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This study is an examination of the Surrealist

movement and its influence on the piano music of twentieth-

century American composers. The first chapter explores the

philosophies of the Surrealists as well as the character-

istics found in Surrealist art and literature. The

characteristics discussed include: 1) the practice of

automatism; 2) the juxtaposition of unrelated themes or

images; and 3) the creation of dream-like atmospheres. The

second chapter discusses these characteristics and their

appearances in the piano music of Charles Ives, Henry

Cowell, John Cage, Jane Brockman, and George Crumb. The

third chapter summarizes the life and Surrealist associa-

tions of composer George Antheil and analyzes the Surrealist

traits found in his music. The fourth and final chapter

examines the collage novel, La Femme 100 Tgtes, by Max

Ernst, and the musical composition it inspired--Antheil's

piano preludes, La Femme 100 Tetes.

Research has revealed no previous studies of the

parallelism between the work of the Surrealists and that of

their musical contemporaries. Such a comparative examina-

tion is particularly appropriate in light of similar



comparisons of the literary and artistic movements of

Impressionism and Expressionism and their respective musical

counterparts. Indeed such parallels exist within virtually

all artistic movements throughout history. This study

offers an interesting and wholly new synthesis of music and

the related arts as it demonstrates the influence of

Surrealism on much of the American piano music of this

century.
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CHAPTER I

INTRODUCTION AND BACKGROUND

Any study of music cannot be conducted in a vacuum

but must consider the artistic, philosophical, and sociolo-

gical conditions surrounding the creation of a work. In

order to understand a particular composition fully, one must

examine the historical context of that work as well as the

societal influences which acted upon the composer. Of

particular relevance to such study are experiments and

trends that occur in the related arts. Historically, music

has often appeared to be the most conservative of all art

forms, consistently lagging behind newer developments in

literature and art. For this reason recognition must be

given to writers and artists for having influenced new

directions in music. This interrelationship between the

arts is readily acknowledged in the late nineteenth- and

early twentieth-century movements of Impressionism and

Expressionism. No direct relationship has been established,

however, between the artistic movement of Surrealism and its

musical counterpart.

In the last decade of the nineteeth century, Claude

Monet and Auguste Renoir became fascinated with the effects

of light and color in constant change. These Impressionist

1
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painters created their images through the use of loose brush

strokes, blurred contours, and luminous colors. They often

completed their works outdoors in order to study the shim-

mering lights and reflected colors evident in nature. They

attempted to capture on canvas their immediate, subjective

impressions of a scene rather than reproducing an exact

likeness of the objects they viewed. Monet sometimes

painted a series of the same subject--such as the cathedral

of Rouen--at various times of the day to observe how the

changing light affected the visual image (Fig. la and 1b).

Figure 1a. Claude Monet, Rouen Cathedral: Dawn, 1894.
Oil on canvas. Boston, Museum of Fine Arts.
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Figure lb. Claude Monet, Rouen Cathedral: Sunset, 1894.
Oil on canvas. Boston, Museum of Fine Arts.

This artistic direction was paralleled in literature

in the works of such Symbolist poets as Stephane Mallarme

and Paul Verlaine. These writers began to negate tradi-

tional syntax in order to focus more attention on the

sonic qualities of each word. In removing the emphasis on

objective description, the Symbolists revealed the multiple

connotations of a single word and were able to evoke impres-

sions through these disconnected images.
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In the late 1880's Claude Debussy attended meetings in

the homes of the Symbolist poets and felt an immediate

affinity for their work. 1  Debussy understood the desire of

the Symbolists and the Impressionists to move away from

literal representation and he began thinking of ways to

apply this new "impressionism" to music. To do this,

Debussy created a new musical language. Instead of relying

on functional harmonic relationships to govern chord pro-

gression, he utilized non-functional successions of chords

of similar qualities and structures thus focusing the

listener's attention on sonorities rather than the tonal

implications of harmony. These parallel sonorities created

a tonally ambiguous structure in much the same way that

Impressionist painters used broken brush strokes and pat-

terns of pure color to create their blurred images. Just as

the Symbolist poets defied traditional rules of syntax,

Debussy defied traditional musical precepts by creating

self-enclosed chordal units strung together in an unbroken

flow. He used subtle variations and transformations, both

melodic and rhythmic, to ensure a continuous stream of

associations.

While the French Impressionists were depicting objects

of the external world, German Expressionists were attempting

to represent inner experience. Wassily Kandinsky, a leading

artist in the Expressionist movement, abandoned pictorial

1. David Burge, Twentieth-Century Piano Music (New York:
Schirmer Books, 1990), 4.
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depictions in favor of nonrepresentational or abstract art.

He felt this allowed for the projection of emotions and

feelings without interference from the physical world. The

subject matter of Expressionism was often man's psycholo-

gical state and the release of repressed primordial urges.

The Expressionists favored the strange, the macabre, and the

grotesque. The paintings of this period display bright

splashes of color with sharply contrasting figures infused

with an air of spontaneity (Fig. 2).

Figure 2. Wassily Kandinsky, Composition no. 7, 1913.
Oil on linen. Moskau, Staatliche Tret jakov- alerie.

In 1908, approximately the same time Kandinsky turned

to abstract art, Arnold Schoenberg turned to atonality in
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music. Such works as Erwartung, Die g1UcklichejHand, and

Pierrot Lunaire demonstrate the realization of Expressionism

in sound. The subject, text, and even the scenic design and

lighting of staged works, all serve as penetrating forces

to draw the listener into the psychological world of the

characters. The tremendous emotional impact of these compo-

sitions is achieved through the use of extreme registers,

wide melodic leaps, heightened dissonances, and compelling

rhythms. The Expressionists awakened their audience to an

unrelenting world of nightmares and terror.

Surrealist Literature

The term "surrealism" was coined in 1917 by Guillaume

Apollinaire in program notes to the Diaghilev-Picasso-Satie-

Massine ballet Parade.2 It was used to describe a new

artistic spirit which rejected rationality and embraced the

absurd. The Surrealists had become disillusioned with a

society which attempted to offer logical explanations for

such irrational occurrences as the first World War. They

surmised that if the barrier of rationality was destroyed, a

sudden confrontation of the contradictory states of dream

and reality would follow. Within a given moment these two

extremes would unite in the ultimate reality or surreality.

2. Nahma Sandrow, Surrealism: Theater, Arts, Ideas (New
York: Harper & Row, 1973), 18.
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In his first Manifesto of Surrealism, Andre Breton de-

fined surrealism as:

Psychic automatism in its pure state, by which one
proposes to express--verbally, by means of the written
word, or in any other manner--the actual functioning of
thought. Dictated by thought, in the absence of any
control exercised by reason, exempt from any aesthetic
or moral concern. 3

This automatism was believed to allow man not only to know

himself better, but to prepare him for those revelations of

truth which lie beneath the surface of consciousness. In

order to examine this state of automatism, Breton turned to

the psychoanalytical theories and techniques of Sigmund

Freud. Freud's use of "free association" in the treatment

of his patients was adapted by Breton to explore the

subconscious. While working as a medic in the war, Breton

employed Freud's method of examination by eliciting from his

patients a rapidly spoken monologue which was unencumbered

by inhibition or criticism. The result was an expression of

the functioning of the mind.

Automatic Writing

After unleashing the subconscious in others, Breton

turned to his own inner spirit in the practice of automatic

writing. Breton contacted his friend Philippe Soupault

about joining him in an experiment. Together they entered

3. Andre Breton, Manifestoes of Surrealism, trans. Richard
Seaver and Helen Lane Ann Arbor: University of
Michigan Press, 1972), 26.
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an hallucinogenic trance and allowed words to flow freely as

they wrote without conscious control. In 1919 the two men

composed Les Champs majnetique which Breton claimed was the

first truly Surrealist work and the first systematic appli-

cation of automatic writing. 4 Other writers such as Louis

Aragon, Paul Eluard, and Rene Crevel followed this example.

Automatism freed the Surrealists from the restrictions of

reality and led them deeper into the world of irrationality.

They even devised a game to further invoke the laws of

chance with automatic writing. One person would write a

word or a phrase on a piece of paper and then fold the paper

so no one could see what had been written. The paper was

then passed from person to person with each individual

adding his own contribution in a similar manner. The

finished product was believed to represent the "unconscious

reality in the personality of the group."5  This game, "The

Exquisite Corpse" (so designated after the first sentence

created by this method), was for the Surrealists a legiti-

mate means of investigating the subconscious.

The Juxtaposition of Unrelated Subjects

The Surrealist revolution involved the breaking down

of barriers; it showed that phenomena generally believed to

be at odds--the subjective and objective, the conscious and

4. Edward B. Henning, The Spirit of Surrealism (Cleveland:
The Cleveland Museum of Art, 1979), 27.

5. Ibid., 64.
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unconscious, dreams and waking life, mental perception and

physical representation--were actually susceptible to a

liberating synthesis. By juxtaposing seemingly irreconcil-

able elements, the Surrealists disrupted conventional

expectations and began an exploration into the unknown.

In place of science and reason, many Surrealist

writers chose to cultivate the image and the analogy. The

familiar proverb became a source of expression for the

Surrealists. Believing that these common phrases had lost

the ability to stimulate the imagination, Paul Eluard and

Benjamin Peret formulated their 152 Proverbes mis au gout

du jour (152 Proverbs adapted to the Taste of the Times) in

1925. In their version, the adage "Strike while the iron is

hot" becomes "Strike your mother while she is young."6 To

the Surrealists, ideas did not have to be rationally compre-

hensible to be communicated. Although the Surrealist maxims

defy explication, they are no less compelling. Take for

instance Robert Desnos' reference to "un jour qu'il faisait

nuit" ("one day when it was night"); 7 the absolute absurdity

of the image only heightens the evocative nature of the

phrase.

The Surrealists' ideas of truth and beauty reflect

the qualities of utter confusion and distortion. Through

6. J. H. Matthews, The Imagery of Surrealism (Syracuse:
Syracuse University Press, 1977), 109.

7. Ibid., 233.
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transformation and metamorphosis, rational demands are

weakened and greater potential is recognized in the irra-

tional. Through a psychic disturbance of both the mind and

the senses, Surrealism obviated the distinction between

thinking and feeling. One is invited to embrace the sensa-

tion of "physical and mental vertigo."8

Dream Sequences

In their attempts to reconcile the objective and the

subjective, the Surrealists naturally turned to the world of

dreams where the irrational and paradoxical are acceptable.

Again adopting the theories of Sigmund Freud, the Surreal-

ists felt that the illogically associated images found in

dreams were actually revelations of man's true nature. So

through dreams, the Surrealist was not attempting to escape

reality but was seeking greater insight and self-knowledge.

To create the illusion of the dream-world, Surrealist

playwrights and authors repeated words, sounds, or phrases

in order to negate any sense of ongoing time. They avoided

developing themes and instead relied on association and

repetition to take the place of structure. Because of its

capacity to distort reality, dreaming held a place of impor-

tance in the Surrealist's revolt against the conventional

world. Their approach to dreams was distinguished by the

8. Robert Short, Dada and Surrealism (London: John Calmann
& Copper, 1980), 116.
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belief that this second life-state was of special relevance

to the first life into which we are born. The Surrealists

believed in "the future resolution of these two states,

dream and reality, which are seemingly so contradictory,

into a kind of absolute reality, a surreality."9

Surrealist Art

Although Surrealism first found expression in literary

endeavors, it is best known to the general public through

its painters. Surrealist artists believed that the process

of creation included two important aspects: 1) the artist's

perception and interpretation of the surreal; and 2) the

spectator's encounter with the artwork. The audience's

experience was of even greater importance that the actual

creation of the work. These artists were more concerned

with intention than with technique; for them, Surrealism was

a state of mind.

Automatic Art

Like the writers, the artists experimented with auto-

matism in the creation of artworks. They readily embraced

chance as an opportunity to become liberated into the world

of the surreal. The term "art" took on a new meaning as the

Surrealists discovered new methods for producing their

works.

9. Breton, Manifestoes, 14.
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Inspired by the results achieved in automatic writing,

many artists experimented with the prospects of automatic

drawing and painting. Some, such as Salvador Dali, entered

trances during which the subconscious was allowed to create

paintings with interesting, unforeseen effects. In his

"paranoiac-critical method," Dali purposely entered a state

of paranoiac delirium in order to generate his bizarre

images.1 0 Although the trance-like state was planned and

deliberate, the creative process was subjugated to his sub-

liminal self so that the man was only a medium for the

communication of the surreal (Fig. 3).

Figure 3. Salvador Dali, Apparition of Face and
Fruit-dish on a Beach, 1938. Oil on canvas.

Hartford, Conn., Wadsworth Atheneum, The Ella
Gallup Sumner and Mary Catlin Sumner Collection.

10. Henning, 98.
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Other artists achieved automatism in a variety of

ways. Joan Miro would begin a work by spilling paint on the

canvas and letting his brush then move freely over the

surface. 1 1 Without a preconceived idea, the obscure images

gradually revealed themselves to Mir6's hand (Fig. 4).

_ -T ---V wl"1 -"

j A
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Figure 4. Joan Mir4, This is the color of my
dreams, 1925. Oil on canvas. Private collection.

11. Short, 107.
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Max Ernst discovered the possibilities of "frottage."

This method involved taking rubbings from everyday objects

such as leaves, sackcloth, textured walls, wooden planks,

etc. The impressions from the rubbings could then be

transformed by the artist's stimulated imagination or could

simply be left as they were (Fig. 5).

ayue5 a Ent oe t, 192. Frta ,

til n. r uY l ,.r I 4 B

'f 
4

Figure 5. Max Ernst, The Forest, 1925. Frottage,
oil on canvas. Brussels, Galerie Isy Brachot.



15

Additional automatic techniques included: "fumage,"

derived from the smokey trails of a flame moved across a

surface (Fig. 6), and "decalcomania" in which paint was

applied to a page and a second sheet was randomly pressed to

the first and then peeled off (Fig. 7).

Figure 6. Wolfgang Paalen, The Strangers,
1937. Fumage, oil on canvas. Brussels,

J. B. Urvater Collection.
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Figure 7. Oscar Dominguez. Untitled, 1936.
Decalcomania. New York, Museum of Modern Art.

The Surrealist artist was willing to relinquish his intel-

lect and his will to chance so that he could realize the

fantastic world of the surreal.

The Surrealists embraced chance not only to free

their own spirits but also to transcend the limitations of

society. According to Marcel Duchamp: "What art is to do

is to break down the association between the object and

onlooker." 1 2 These artists were more concerned with

provoking a response than with perfecting conventional

12. Sandrow, 78.
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techniques. They were constantly probing the question:

"What is Art?"

Much criticism was drawn by the Surrealists' use of

"ready-mades." These were everyday objects chosen and named

by the artist as works of art. Marcel Duchamp was respon-

sible for many famous ready-mades including "Bicycle

Wheel"--a bicycle wheel mounted on a stool---and "The

Fountain"--a urinal turned on its back (Fig. 8).

Figure 8. Marcel Duchamp. The Fountain, 1917.
Ready-made. New York, Sidney Janis Gallery.

Mvrr

'y r
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By raising these common objects to the status of art, the

Surrealists were inviting the observer to explore new depths

of reality. These artists believed that man must respond to

the working of chance. They placed much emphasis on objets

trouves--"found objects" which represent unconscious

desires. The objets trouves were again ordinary, recog-

nizable items which might be seen by anyone at anytime, but

they took on new meaning when recognized by man's inner

psyche.

The Psyche as Architectural Space

In addition to Freud's ideas of free association, the

Surrealists adopted his view of the id as a primitive force

driven to extreme tension by the frustration of natural

desires.15 Many artists represented the inner workings of

the psyche through haunting and disturbing scenes. The

deserted townscapes of Giorgio de Chirico easily lend them-

selves to Freudian interpretations. The general belief that

de Chirico made inadvertent use of many sexual symbols only

supports Freud's idea that repressed desires will uncon-

sciously assume symbolic forms)1 4 De Chirico's early

paintings were clear representations of lonely streets,

smoke stacks, trains, towers, walls, gloves, balls, etc.;

but these realistic images were bathed in a cold, eerie

13. Henning, 27.

14. Henning, 52.
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light which gave way to threatening shadows. He so dis-

torted perspective that the observer is drawn into an

ominous dream world where reality no longer takes prece-

dence. Architectural space became a representation of the

subconscious (Fig. 9).

Figure 9. Giorgio de Chirico, The Joys and Enimas
of a StranFe Hour, 1913. Oil on canvas.

Private collection.
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This use of the "psyche as architectural space" became

a fundamental concept for the Surrealists. 1 5  Through a

double or shifting perspective, these artists were able to

discredit man's conscious intellect and open his mind to the

possibilities of the irrational. Paintings such as Dali's

"The persistence of memory" (Fig. 10) lead the viewer to

question the traditional version of reality.

Figure 10. Salvador Dali, The persistence of memory,
1931. Oil on canvas. New York, The Museum

of Modern Art.

15. Short, 77.
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The artist Rene Magritte presented his rearranged

versions of reality in order to change how man sees. He

felt that through traditional methods of education, society

had deliberately blinded the individual in order to limit

and control his sensory experiences 16 (Fig. 11).

Figure 11.
Oil on canvas.

Rene Magritte, Rape, 1934.
Houston, de Menil Foundation.

16. Sandrow, 19.
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Thus, by devoting themselves to the irrational and incon-

gruous, the Surrealists hoped to release man's spirit and

thus improve society.

The Juxtaposition of Unrelated Images

The Surrealists' perversion of reality was often

accomplished through the apposition of realistic but dis-

associated figures. The game "The Exquisite Corpse" became

as popular among artists as it was among writers. With each

person sketching a portion of the work, the final, combined

product was an unplanned juxtaposition of unrelated images

as seen in Figure 12.

Figure 12. Salvador Dali, Gala Eluard, Andre Breton,
and Valentine Hugo. The Exquisite Corpse,

c. 1930. Private collection.
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Having complete disregard for the natural laws of time and

space, the Surrealists delighted in the illogical results

achieved by the combining of opposites. In fact they felt

that the more distant the relationship between the juxta-

posed images, the greater the emotional impact. These

artists were ever fascinated by this phrase from Comte de

Lautreamont's text Les Chants de Maldoror: "as beautiful as

the chance encounter on a dissecting table of a sewing

machine and an umbrella." 1 7 These two immediately identi-

fiable and utilitarian forms converged on a disturbing plane

and demanded the renunciation of order and the acceptance of

chaos. This verbal comparison came to summarize the goals

of the surrealist artists.

In choosing his apposed images, Rene Magritte was

careful to select those which would never be seen together

in real life. The fantastic associations then were a means

of establishing contact between the subconscious and the

outer world. In addition to providing communication between

these internal and external realms, such artists as Jindrich

Styrsky attempted to undermine the consciousness of society.

By transforming respected monuments into bawdy displays,

Styrsky challenged traditional values and attitudes (Fig.

13). Through such distortion, the Surrealists hoped to free

the spirit of man.

17. Matthews, Imagery, xx.
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Figure 13. Jindrich Styrsky, Statue of Liberty,
1939. Collage. Paris, Jean-Jacques

Lebel Collection.

Dream Images

Searching for a technique best suited for the juxta-

position of incongruous subjects, Max Ernst turned to the

collage. For Ernst, the collage allowed "the coupling of

two realities, irreconcilable in appearance, on a plane
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which apparently does not suit them." 1 8  Drawing from such

diverse sources as nineteenth-century children's books and

illustrated scientific journals, Ernst immersed the viewer

in the irrational. He further stimulated the imagination by

sometimes assigning enigmatic titles to his collages. Re-

maining true to Surrealist principles, the relationship

between word and picture is never conventional. Rather than

describing or explaining the graphic images, Ernst chose

texts which further enhanced the impression of a dislocated

reality (Fig. 14).

Figure 14. Max Ernst, Max Ernst's
Bedroom;, it's worth seind a night here,

c. 1920. Collage ith gouache on-paper.
Zurich, Werner Schindler Collection.

18. Max Ernst, Beyond Painting, trans. Dorothea Tanning (New
York: Wittenborn, Schultz, 1948), 13.
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He then went beyond the impact of a single collage and

created the collage-novel. This was a selection of collages

(with or without texts) which were bound together. These

novels do not offer a story but instead present an entirely

new version of reality. If expecting reason and rational-

ity, the observer will only be disappointed and confused in

this land of the surreal.

Ernst used the collage as a means of achieving a con-

vincing dream-like state of reality. He sought to dissolve

the responses of a waking intelligence and replaced them

with the interchangeable reactions of fantasies. Ernst's

works were journeys into the unconscious which, according to

Freud, would allow the revelation of man's true spirit.

Like Ernst, painters such as Dali, Magritte, and Mir'

applied a meticulous technique to achieve the unveiling of

the fantastic. Mira reported that the exploration of the

dream-world was not so much an escape from reality as it was

an escape into all of reality--including that of imagina-

tion. 1 9  So as the free expression of imagination, art

became a voyage into life itself, and the artist struggled

to raise reality to the level of dreams.

19. Henning, 74.



CHAPTER II

SURREALISM IN SELECTED TWENTIETH-CENTURY PIANO WORKS
OF REPRESENTATIVE AMERICAN COMPOSERS

Research has revealed no substantive studies of the

parallelism between the work of the Surrealists and that of

their musical contemporaries. Such a comparative exami-

nation is particularly appropriate in light of similar

comparisons of the literary and artistic movements of

Impressionism and Expressionism and their respective musical

counterparts. Indeed such parallels exist within virtually

all artistic movements throughout history. If such interre-

lationships have been so readily acknowledged in significant

artistic movements prior to 1920, why has Surrealism re-

mained so unstudied by musicians of modern times?

The most simplistic response to this question is that

Surrealism, being such a recent movement, does not have the

advantage of historical retrospective in the determination

of its importance. Other factors, however, must also be

considered. The preeminence of the university system of

educating artists in recent times has fostered greater

specialization within specific disciplines and less inter-

action between the arts. This, coupled with the ready

access to, and exchange of, information through modern

communication media, has all but eliminated the practical

demand for localized congregations of artists of varying

27
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disciplines that were traditionally formed for the exchange

of ideas. Also important is the nature of Surrealism

itself. Surrealism is representative of a spirit which

challenges authority and resists systematization. Ini-

tially, critics were reluctant to admit Surrealism's impact

on painting. 1 This hesitance emanated from Surrealism's

defiance of traditional modes of evaluation and interpreta-

tion. Because the Surrealists were unconcerned with

technique or style, the medium of communication was unimpor-

tant. After all, Surrealism "was not a means of expression

but an activity of the mind." 2

Considering Surrealism's refusal to submit to intel-

lectualism, music is perhaps the perfect Surrealist form.

Music's affective nature eludes logical analysis; and

regardless of sophisticated theoretical systems, music

cannot be understood solely through verbalization. Further-

more, music, in its purest sense, is an expression of the

inner self. Having established music's viability as a Sur-

realist means of communication, it is then necessary to

determine which musical characteristics may be considered

"surreal" and where these features may be found.

While the literary and artistic realization of the

tenets of Surrealism was primarily the domain of the French,

1. J. H. Matthews, The Imagery of Surrealism (Syracuse:
Syracuse University Press, 1977), xv.

2. Robert Short, Dada and Surrealism (London: John Calmann
& Copper, 1980), 87.
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the musical expression of these ideals is most evident in

the works of American composers. This is not surprising

when one considers that American composers have been

receptive of more experimental processes in their creative

methods.

Chance Music

While Surrealist writers and artists had discovered

the potential of automatic creation, many American composers

also have recognized the value of chance operations. John

Cage is widely accepted as the pioneer of musical indeter-

minacy. The most extreme example of intentionlessness is

seen in Cage's 4'33" from 1952. The score of this piece

consists of three Roman numerals with duration indications

plus the word "tacet" instructing the performer to remain

silent. The "music," then, consists of all the extraneous

sounds occurring during a "performance"--the rustling of

paper, the humming of the air-conditioner, coughing, etc.

Like Marcel Duchamp's ready-mades, this work raises the

question of what constitutes art. Other chance compositions

invite the performer to arrange the pages of the score in

any order or to freely interpret graphic notation. Through-

out his career, Cage has revealed a willingness to explore

nearly anything. With Cage, "music is never just sound; it

is an invitation to alter one's way of perceiving the

world."3

3. John Rockwell, All American Music (New York: Alfred
A. Knopf, 1983), 54.
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Nontraditional Techniques

Another technique used by twentieth-century composers

to alter the listener's perception involves the unconven-

tional utilization of instruments. In the 1920s, Henry

Cowell began playing directly on the strings of a grand

piano. He would leave the bench to pluck, strum, sweep, and

stop the strings. This method produces sounds completely

different from those expected from a piano performance.

Such works as Aeolian Harp (1923) and Sinister Resonance

(1925) challenge listeners to reconsider their concept of

the "appropriate" sound of a piano.

Cowell's exploitations of the piano stimulated the

imaginations of other composers. In the 1940s, John Cage

began writing music for prepared piano. This technique

involved the insertion of foreign materials--such as felt,

rubber, or metal--between the strings. This produced a

strange, percussive timbre not generally associated with the

piano. The surreal effect of these alterations cannot be

appreciated solely through recordings. When one sees a

piano played in a conventional manner and hears sounds which

are foreign to that instrument, the observer must reconsider

his understanding of reality.

John Cage's Music for Marcel Ducham is an example of

a prepared piano work. This piece was written for the

Duchamp sequence of the film Dreams that Money Can Buy, and

it exhibits many Surrealist characteristics. The most
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obvious surreal feature is the preparation of the instru-

ment. All but one of the notes are prepared with weather

stripping; the resulting timbre is akin to that of muted

cowbells. The remaining pitch is stopped with a piece of

rubber and a bolt, thus producing a sound like an unpitched

wood block.

One method the Surrealists used to evoke a spontaneous

response was through a type of hypnosis. The audience was

drawn into a work by the prolonged repetition of sounds or

words. 4 John Cage makes use of this technique in Music for

Marcel Duchamp. The entire piece consists of eight notes;

the music is very simple with considerable repetition (Ex.

1). There is no climax or sense of development, no counter-

point, no tempo changes. The music simply exists.

Example 1. John Cage, Music for Marcel Duchamp, mm. 58-66.Illustrating simplicity and repetition.

4. Nahma Sandrow, Surrealism: Theater, Arts, Ideas (NewYork: Harper & Row, 1973), 84.
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The atmosphere created by this work is reminiscent of

the early paintings of Giorgio de Chirico. The barrenness

of the music recalls the stark images of the art. The

limited range used by John Cage is much like the limited

palette of de Chirico; and the repetitive musical shapes

reflect the recurring geometric patterns which are evident

in the artworks. Both the aural and the visual images leave

a disturbing feeling of mystery; one wonders what lies

beyond the silences and the shadows.

Another composer who mesmerizes the listener is George

Crumb. In his Makrokosmos (Vol. I - 1972, Vol. II - 1973)
for amplified piano, Crumb also prepares the instrument in
order to divert the audience's expectations. He takes the
idea further by using metal thimbles to strike the strings

("The Phantom Gondolier"), paper clips to pluck the strings
("The Abyss of Time"), and even glass tumblers rolled along
the strings ("Ghost-Nocturne") as in Example 2. The ensuing

sounds, often ghostly and disconcerting, are completely

unlike those traditionally generated by a piano.

Example 2. George Crumb, "Ghost-Nocturne: for the Druidsof Stonehenge" from Makrokosmos, Vol. II, mm. 1-3.Illustrating the use of glass tumblers.

Pas h wber I ~ h. ceter fs 'iA A Aj jk A P.C.tr h. FF~i'S p!(a ero
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Throughout both volumes of Makrokosmos, Crumb creates a

mystical ambience which is in complete accordance with the

Surrealist's emphasis on subjective experiences.

The Interjection of Familiar Tunes

Surrealists are actually messengers offering glimpses

into an alternate world of reality. Because they are con-

vinced of the validity of their discoveries, they have

little time to consider the accessibility of their work.

This is certainly true of the composer Charles Ives.

Believing that society was not yet ready for his music, Ives

chose a career in the business world. While building an

insurance agency, he continued to compose in his spare time.

The few performers and conductors who considered Ives'

scores pronounced the music unplayable. Soon Ives quit

showing his work to others and composed strictly for him-

self without concern for acceptance or understanding.

Even before Surrealism was a viable artistic movement

in France, Charles Ives was composing music with character-

istics which can be identified as surreal. Ives uses

musical quotations much like the juxtaposed images in the

works of Surrealist writers and artists. These quotations

are inserted quite abruptly into a work and often bear

little resemblance to the surrounding musical material.

This juxtaposition of musical ideas alters the listener's

perception. The "reality" of the original composition is

interrupted and questioned by the addition.
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A particularly striking example of Ives' union of

opposites can be seen in the "Hawthorne" movement of his

Piano Sonata No. 2 (the "Concord" sonata). On the thir-

teenth and fourteenth pages of this movement (there are no

bar lines) one discovers fragments of the hymn tune, "Jesus,

Lover of My Soul" (Ex. 3a and 3b). Each time, this soft,

delicate melody emerges from a raucous cacophony.

Example 3a. Charles Ives, Piano Sonata No. 2, p. 33.
Illustrating a fragment of ahymn tune.

sli......Plii si ... Mrii tsha...wi........ .... ................... f

veryi fast-

A
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Example 3b. Charles Ives, Piano Sonata No. 2, p. 34.
Illustrating a fragment of a hymn tune.

A

ra very slowly

fla

The vivid contrast between these two musical ideas is enough

to suggest a surreal experience, but Ives further exag-

gerates the encounter with the materials which immediately

precede and follow this excerpt. The clamorous uproar

introducing the hymn tune is derived from the opening motive

of Beethoven's Symphony No. 5 (Ex. 4).



36

Example 4. Charles Ives, Piano Sonata No. 2 P. 51.
Illustrating motive from Beethoven's Symphony No. 5.

: l slower

l r
- 11 imil 1 11 r- --.1-1

gradually fater

_n -A

This discordant representation of "fate knocking" lends even
more significance to the simple tune which survives the
noise and manages to arise from the fading dissonance. Then
just as one is contemplating the momentous joining of two
worlds, Ives mockingly brings in a jaunty march which
recalls a country band in a parade (Ex. 5). This rather
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irreverent joining of such diverse images is a parallel to

the defacing of respected monuments seen in the work of

Jindrich Styrsky.

Example 5. Charles Ives, Piano Sonata No. 2, p. 35.
Illustrating a country band march.

marchh tme
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These "windows" 5 of familiar tunes can be found

throughout the music of Charles Ives. The orchestral work

5. This term was used by John Heiss, composer and Professor
of Music at New England Conservatory, in a seminar on
Ives conducted at Amarillo College, Amarillo, Texas, on
November 21-23, 1991.
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General Slocum (1907) depicts an explosion of a ship in the

harbor, and out of the chaos and noise of the explosion

floats the hymn tune "Nearer, My God, to Thee." Ives

Symphony No. 3 quotes from "0, For a Thousand Tongues,"

"What a Friend We Have in Jesus," "There is a Fountain," and

"Just As I Am"; his Symphony No. 4 uses bits of "Watchman

Tell Us of the Night," "0, Beulah Land," "From Greenland's

Icy Mountains," and "Nearer, My God, to Thee." In each

case, the contrasting quotations offer a glimpse into a

world of "super reality."6 When reflecting on these musical

"windows," the words of Andre Breton are recalled: "I find

it impossible to consider a painting other than as a window

about which my first concern is knowing what it looks out

upon. "7

Dream-like Atmospheres

Ives was not alone in quoting from other compositions.

Many twentieth-century composers use references from fami-

liar works to create the dream-like world of the surreal.

In her Tell-Tale Fantasy (1982) for piano, Jane Brockman

continually "becomes sidetracked in wistful thought"8 about

earlier twentieth-century masterpieces. Each dream-like

6. Ibid.

7. Andr6 breton, Surrealism and Painting, trans. Simon

Watson Taylor (New York: Harper & Row, 1965), 2.

8. Composer's comment from her preface to the score.
(Arsis Press, 1982).
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digression is inspired by a sonority in the original compo-

sition. The ethereal paraphrases include the opening of

Scriabin's PrometheusSymphony, juxtaposed with the similar

chords found in the last of Schoenberg's Six Little Piano

Pieces, op. 19, and the third movement of Schoenberg's

Five Pieces for Orchestra, op. 16 (Ex. 6a); the melody

(reharmonized) from the "Alcott" movement of Ives' Concord

Sonata (Ex. 6b); and gestures from Debussy's Dr. Gradus ad

Parnassum (Ex. 6c).

Example 6a. Jane Brockman, Tell-Tale Fantasy, mm. 14-16.Illustrating references to Scriabin and Schoenberg.

LargoU[J 481 Scriabin and Schoenberg]

[.192]
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Example 6b. Jane Brockman, Tell-Tale Fantasy, mm. 28-32.
Illustrating the reference to Ives in mm. 30-31
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Example 6c. Jane Brockman, Tell-Tale Fantasy, mm. 55-56.Illustrating the reference to Debussy in m. 56.
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The overall effect achieved by this work is very

similar to that created by Salvador Dali in his paranoiac

multiple images. Each image is identifiable but not clearly

delineated. Because all these reflections occur in the same

context and in a short period of time (the duration of the

piece is approximately five minutes), the listener is drawn

into an irrational, subliminal world of fantasy.

Another musician who draws from the works of master

composers is George Crumb. In "Dream Images" from volume I

of Makrokosmos, Crumb transcends time with his use of

Chopin's Fantasie-Impromptu (Ex. 7). The listener is

transported to a chimerical nineteenth-century salon as the

Chopin theme pensively emerges from and then fades back into

Crumb's fragile bell-tones. Crumb again establishes a

dream-like atmosphere in the "Litany of the Galactic Bells"

from the second volume of Makrokosmos (Ex. 8). This piece

opens incisively with fortississimo whole tone clusters

leading to a quasi-xylophone motive. These two musical

ideas surround a faintly disturbing, modal harmonization of

the hymn tune: "Will There Be Any Stars in My Crown?" The

xylophone motive then gradually gives way to a brief portion

of Beethoven's Hammerklavier Sonata. This quotation is

blurred by the pedal so as to sound "out-of-focus,

surreal."9

9. Composer's notation in the score. (C.F. Peters, 1973).



42

Example 7. George Crumb, "Dream Images" from Makrokosmos,Vol. I, lines 2 and 31. Illustrating a quote fromChopin' s FantasieImpromptu.

t 44
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Example 8. George Crumb, "Litany of the Galactic Bells"from Makrokosmos, Vol. II, lines 2 and3.
lustrating the reharmonization of a hymn tune anda quotation from Beethoven's H kSonata.
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It is apparent that these composers were attempting to

create the same imaginary world as the Surrealists--a world
where the subconscious and conscious are equal. The

musicians, just as the writers and artists, accomplished

this through: 1) automatic or chance writing; 2) the
juxtaposition of unrelated themes; and 3) the use of dream-

like images.



CHAPTER III

GEORGE ANTHEIL: MUSICAL SURREALIST

Surrealists cultivated any experience which allowed or
encouraged the questioning of objective circumstances. In
order to be recognized and respected by the Surrealists, one
had to achieve surreality in lifestyle as well as in work.1

The emphasis was on life and thought rather than technique
and method. They were pursuing the point of truth where the
real and the imagined, the past and the future, the objec-
tive and the subjective would come together. For the
Surrealists, it was expected that one's mode of living would
take precedence over the creation of art. 2 The life of
American composer George Antheil certainly meets these

requirements for surreality.

Biographical Sketch of a Surrealist

Born in 1900 in Trenton, New Jersey, Antheil's first
few years were spent living across from a very noisy machine
shop. The sounds and rhythms of the machines apparently had
a strong impact on the toddler. Believing that machines

1. Nahma Sandrow, Surrealism: Theater, Arts, Ideas (NewYork: Harper & Row, 9 rr.

2. Edward B. Henning, The Spirit of Surrealism (Cleveland:The Cleveland Museum of Art, 1979 , 10.

45
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represented the rhythm of life, he sought to capture

machine-like sounds in his music and developed what he

called a mechanistic style in music. While George was

still a child, the Antheil family moved across the street

from the State Penitentiary. It was here that he was first

exposed to music when two elderly ladies moved in next door

and proceeded to play the piano night and day. One night

the ladies suddenly stopped playing and by the next morning

they had disappeared--along with sixteen of the prisoners

from across the street. The incessant piano playing had
covered the noise of the digging of a tunnel from the house

to the prison yard. Antheil said that after this experience

his love of music, and especially of piano playing, was

firmly established. 3

After such a fortuitous beginning, it is not sur-

prising that Antheil's musical career did not follow

traditional precepts. In 1921, Antheil met and fell in love

with a young woman named Anne Williams. Her parents did not

approve of the courtship, so they sent Anne to Europe.

Antheil wanted to go to Europe to find her, and he decided

his only chance to go was as a concert pianist. Needing to

develop his technique quickly, Antheil bought two large fish
bowls, filled them with water, and placed them on each side

of his piano bench. He then proceeded to practice sixteen

3. George Antheil, Bad Boy of Music (New York: Da CapoPress, 1981), 14.
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to twenty hours a day. Whenever his hands became swollen or

bloody he would plunge them into the water. After about a

month, Antheil was ready to audition for a concert manager.

After hearing Antheil play, M. H. Hanson readily agreed to

take him to Europe.

While travelling, Antheil had a dream in which he

heard music coming out of buildings as he walked down the

street. He described the scene as having the "atmosphere of

[del Chirico"4 where everything was strangely quiet. When

he awoke, Antheil tried to write down the music of his

dream. Although not completely satisfied with these musical

sketches, Antheil did feel that he had captured the essence

of the dream. These fragments became the foundation for

several pieces which ushered in his mechanistic period of

composition.

Antheil began programming some of this new kind of

music. The harsh dissonances and endless repetition often

led to rioting in the concert halls. This angered Antheil

because the people would make so much noise that they failed

to hear his music. So during his concerts, Antheil began

having the ushers lock the exit doors, and then he would

place an automatic pistol on the piano to keep the audience

under control.

4. Ibid., 20.
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Antheil dreamed a second dream in the same night as

his "de Chirico" dream. In the second dream, he met a girl

with short, dark hair who was dressed in a plaid skirt. In

less than a year Antheil met Boski Markus, his "dream girl,"

in Berlin. The two later moved together to Paris in 1923.

Antheil and Boski were immediately enthralled with the

artistic Parisian atmosphere, and they rented an apartment

above the bookstore run by Sylvia Beach. This setting led

to many encounters with the Surrealist artists and writers

who gathered in Paris.

Antheil once stated: "The surrealist movement had,

from the beginning, been my friend."5 The Surrealists

actively promoted Antheil's music and even fought with those

who did not like it. Antheil collaborated with Louis Aragon

and Andre Breton in the writing of an opera libretto--Faust

III. The opera was never completed, however, because of a

split in the surrealist movement.

When Hitler came to power in 1933, Antheil returned to

the United States where be eventually settled in Hollywood

and began writing film scores. Antheil was working for

Cecil B. de Mille at Paramount Studios when Salvador Dali

requested a meeting with Antheil. Dali wanted a job with

Paramount and asked Antheil to introduce him to de Mille.

At this meeting, Dali pronounced that Cecil B. de Mille was

the greatest Surrealist on earth, after which de Mille asked

5. Ibid, 300.
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what Surrealism was. Boris Morros, de Mille's music direc-

tor, thought it would be helpful to invite all the Paramount

executives to a showing of Le Chien Andalou, a surrealist

film by Dali and Luis Bunuel. Morros, however, had never

seen the film and asked for Antheil's opinion of it.

Antheil quickly proclaimed that the film was wonderful,

beautiful. At the subsequent showing, the producers were

horrified as the film opened with scenes of a man slicing

into the eyeball of a young lady, and the gelatinous

interior of the eyeball sliding down her face. Fortunately

for Antheil, de Mille liked his music enough to forgive his

taste in films.

Antheil left Paramount studios in 1939 and devoted

more time to the composing of "serious" music, which he

preferred. In 1947, according to one survey, Antheil was

one of the four most performed American composers. 6 After

he died of a heart attack in 1959, Antheil was remembered as

one who felt that "the artist must be ever the experimenter,

the innovator, the discoverer."7

Early Surreal Works

The Airplane Sonata (1921) for piano was the first

composition to be developed from Antheil's "de Chirico"

6. Linda Whitesitt, The Life and Music of George Antheil

1900-1959 (Ann Arbor: UMI Research Press, 1983), 62.

7. "Closing Chord: George Antheil," International Musician

LVIII/9 (March, 1959), 45.
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dream. For Antheil the music in his dream represented man's

nobility and spirituality. He chose the title because he

believed the airplane was a symbol of his future; he had

finally discovered his true path in music.

The Airplane Sonata is in two movements. The first is

cast in a type of rondo form full of harsh dissonances and

driving rhythms. The mechanistic style is enhanced by the

changing meters, irregular note groupings, static harmonies,

pounding rhythms, and repetitive melodic structures (Ex.

9a). The incessant repetition and forceful clusters (Ex. 9b)

found in this work become a customary feature in -Antheil's

compositions.

Example 9a. George Antheil, Airplane Sonata, mvt. I,
mm. 46-50. Illustrating mechanism in music.

ia~~ i

+a{C.Chtwn'$ me ers
".... s . "..... .. «. .. sw:"_r_ +_ . ..............rrs~._r

.1i' .AMT _ AW

I



51

Example 9b. George Antheil, Airplane Sonata, mvt. I,
mm. 82-92. Illustrating mechanism in music.
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This movement is suggestive of the Surrealist's auto-

matic writing as it spontaneously evolves without apparent

forethought. The ostinato figures unfold but never seem to

develop. The opening material continues to return through-

out the piece as if the mind is impulsively drawn back to a

previous thought. Near the end, Antheil abruptly terminates

the ostinato pattern and appends a starkly contrasting close

to the movement.

Antheil creates a floating, dream-like atmosphere in

the second movement of the Airplane Sonata. This movement,

in a clear ABA' form, also features changing meters and

irregular note groupings (Ex. 10). Unlike with the first

movement, however, these characteristics do not present a

machine-like background but instead suggest a feeling of

timelessness. In this slower tempo, the continual shifts in

meter obscure any feeling of regular downbeats, thus the

patterns seem to float through time and space.

Example 10. George Antheil, Airplane Sonata, mvt. II,
mm. 1-8. Illustrating a floating, dream-like
atmosphere.
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This movement evokes the dreamy inner spirit so re-

vered by the Surrealists. It defies logic and reason as the

ostinato figures begin together but continue independently

(Ex. 11). The result is two entirely different levels of

activity, and the effect is confusing and distorted.

Example 11. George Antheil, Airplane Sonata, mvt. II,

mm. 32-39. Illustrating the distortion of time.
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construction. He felt that since music actually exists in

time, then time, rather than tonality, must be the basic

principle governing musical composition.

It [time] is the musician's "canvas". The tones which
he uses, therefore, are merely his crayons, his colors.
The "Time-Space" principle, therefore, is an aesthetic
of "looking", so to speak, at a piece of music "all at
once". One might propose therefore, that it is a sort
of "Fourth Dimension"-al jsic] way of looking at music;
its constructive principles may, or may not have begn
touched in this work, but they have been attempted.

Thus, for Antheil, this music was a canvas representing the

spirit of modern America with its machine-like rhythms and

relentless energy.

Ballet Mecanigue was originally scored for eight

pianos, one pianola, eight xylophones, two electric door-

bells, and airplane propeller sounds. The premier in Paris

in 1925 led to tumultuous rioting; this signified great

success in the surreal atmosphere of the time. Antheil soon

learned, however, that surrealism was not so readily accep-

ted in America. The work was presented in April of 1927 in

Carnegie Hall with ten pianos, one mechanical piano, six

xylophones, two bass drums, a wind machine with a regulation

airplane propeller, and a siren.9  In addition, a backdrop

was designed which featured a futuristic city full of

8. George Antheil, "Composer's Notes on 1952-53 Re-editing,"
Ballet Mecanique. Revised full score. (Pennsylvania:
Templeton Publishing Co., 1959).

9. Whitesitt, 33.
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skyscrapers and noise-making machines. The concert was

sensationally publicized and the performance proved to be

disasterous. Some critics at the time did recognize Ballet

Mecanigue as an extraordinary conception which suffered from

cheap exploitation, but many dismissed the work as simply

"noise."

Whatever the reaction to the music itself, one cannot

fail to recognize the surreal instrumentation of Ballet

M canique (Ex. 12). Even in the edited version of 1952-53--

for four pianos, two xylophones, two electric bells, air-

plane sounds, and percussion--one hears the music of an

alternate reality. The distortion of time can be seen

clearly in Example 13 where the military drum and the

timpani emphasize groupings of first two, then three, four,

five, six, seven, and eight notes. Like the repetition

found in the Airplane Sonata, this reorganization of time in

space contributes to the other-worldly nature of the music.

This work reveals a dimension where man's inner spirit is

free from the constraints of reason and logic.
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Example 12. George Antheil, 1952-53 re-edited version of
Ballet Mecanique, mm. 1-6. Illustrating the "surreal"
instrumentation.
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Example 13. George Antheil, 1952-53 re-edited version of
Ballet Mecanique, 2nd system of p. 101. Illustrating
the reorganization of time in space.
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CHAPTER IV

LA FEMME 100 TETES

The Collage Novel

In 1927, Max Ernst introduced the concept of the

collage novel--a book consisting solely of illustrations

with headings or captions, but with no text. These novels

represent Ernst's desire to unite the literary and visual

aspects of Surrealism. With his collages, Ernst combined

disparate images from multiple sources within the context of

a larger illustration in such a way that the resulting scene

transcended the original purpose of the illustration. Ernst

collected images for his novels from catalogues, scientific

journals, and illustrated children's books. For him, the

"sheer absurdity of that collection provoked a sudden inten-

sification of the visionary faculties . . . and brought

forth an illusive succession of contradictory images."1

The first collage novel, La Femme 100 Tetes (The

Hundred Headless Woman), was published in Paris in 1929 with

a foreword by Andre Breton; it consists of 147 collages

divided into nine chapters. The unusual title refers to the

surrealist preoccupation with multiple identities and

depends on the identical pronunciations of the French words

1. Max Ernst, Beyond Painting, trans. Dorothea Tanning (New
York: Wittenborn, Schultz, 1948), 14.

58
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cent (100) and sans (without). Thus Ernst's main character

has both 100 heads and is without a head. She represents

the constantly changing essence of womanhood. This "femme

100 totes" continually shifts identities and is even refer-

red to as "my sister." This reference leads the reader back

to an incident in Ernst's childhood when he discovered the

death of his pet bird at the same moment he learned of the

birth of his sister, Loni. In his words:

The perturbation of the youth was so enormous that he
fainted. In his imagination he connected both events
and charged the baby with the extinction of the bird's
life. A series of mystical crises, fits of hysteria,
exaltations and depressions followed. A dangerous
confusion between birds and humans became encrusted in
his mind agd asserted itself in his drawings and
paintings.

The significance of this occurrence is further recognized in

the second main character of La Femme 100 Tetes--Loplop,

Bird-Superior. This bird/human represents Ernst's alter

ego; Loplop is the personification of manhood. The question

of identity in La Femme 100 Totes is further confused when

Ernst claims that Loplop and "la femme 100 totes" are inse-

parable. Thus in the novel, these protean beings represent

an abstraction of Ernst's own non-rational, inner self.

The overall theme of La Femme 100 Totes is a general

depiction of human life. The first chapter examines the

aspect of conception and subsequent chapters move from birth

2. Ibid., 28.
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and childhood to the adult experiences of sexual identity,

aggression, fear, old age, and death. The plan, however, is

not always obvious as the viewer is led through a series of

surreal adventures.

Throughout this novel, Ernst attempts to stimulate the

imagination of the viewer by questioning traditional values.

The first collage (Fig. 15) presents the image of an adult

man emerging from an egg-like form in the heavens. On the

ground are two groups of men straining with ropes to pull

the figure to earth. The caption is: "Crime or miracle: a

complete man." This scene then represents both the creation

and the fall of man. It demands of the viewer a moral

judgement: is the act portrayed here bad or good, a crime

or a miracle?

The novel continues with three collages titled "The

Failed Immaculate Conception." Each of these plates depicts

men in frock coats conducting futile experiments into the

generation of life. The imagery suggest that neither life

nor art can be successfully created through scientific

procedures. Several collages with obvious Freudian sexual

references continue the theme of conception before the chap-

ter concludes with a representation of the completion of the

physical and spiritual union. This scene reveals a nude

woman reclining at the base of an anthropomorphized pipe

organ while a tiny version of the unsuccessful scientist

witnesses the occasion (Fig. 16).
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Crime or miracle: a complete man.

Figure 15. Max Ernst, La Femme 100 Tetes, plate 1.
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The Immaculate Conception.

Figure 16. Max Ernst, La Femme 100 Tetes, plate 12.

A
The subsequent chapters of La Femme 100 Tetes gra-

dually reveal more ominous images as Ernst questions the

evolution of adulthood. Questions of racism and sexism are

raised and the institution of the Church is treated with

disdain (Fig. 17a and 17b).
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Rome.

Figure 17a. Max Ernst, La Femme 100 Tetes, plate 142.
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This monkey, would he be catholic by any chance?

Figure 17b. Max Ernst, La Femme 100 Tetes, plate 33.
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Ernst even creates an irreverent bond between Loplop

and Christ with the reference to Loplop's becoming flesh and

dwelling among us (Fig. 18).

And Loplop, Bird-Superior, has transformed himself into flesh without flesh
and will dwell among us.

Figure 18. Max Ernst, La Femme 100 Tetes, plate 68.
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This connection raises further speculation about the

character Loplop. It is known that Loplop represents

Ernst's own inner self and, by association, the inner self

of all manhood. By making Loplop God-like, Ernst is making

a notable statement regarding the importance and even the

omnipotence of man's psyche. The Surrealists had always

opposed Christianity because they felt that "it is only

beyond God that we can create a new world."3

Throughout the novel, the ethereal figure of "la femme

100 totes" emerges as if to offer silent commentary on the

reality of man's objective world. The final chapter states

again and again that the hundred headless woman keeps her

secret (Fig. 19a and 19b). This secret is the realization of

the creative powers released by an unfettered imagination.

Ernst informs the viewer that by rejecting the cerebral, one

can discover a liberated world where anything is possible.

The novel finally concludes with the same image with which

it began. The caption now is: "End and Continuation."

Thus Ernst establishes a circular journey with unlimited

potential.

3. J. H. Matthews, An Introduction to Surrealism (Syracuse:
Syracuse University Press, 1965 , 43.
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The eye without eyes, the hundred headless woman keeps her secret.

Figure 19a. Max Ernst, La Femme 100 Tetes, plate 138.
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She keeps it.

Max Ernst, La Femme 100 Tetes, plate 141 .
Figure 19b.



69

The Piano Preludes

In 1930-31, George Antheil composed a set of forty-

five preludes, La Femme 100 T~tes, which were inspired by

Max Ernst's collage novel of the same title. Antheil was a

great admirer of Ernst, and according to Mrs. Antheil "the

preludes were meant to be rather an impression of the spirit

of the work than a musical description."4 The musical style

of the preludes is derived from Antheil's earlier mechanis-

tic works, and this bold style accurately reflects the

essence of Ernst's work.

Just as the collage novel was a collection of succinct

visual images, Antheil's preludes are a compilation of terse

musical images. Each prelude is a musical etching--the

embodiment of a character denoted by such indications as:

faintly energetic, floating, electrical, brutal, bawdy,

nostalgic, knocked and brilliant, mystic, cruel, and naked.

The surrealist wit is also revealed in such preludes as

"Minuet?" and "Onward Christian Soldiers" (Ex. 14) which are

burlesques of the implied styles.

4. David Albee, George Antheil's 'La Femme 100 Tetes': A
Study of the Piano Preludes, vol. I and II D.M.A.
dissertation, University of Texas, 1977; Ann Arbor:
University Microfilms), 65.
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Example 14. George Antheil, La Femme 100 Tetes, XXVI,
"Onward Christian Soldiers," mm. 1-14. A parody of
the hymn.

[AU a Marcia 7

Onwara dC r st A Sl en J .:-1LAL~o. t-.rL

- rw+-

! -: rr r -rr

8

101

is 
__-__ _ __ __ _ _ -_ _.

emu



71

Humor is also evident in the parodies of traditional

pianistic exercises (Ex. 15) and the echoes of the pianola of

Ballet Mecanique.

Example 15. George Antheil, La Femme 100 Tetes, XVII,
mm. 1-16. A parody of traditional scale exercises.
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It is possible to find some instances of rather direct

correlations between the aural and visual representations of

La Femme 100 Totes. The furious broken chord figuration in

Prelude XXXV (Ex. 16) might be considered a depiction of the

raging waves in Ernst's "Sea of Serenity" (Fig. 20).

Example 16. George Antheil, La Femme 100 Totes, XXXV.
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Sea of serenity.

Figure 20. Max Ernst, La Femme 100 Tetes, plate 98.
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The brutal pounding of the clusters in the final

prelude, "Percussion Dance," (Ex. 17) might represent the

flying timbers seen in Ernst's Plate 89 (Fig. 21).

Example 17. George Antheil, La Femme 100 Totes, XLV,
mm. 27-36.
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Dilapidation, dawn and excessively meticulous phantom.

Figure 21. Max Ernst, La Femme 100 Ttes, plate 89.

Also, Antheil's caricature of "Onward Christian

Soldiers" could be directly linked to Ernst's irreverent

references to the Church. Of greater relevance than these

direct correlations, however, is the similarity of spirit

between the two works.
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The Surrealists, including Antheil, had no precon-

ceived ideas of form. They were concerned, not with

structure and organization, but with the free, uninhibited

flow of ideas. Most of the preludes are through-composed;

but there are continual references back to earlier pieces,

just as spontaneous thoughts will often recall previous

ideas. Whereas Ernst's collage figures are ultimately con-

strained by the original sources used for the illustrations,

Antheil's musical epigrams are restricted by their own

beginnings and endings. The extreme brevity of these pre-

ludes imposes a particular shape which must serve as

structure. Both the musical and visual images are often

harsh and biting, they are wild and unruly as they force a

path into a new reality. The Surrealists embrace chaos;

they are not preoccupied with development, but instead

choose to astonish by changing the subject.

Conclusion

Much music of the twentieth-century has remained

enigmatic for music scholars. Various analytical systems

formulated to explain music often fail to reveal the intel-

lectual, artistic, and aesthetic premises which give rise

to the creation of modern compositions. Rather than

attempting to categorize these new musical expressions

through traditional methods, it is more helpful for

musicians to look to the other arts for complementary
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developments which directly and indirectly influence

musical thought.

Though previously overlooked, the influence of Sur-

realism on much music of this century has been profound.

While Surrealistically inspired elements are evident in many

contemporary musical genre, their presence is particularly

apparent in American piano music of the twentieth-century.

A study of the piano music of such composers as Ives,

Cowell, Cage, Crumb, and Antheil reveals numerous non-

traditional components which are clearly rooted in the

tenets of the Surrealist movement. A thorough study of the

literary and artistic foundations of Surrealism provides the

music scholar with insight into the piano music of Charles

Ives and of other American composers after him. Without

such study, much of the American piano repertoire of this

century remains puzzling for performers and listeners alike.

In order to learn from Surrealism, musicians must be

willing to disregard traditional definitions of creativity.

Writers, artists, and composers of the twentieth-century

were pursuing a new awareness among their audiences. A new

definition of beauty was formulated as was a new definition

of art.

With this redefining of art came unbridled exploration

of new techniques for producing artworks. Chance music is

an obvious outgrowth of the surrealist experiments in auto-

matism. Composers began exploiting the full range of

sound-making possibilities inherent in each instrument.



They also reawakened the potential for expression found in
quotations from masterworks. Like the juxtaposition of
unrelated images so common in the Surrealist collages, the
juxtaposition of contrasting musical ideas created an

alternate version of reality.

Surrealism in art and music is a means of revelation

rather than an attempt at description. The question of
whether or not the work of a painter, poet, or composer is
appealing is no longer relevant; what is important is the
potential of a given work of art to project an inner vision,
a new reality, a surreality. According to Dali, the artist
[or composer?] may not even comprehend the significance or
meaning of his work at the time of creation; but by granting
freedom to the subconscious during the creative process, the
resulting work is so profound and complex that it escapes

analysis by reason and intellect. 1

One does not need to fully understand Surrealism to
participate in its search or to learn from its revelations.
One should recognize, however, that some of the directions
taken in music of this century have parallels in the
Surrealist movement. For Surrealists, the act of creating
was secondary to the state of mind which the creative act
revealed. The search for an internal, universal reality
led to an exploration of the world of dreams. Dreams were

1. J. H. Matthews, An Introduction to Surrealism (Syracuse:Syracuse University Press, 1965), 124.
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viewed as "glimpses of, gateways to, and metaphors for the

marvelous, irrational essence of the universe." 2  The

attainment of a dream-like state was the ultimate goal of

the Surrealists. Surrealist artists were obsessed with the

idea that the rational and the irrational could co-exist;

this combining of two worlds represented the absolute--

or sur--reality in all the arts.

2. Nahma Sandrow, Surrealism: Theater, Arts, Ideas (New
York: Harper & Row, 1973), 41 .
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