‘

. . - Language Componehts

Source Sign: Any sign which occurs in written or spoken
communication. For example, in the sentence "The tree is
green,” the Source Signs are "The," "tree," "is," and
"green."

Direct Derivatives: Any sign whose relationship to the
Source Sign can be verified through analytic thought
processes. For example, for the Source Sign "tree," some
direct derivatives are "green," "bark," "leaf," and "wood."

Indirect Derivatives: Indirect Derivatives are formed
from the Direct Derivatives of the Source Sign. Source Sign
= tree --> Direct Derivatives = green, bark, leaf -->
Indirect Derivatives = bark: wood, dog, growl.

. Language: A_cdmmunicative‘System-—written or
spoken--which conveys information through Signs, Direct
Derivatives, and Indirect Derivatives.

Lé%guage Frameworks: The boundaries within which
communications are transferred and comprehended. Language
frameworks are flexible and their varying capacity for
expansion depends upon the individual's semantic retrieval
system. Most imagenic communications rely upon the reader's
ability to extrapolate from established language frameworks.
Since language skills are situated in the left hemisphere,
the development and expansion of language frameworks are
generally under.the direction of this cerebral hemisphere.
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Discursiveness: DiSpursiveness in language language
frameworks in inversely proportional to the degree of
ambiguity in communication. Discursivity in language is
dependent upon the left hemisphere's ability to sequentially
organize Signs, to retrieve semantically related :
information, and to abstract from this information. In
imagenic-communications, abstraction from information
usually involves Direct Derivatives, and may occasionally
necessitate the use of Indirect Derivatives. ~

Language Modalities in Communication: This term refers
to the ability of language to communicate in different ways. .

- In imagenic communications, language most often operates on

a continuum involving literal, figurative and associative
modalities., .

Literal Modality: The literal modality is specific. Its
“function 1s to mame or indicate an object, a concept, or a
definable class of objects or concepts. This modality 1is
directed by and responsive to left hemisphere perceptual and
cognitive processes. Therefore, it fulfills analytic
requirements,

. &
Figurative Modality: When operating in this. modality,
language includes figures of speech and gncompasses
figurative meanings. Direct Derivatives are used to
interpret figurative communications. Since these derivatives
have a logically verifiable relationship to the Source Sign,
language operating in the figurative modality is still under .
the guidance of the left hemisphere. ‘ ‘

Associative Modality: Individual Source Signs in
communications operating in the associative modality do not
have a relationship which conforms to a reader's rational,
established perceptive and cognitive expectations. Decoding
of these communications involves either Inderect.Derivatives
or visualization (e.g. homospatial imagery). Associative
communications may indicate a change in perception or
conception at-the point of origin, but they insist upon an
alteration in normative jerception and conception at the
point of reception. Because of the required alterations,
Associative communications are thought to induce a reduction
in left hemisphere activity with a corresponding increase in
the(gight hemisphere.

4

Reading Processes

Contextuality: This term refers to reading strategies
which accept the conditioning of meaning through content angd
context. The meanings of words are determined by the
meanings of the words which surround them. Contextual
reading processes are initiated by language operating in the
literal modality and are directed by the. left hemisphere. -
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Inferentiality: This term refers to reading processes
which involve the extrapolation of meaning. In -addition to
containing the relational information conveyed by the
message, semantic memory .in language frameworks also
contains information which can logically be inferred.
‘Inferential rtadings are prompted by ‘language operating in
the figurative mode and are controlled by the left
hemisphere.

Visual/Perceptual: In these readings, the donceptual
content of the message is subservient to the visual content,
The reader perceives or visualizes an image which is totally
compatible with current knowledge about phenomena. This
reading process is instigated by language operating in the
Associative modality. Since tRhe concepts cannot be processed
by the analytic left hemisphere, communications involving
visual readings appeal to the holistic processes housed in
the right hemisphere. :




