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Foreword

The second of our Corndor ol the Gaze exlubitions is en-
tled "The Lonely Maguete: Sdll Life as Construered Land-

scape”, Here we trace the lineage of the object we call scill
life. Like the historics of landscapes, poreraies and other
genres, the history of the sl life goes back o the very

beginnings of photography. To properly position s signifi-

cance we must note, too, that in the West the still life
hecame differentiared as a independent genre of painting in
the 16ch and 17th cemury. Core motifs in classic cxamples

of the genre included bools, vessels, musical instruments,

together with the fumiture, wols and materials found in
the painrer's atelier. Froirs, cur flowers and game are othe
familiar examples.

These classic morifs in Westem painting cin also be

found scarcered here and there in photographic still lifes,
By placing material objects in relation w each other, photog

raphers, like painters, have
found it relatively simple 10
EONSIIUCT EXpPressive Spuces
that convey their creartive
copcepts.. The images they
cieate by assembling and
armanging material ohjects
on pedestals are, in elfect,
Idealized landscupes.

Surrealist  srill  lifes
attempted o apen the way
far new forms of expression
in a genre dominared by
realism and mimesis, To
achieve this aim, surrealists
used an experimental tech-
nigue called dépaysment,
juxmposing ohjects of mdi-
cally different  characrer
By adopting 4 perspective
that focuses on accidenml
and  unexpected  relation
ships berween ohjects and
juxeaposing radically differ-
ent materials, they inverted
the predicrable funcrional
relationships of objecr and
expressed new aesthetie atd
tudes and insights by empha-
sizing the unique presence
and sheer existence ol marerial things.

In the early 20th century, when modern pharography
was taking shape, the typical photographer’s atitude oward
materin] objects was highly realistic. The surrealisis’ new
approach, focusing on the objects themselves and drawing
artention to design and consoruction through values added
by radically different perspectives, was literally a lresh angle
and was quickly adopted in advertising. e reflects che

broad and expansive spirit of an age in which landscapes,

ton, were being reconstructed,
“Corridor of the Gaze” 15 the overall tide for exhibitons

held throughout this year Chapeer 3 will focus on land-

scape, Chapter 4 on portraits. Al these exhibitions are
focused primarily on phorographs in the museum’s own col

lection, allowing the visitors who wander through our gal-

lery o weave wogether the elements and perspectives that
these various genres represent,

el i By
BEA Unaitded 1920 fpinied L), Gelasin silver pring

Lonely Maquette — The Surrealist Objet

Kyoko Jimbo

The Surrcaliss’ interese in physical objects and images
created by assembling and organizing materials was the
polar opposite of whar earlicr generations of artists had
been wrying o achieve with the waditional sill life, The
still-life style established in Furope in the sixreenth and sev-
enteenth centurics atempred m present an orderdy world
view through combining abjects aof allegorical significance.
By contrast, Surrealist artists working in is “objer” syle,
which fourished b the 19308, [veused on arousing a new
awareneds of the object iselfy thoroughly confounding
expectations about the functions of the object.

Survealisin, in which the object played a highly signifi
cant role, was fmell mformed by Freudian psvchoanalyuic
theory and formally launched wich the 1924 Surrealist Man-
ifesta issued by the poet Andeé Brewon. Surrealism reached
its apopee in the lacer half
of the 19305, then carried
on, largely under Brewon’s
leadership, despite the
obstacles  presented by
World War 11 before gradu
ally caming v irs end. This
cssay addresses the objer in
Surrealism and Surrealist
objer photography largely
through the Surrealise arvise
anud phowographer Man Ray,
who not only creared o large
number of objers bur also
provided a lasting record ol
them  through  his photo-
graphs.

“Exquisite Corpse,”
while aften described as
parlor game, was one the
rechniques Surrealises used
to creare 3 single image
through the joine labots of
several people. Surrealism
produced boch linguistic
el visual experiments in
the Exquisite Corpse mode:
the participants would not
reveal their thinking: ruth-
er, cach would offer one

word (or one pare of a deawing} in a ereative act thar hoped

'_...l'
for unexpectad resules born from the resulting combina-
tions, The technigue i5 named after the frse work the Surre-
alists created in this way, a line of verse: Le cadarre coguis
boira le vin nowpean (The exquisite corpse will drink the
new wine). In the visual version of this method, one parici-
pant would draw pare of 2 human form, then fold the sheer
of paper so that only the points of conter were visible 1w
the nexr person, who would add his conrriburion. Ar the
end, the sheet would be unlolded to reveal the entire linked
image.

Methods such as that were linked ro the dépaysrens,
uprootedness and psychic automatism, thar Surrealism
aimed for. Broton stared thar the intention was o trans-
it “those two seemingly conttadicoory staces, dream and
relicy, into a sort of absolure realivy, of surrealivy,..” ™
Assembluges and programs that had an element of the unex-
pected were pursued through wards as well; they were devi
ces that led o “convulsive beaury,” unfathomable beaury
overflowing with strong feelings. filled with the power o
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astonish and brimming with originality

Fhe objers thar played such o central role in Surreal
ism were, with {ew exceptions, solated models (magquertes)
-.'Ilu'||-|}u.| in .-_l".:lr-.-.",--n.'-'n.". The Surrealists also |-|un.|'.|'.ul
.-.*‘--.-~.||'rl|.tgp and chance encounters of objecrs of diverse

functions and natures. Man Ray's ||||i|,'| entitled Hean

. ]IIIIr W |.|I":'.|I.' ||II|' |Il.l.|'l-| TAERrT |'{I”!J|l|'|'
g the

table of 4 sewing machine

CTTETrmi |'I.|' FERERTTEFE _Irn".ln

T .l|l

;
aere (As Deauriful

ine & condve ¢l dun pay

chance MCCLng on & ||I‘)5<i.

and an umbrella) is o good example. Inspired by a line in o

iy

poem by Lavrdamont, it broughe rogether two every

tools, 4 sewing machine and an umbzella, which would, in
terms of their functions, never be wsed ar the same dme

Where r|||'1_.-' COMTE |-:-=-_1_|:|:'|-=_|.' is defined a8 4 disse EInE ihile, a

very extraordinary space indeed, The pocsy ol an encounte

betwe

n rweo commaonplace objects thus aims ar an acciden

il l|||..|ii'l. arising rom -|"r:||'.l..':.'-.l.-'.'r'-'.'."

Andeé Breton and Paul Eluaed pullished D

Surrédalitme (An

Abripé

abrideed dictionary of Surre
alism) as: their edition of the
catalogie of the intemation-
al Surrealist exhibition of
1938, According to (s entry
under “ohjet,” the Hrse Surre
alist objers were the found
abjects Marcel Duchamp
created n 1913 (1914,
sccording ro Breton and
Eluard). For example, Duch
amp reassessed a wrinal as
found object (or Cready
made,” o uxe his wrm),
gave 1t the nde Fownain,

a work ol

and exhibived it 2
art, Puchamps work, which

.':rTI'I'I':Pr:'I" a Tra "l-'~r.1?|' manon

of awareness of objecs them
selves, created @ sensation

and became a fertile source

of ideas for the Surrealisis
Indeed, the creasion of

1 Surrcalism  was

ohjets
telated 1o the revelutionary

teamatormanon of conscos

TS — Fovelerich Samensr
FHEDETE Valiee ' Adam 1949 Gelarin sibver priet

ness i the carly twenteth
century history of an.

'he carliess ohjer Man
ed, his Cadean (Gift), dates from 1921, chree vears
led

as an example of Dada, in this work—an iron with it foor

hefore Breton's Surrealist manilesto, While usually re

studded with pails—practical funcrion is lost and the objer

busell is enveloped in the dépay, characteristic af Surreal-

ism. Man Ray, who had moved from New York to Paris

after Duchamp moved back there, il'.||||._;-'.'i'_.|'|,| { Sl on
the apening day of the frst exhibition held in Paris afrer Tis
arrival, on Bastille Day, The story is that Man Ray hap-

ic Satie thar day and found

pened o meet the composer E

him a kmdred spirit. After several drinks ogether, Man
Ray, with the famous composer as his interpreter, wenr
an ironmongers, acoquired his iron and oails, and quickly
bad a work that was immediately accepred in the show,
Man Ray and Duchamp differed in their atriiedes
towards the objer. Duchamp found e sufficient for iv
Man

Ray, at least two elements were necessary, In his aurabiogr-

direct an unguarded, aesthetic paze 1w the object. Ti

tro

phy, he asserted, “T never do just one thing, |

that are romlly unrelared. | pur these together in arder o

create, by contrast, a kind of plistic peetry”
Man Bay, who started his career as a painter, began

and in the

ising phowgraphy o record his owi paini
Proceis ..|§-1l|x:r|_|_| the walue -'|. the n'-'|""-III-|I-'L'\.! i‘.ll.-._:-_l'.- he
WS iphing, with their shades of black and whirte.

Tt .||..|u.-||.:'|_||-r:|. the artist said he believed that

“painting Is an obsolere form ol expression and thar photog

y will dethrane it when the public is visually educat-

ed.” Bucwhile he respected the unliy of photography, he

continued ro deny thar ic was an ar form-—a view be shared
with other Surrealisis, wha give the impression thar they

sitioned phony 1 secondary product, explanato

aphy n

Yy material. The |‘l'l'||'-!-|

s pubilished in the movement's

jowrmal are an anthorivarive example of the Surrcalist view

fe was mod

ol photography, Just as La Réveluetion Suredali

v the scientific journal La Maerure, the places inic have
the stoic quality of scientific illustrations.

Man |:.|:."- creative work included cercain |.-|:-.1iri~..
hehaviors. When le ereared
an objer, he would mmedi-
ately record iv in a phoro

i
thmose all the orie

nal abjers v arer lose o

destroyed. MNonetheless, in
his lifetime, 3,000 replicas
of Cadean were produced
with the artist’s permission
ind he alten replicaed his
paintings or other objers a

ic reasons did play o part in

well. Undoubiedly econom
his authorizing replicas, but
the sheer dilficulty of pre
serving his work alse pre-
sented a daunting pracrical
problem-—whether it was an
extremely simple ahjer such

a nail

a5 a cored .Ip'|.~|L' witl

set on top of it wo replice

i t I
the core, ating ddpay-
meerrt, or the sewing machine,

umbrella, and  dissecring

table assemblage,  Almosi
nong of those worls survive
in their original form. The
n||u||]k;r:4|'-5|ic record as well
as replicas (which repro-
duce his wark i a plastic
medivm), bhowever, do allow them to survive in memory
il to be considered and recansidered. The photographs

also establish cleaver relationships herween the physical qual-

ities ol the objers and provide a means of reproducing, mass

producing, and presenting them. To Man Ray, the phowo-

graph was, in the last analysis, o reconder, yer the photo-

graph’s lidelity wo the original permirs it to serve as a medi

wm in touch with the Sumealist muse.

In some 0

lds the Surrealiscs were quite obstinare
about turning all sors of stvles of communication o
abjets—and the diversity of their work was immense. In a

')
broad ser

they promored recognizing many forms,

including the motfs that make up . a5 objects.
|i||"_'.-' dissected |l||:|.".1;_'.|i. objeces into r.‘:(|'.l."|f|!.' illll.L'I"I."'I'II..j{'I:lI
abjets and then recombined them or made compositions of
them, o present a single image thar could arouse, verbally
orf visually, a “convulsive beauty,”™ That convulsive beauty
was their ulmare goal

During the 19305, Surecalisms inwerest in the obje
he

iened remarkably, Objers had Bgured ar Surrealist exhi-

bitions since the first one in 1925, with their presence peik-

1936 exhibirion held ar the

Ing at .'""'H:llrn St

Charles Rarton Gallery in Paris. It owas there that Meret

Oppenheims Gamous object (Pur-Lined Cup and Saucer)

was shown, a5 well ag two works that demonstrate Claude

Cahun's ahilitics in campositlon. (Cahun has been much

Ihe objer exhibition in 1

admired in recenr years.)
stimulated other artists to create objers, for which ourput
;I.II'!_'II'I.I thar year, and Cabrers a et ran s \|l\_'.|,.! 1E50UE On
|:-|_Iii_'|‘\._

La Révalurion )

fe and ocher publicarions revenl

thar these armises’ inte s 100 Droad-rangng o be tids

5. and that is tru

ly subsumed under one period’s art tre
of Surrealist objers as well: they aroused inrerest o a wide

rangs of hclds, We have Salvador Dali's offer &

wrendy, lan Bay's natigue, the ob

object) and the ofjes mrede, The moveahle erocic objer

that suggests sexual intercourse by the sculpror AMbero Gia
cometti, the boak ax objet (f
bre-objer) a5 created by
Gieorges Hugnet, the objct

as human Hgure, with freely

moving  joints, by Hans
Bellmer, and the objet-potme
by André Breton are other
examples, Thar is, the Surreal-
ist use of the objer was muln
andd less bownd

VI J

particular expressive domain,
in the narrow sense, com
pared with the chamceenstic
brushwark of the Impresion-
ists or the lyrical, misty, soft
tocus printing technigues of
the Picrorialists.

The Surrealisis were
also interested in the mysn
cal or biomarphic forms of
physical subsrances, La Rée
alietion  Survdaliste Mino-
tatire, and other journals of
the Surrealist movement
presented photographs ol
such images and compared
the identify of form tha
organic and inorgamic sub-

stances have, Photographs

of the ethos of masks and
lolk sculpture, such as found in Oceania, also stimmlaced

| with his collection

their interest. Breton's atclice was p
of such objets
. ' "
Sexuality was another aspect of the Surrealist style—a

sratepic move .:I'.-.l ane ot withour BT, s ol women

were often quored in objers, pardculardy in the Sureealism
of the 19205 and 19305, A striking example in work by
Man Ray was his Le Vielen & Tneres, in which he adorned
the nude back of his lover Kiki with the curved “[™ frets of
a violin, or rhe work i which Merer ( 1|1:|:'r||'<-|1|| smearnc

himself with ink beside a priming press.

rnality of his work,

Man Ray is, in the varnery and or

in artist whoe cannot be seadily assigned to a bved ca

Images of his objects as recreated matenals would seem to
have a raison d'etee: they are maquettes produced with mea

ser rechnique to explain his ideas, But the photographs Back
B 1 !

|h1: 1|-_-:1.||__1-.ih_- loree of '-”i'F:-"l"”l \\'.-IL -'!.'I.I! ALTE
really 'vllll‘-ffhirl[:'. there"—information communicaiing crei-

tive ariginality, Stll, w the Surrealists, photography tran

scended stylistic texture o win respect as 2 medivm tha

B Db Aggona
SR Tide unknown /e 1937, Cirlarin shver prine

conild accurately communicate the eritical spiric as pure mes-
sapc

Man Ray, no stckler for wxrure, moved ahead wichow

1g, down defining fmeworks for his wore. His photo

orm the time dimension, cary out the visual

¢ LEALES

mransformarion from three o two dimensions, and in the

process mainmin @ set distance from the objer, Bur while
the photograph is removed from the real, iv provides refer
ence material; 1t s g medium permitting one (o conme

cxrremely close 1o reality, Survealists. respect For phou

phy—as a secondary produce, as o medium thag puts a reals

I nn |I'.:||“l\.' I“'IIIII O \'IE'I'u IT Wis & ||||.'|.|Z"

uim '\l'\.'l'.l"l il |'!:.'|"|Ii_.| ||'\l|; 1n .\\l.||_'-'||'.'\||':| : 1ar |'E||'I'I|'I'|'.||'lil-.l'

g } oy
pive mission s shared not only by Man Ray's recordings ol

his objees bur alsa by the photographs in major Surrealis

i:I.ls: ications
Mun R

Miller's cye affixed on the np of @ metronome’s rod, was

f-i'-".-_:'r'- to Be Destroyed, which showed Lee

actually destroved by one of

the visitors to the exhibition,

Afrerwards he reproduced
the work under rthe nile

Ofrger Tnedestrnctible, and lat

el Marifo Hs

eand
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part of his rhetore as an
artist, filled as it was with
humor and brony, bue ic also
gives ong o schee of his

engaging in a discourse about

qualities relaved 10

svimibi

itudes rowards his work,

Whar the Surrcalists were
mterested  in—the  essentinl
nature of an objecr—was a
cancept to stir up whatever it
would ke o srouse convil-
sive beaury. Man Ray's, ineer

1 such

i
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also a way of looking. W
inattered lor him was the fims
impitlse, the iden tha made
the heart leap. As an ongo-

r body of thougle, Surreal
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'AC ically  diverss
ideas  and o cmploy a
mnge of rechniques to open up the depths of creariviey.
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st worles that

not 1o be subsumed by the original Suree:

now survive; the Surrcalists’ effecrive wse of the reproduced

us their ariginality and creatiy

, show

aljer, the phooy

ity in ix convulsive beauy, Objets Noadng in the photo

graphic image, scattering  subdued silver  halide

light—maquettes of wwering presence—present one
glimpse af the infinite vista thae speaks of the profound

depth of Surrealist thoughe

[Corratanr. Tokoyo: Mernspaslivan Musewm of Phatography

ipie
"1 Lisidid Decvon, Lev Waer £
*2—an Ray, Self Pormadt, Liode, Browmn snd i
=3 bl

ik




Bl

CHAUrTER

THE LONELY MAQUETTE

1998473 H & —9H271111]

July 3 frz—Sepervber 27 sun, 1998

T TR

Arrangement

Constructed Landscape

L L ke L

frECRErENECE TS RHEL T
LT YT TERR

‘Modernism B
£




	1990_001_c
	1990_002_c
	1990_003_c
	1990_004_c
	02naka.pdf

