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This thesis attempts to trace the role and develobment
of the collage method in the art of Max Ernst. It begins :
with a brief account of Surrealism and Ernst's relationship

to the movément. It then treats collagé'as a primitivé or

. folk art form, and éxamines its later adoption by modern

artists, particularly the Dadaists. A separate chapter is

devoted to Ernst's éxperiﬁents with collare, his unique

"collage novels and photocollages, and their connection with

his personal éhilosoPhy and aesthetics. It is followed by
a faitly detailed analysig of some of Ernst's most important
pdintings in which he used traditional symbols (birds, forests, "

monstefs) and transformed them with the aid of his new formal.

. techﬁiqués, creating a unique metaphysical art. The last »

. chapter argues that collagé/is‘still a valid art form, full

of potentiai for .contemporary and future artists. In general,
Max Ernst's work can be seen as an example of the kind of
mo&ern art that is exploratory and innovative, while“étill
preserving the ape-0ld function of art which is to give
meaning and beauty to,humaﬁ exisfehcg¥

The thesis ig supplemented by 49 illustrations.
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- Space ‘sways and resounds, X
space ig filled with movement,
with forces and counterforces,

. ’,

with.tengions and funcﬁionf, . ‘ .
: \ , .
. with the tone of colour and light,

with life and rhythm, . Y S .

and the dispositions of sublime divinify. - :

~-Hans Hofman (and ¥reel¥y continued by me, Z.N.):
. - .

with chanting and dreams, !

A} . -
»

5  with revelations and miracles,
with vibrations of the living soul,, |
‘with chance and free happenings, ‘
with sﬁbconécious play, .- y
with forp becoming meaning,

with the spiritual freely emanating,

where form plays hide and segk *

with humour and~wit, , ; .
whére archaic and now . |

1:)'135' a musical row, . - ]

vherg dissonance and consonance

make friendly counterparts, -

and duality makes One ) o : e

since time - -began.




. INTRODUCTION

N .
.
- 4 a \

This thesis basically treats collage and its role in

q

the aff of Max Ernst specifically.AModerniém is our past.

It is already history. My aim is to analyze the roots of the
collage which had great‘influence on Ernst's deveiopmegt is‘
a painter. Ernst met with the éollagé in thé‘Dada moveme;xt.1
Later *he joined the Surréalists. By then Ernst had developéd
his own collage technique which consisted of carefully cut
out figures of humams, animalé,'and scenery retaining their

original contour lines. These he élued together in a new

~

arrangement. (See ills. 1, 2, and 3). He agreed with most of

the modernist ideas but kept his originality. Ernst is not
\ ~ ’

the typical Surrealist.

<

PR

Ernst was interested in literature, philosopﬁy, science.
Psychology had a particular interest for Him. André Breton
held Ernst's work in very high esteem:

I remember very well the occasion when Tzara, Aragon,
Soupault, and I first discovered the collages of Max
Ernst. We were all in Picabia's house when they arrived
from Cologne. They moved us in'a way we never experiénced
again. The external object was dislodged from its usual
setting., Jts separate parts were liberated from their
relationship 4s objects so that they could enger into °
totally new combinations with other elements.

‘Hans Richter wrote, "Max Ernst's cultivated mind, with
its store of philosophical learning, is dominated by a sharp
intelligence which never fails to produce results. . . .

.

Ernst possesses an excellent classical education."3 Also,

-

1
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y : Richter noted later, in Ernst's work "pafts of “zilachines "
become people, people things, movfng, hovgring, or rigidifying
in mechanieal space. Thes;e' ‘combinations' make up his collages

- , as .well as his pictures. They create a worldof: monstei's,
brought to lifeby new aftistic techniques, which become a
magic at the touch of hig hslnd."l’L o v _

. . While Ernst'sq works are divided .into'periods of style,

in his collages ;.nd paintings there is a unifying element ,

which holds the different experimental styles together. This

element is the "alarming Gothic atmosphere", the sombre quaiity

5.

) thﬁt' unmistakably links Ernst's works with German Romanticism.
. ' /

" (See ills. 4, 5, 6, 7.)
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P : '  CHAPTER I
SURREALISM: -A* BRIEF SURVEY

>

- a
h

» - " L)

-1

»

> h 4 - f
In ord;r to understand the theories and aesthetics of
Max Ernst, it is necessary to give a brief account of Sur-
redlism in general. It is 1mportant to recognlze at’ the .
outset  that the Surrealist has. a speclal way of thinking.
| .' The first point is what "an idea has to be pushed beyond
.its natural limits and made meahlngful in a totally different
or extended context 6. Also, "the- mode of operatlon to push
the idea beyond,lts natural llmlts is the use of analogy.

\
Analogy is insfact an extension of the prlnclple of poetic -

n?

metaphor."’ It is the recognltlon of a 51gn1§;6ant relatlon-

ship between two partlculars. There can be no restrlctlons

of any klnd in this process, ratherﬂlt needs the absolute
freedom of. the 1mag1natlon. "The Surreallst beleives that any
kind,pf prablem can be solved with analogi to achieve poetic
expression."8 So the fi;st step in getting the desired result

is thinking in analogles. Breton, the father of Surreallsm \
explaing: "I ha;; never experlenced.&ntellectual pleasure.

except on the analoglcal plane, where cold logic ‘is 1ﬂadequate.
Analog;cal thinking can allow the mind a completely new sphere

of reference, which it will explore with dn emotional or

intuitive way. Affective reasoning based on #halogy is the .

very essence of Surrealist thought. n9

The Surreslist- strives for a=harmonious visiop of the

world to find equilibrium; the'solutiqp iéithe analogical ,' .

3
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. approach. "In 1maglnatlon, thanks to its absolute freedom, .

one can cappare everythlng to everythlng else.'qo "The Sur-

realist does not look at,the world like sciences do, bit by

y bit, realizing them as a lot of fragments as rational thlnklng

i g+

does, but he thinks rather as a cabbalist. He sées the 51gn1-

* o " ficant relatlons thween phenomena« He senses a universal '
| .principle lying behind the ‘chaos of ordinary reality."qq The
! universe is a cryptic text according to the cabbalist and to
- n | decipher this text one uses analogy .as -a key. Analogy is then
the alternative to 31mple logic in understandlng the order

| R of the universe. ' ki

The Surreg}istsbelleves that phy51cal perceptlon and
mentek representation have’ to be 1n§eparable, one and the
same,; by ﬁ%ifying tﬁe\moméﬁfg'qﬁ ﬁerception and i@aéinative )
projdctibn. Man must acquire this "faculty" for only then i
will hp be able to see the same thing in both h?s mind's eye.

and in the act of vision. For the Surrealist‘this state is . 1

most desirable. It makes for the realization of desire. This

e o new kind of vision makes it possible to equate internal forms

a . ’ with external ones and let the percipient truly embrace whh?r
. » " he perceives. » . | \
' ; The Surrealist also bélieves in the opening up of the :,
- instincti;e gelf, the peqognition of the unconscious and the
L, ' forces of ordlnarlly suppressed d051res. In effect, he wants”
",' =" 1 to.heal the rift in man. He wants to make man undivided and
unified .s0- that man may be aple to recognize his d331res .

theneby claim his freedom. TQe~Surfealist is interested in




-
N 1.4

the opera@ibn of lénguage during moments when reason and logic
. are suspended, and in the mentgk-atfitudes of primitives .and /}

children who are able to’look at things in a fresh way. This
. . .

interest has resulted in the Surrealists' development of -
s ‘

s AN a8 8

l s ' Cop s :
automatic writing and spontaneous painting. All these form
a circle:around the main task and goal of the Surrealist:

to r

pg;gﬁs"man;s lost powers, to rehabilitate him, so that
e can be again an intégral being as he perhaps had been before

<>
the age of rational thinking hed divided conscious and un-

conscious faculties, creating a logic bfiideé‘and a logic .
of emotion. T .
"o Surrealism has its own aesthétics. Beauty for the Sur-'
re:iist,'fo} example, is not a quality to be savoured by the®®
7 mind in isolation in‘a'deﬁach;d infellectuél manner. To ex- ' .
perience beauty one has to undergo a kind of psychic dis-
onientaf&qn, a disturbancewthat affects both(?he m;nd and
' the senses.,].2 The Surrealist loves the coﬁvulsive; the
challenge to normality, strange encounters, verbal images
:'containing'surpfising shqrt circuits that suddenly illuminated
at fhe same time as they dazzle the mind. He savours the
incoﬁgruous,vphe enigmatic; the erotic, even the perverse.
Aﬁbther,impébtant aspect is the Surrealigt'é search
for the "marvellous". Thus, "the Surrealist is bored.with '
the classics, with art films, with the statues of the Iouvre.
His rejection of conventional aesthetic standards al;ows him
. ’ to absorb the new meanings he is”aa.fter..""3 For this reason

he is constantly on the look-out for new and challenging

experiences.
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- This éearch for the unusual, as I mentioned above, in-_
"cludes the area of the trotic. For the Sggreallst sex is an
open toplc-fér dlscuss1oP, and the erotic elementki; regu-
larly present. fhe erotié can aid the artist in ridding,
‘ 'himself of‘complexes_gnd also can serve ;s a campaign ofk
s§éndal directed against the mentality which condemns the

erotic and seeks to cdontain it.qq

But the prob;ng into

the erotic'i; not merelyxah attémpt on the Sugrealist's part
. to undermine respectability; he récognizes that sexuality is
" a vital factor in mén's life. One may attain a clear vision

.- %
of. & free and more meaningful world through an exploration “un

»

of the erotic. According to Bretoﬁ eroticism must remain

2 mystery, to be regarded as somethlng almost sacred.
Actually, nature is full of surreal forms, 2 fact.whlch

is commonly ignored unless someone brlngs attention 'to it.

,'Man in everyday life pgé a tendency to take -nature for graﬁted,
ﬁrobgbly because of the dichotomy in his conscious and un-
conscious. It is this "surreality"‘éf nature that the Sur-

;)rrealist wants to brihg out, particularly through the analogical

form of.the collage. But although collage is an integral
surrealistic method, it had exisfed in different forms in

tﬁe past long before the ,advent of Surrealism.

&I




CHAPTER II R

¥

THE COLLAGE FROM FOLK ART TO MODERNIST TECHNIQUE

¢

’

\Collage is not.a wholly new technique, 1nvented in the

3

twentleth century. A4 Janis and Blesh write in their 1mportant

' book, Colla e, "Collage was once a’51mple, pleasant folk art

or pastlme for people tting and pasting bits of pape;
1nto pmctures or ornamental degigns." 15 (See ill. 8. ) But it
¢ geems that if precedents for the collage did not ex1st, it.
would have been necessary to 1nvent it for tne modern age.
The necessity of collage for modern art 1s proven throughout
art hlstory, Dadaism, Cubism, Futurlsm, Construct1v1sm, and
Surreallsm all used the technlque of collage in one wsy or
snother. (See ills. 9,,10, 11, 12, and 14.)R, _
For the modern artist the old techniques, the old media
~in art made further progress impoésible. Arf had to make aﬁ.
attempt to close the gap with other developments such as
scientific and technological discoveries which changed the -
old environment and brought about a new reality and a new a
social structure; A new life—style had emerged in which the
role of the machine became increasingly prominent. The machine
and the mechanical entered into art and enriched it with new,

unknown forms. The new age, the age of technology, carried v

with it new possibilities and new problems. The result was .
. .ﬁ »

a more complex society, a more advanced division of labour, " W

a more regimented existence, population growth, rapidly’

o~ €

" advencing industria%ization, a diminisying rural life, and

basaR o in S

L



.& folk art that was fast disappearing. There appeared the
beginnings o? a Aew structure: the in&ustrial urban society
with its built-in contgedictions.

| The age of technology brought out in quiék successi
its mechanicaliwonders:.the automobile and the airplane. In
physics, Planck and Einstein put forth their theories, the
férmer about quantum mechanics, the latterkab;ut the duality
of matter (it being both radiation and particle), and the

general theory of reIativity. There was a need for new

‘structures and new teéhniques to express the new age, -es-,

L)

peéially since new conecepts became known about the worldt
about society, human r;lationships, the means of production—- .
in éhort, about the reality mﬁn lives in. : . ‘
Mechanization j&ought about  new ethics aékwell aéré
new aesthetics. Macliine p;rts could b€ called aesthetically
beautiful, ple;sing as pure abstract forms,'syn etic fbrms.
.For the expression of this new world, which &ontained within
" it both the organic and the ﬁechanicél, the machine-made,
there arose the need for a new device in painting. A number
of artists realized.that“céllage coﬁld expind the éxpress?ve
pdéential of painting, making it-possible to “take in" new
forms that were never Known before. The example is the first
collage made by Picasso wgéﬁ he pasted a piece of-newspaper
.;n the middle of i picture. This revolutionary device led
other artists to accept collage as a new medium; in fact,
gollage became one of the most important techniques for‘tﬁe .

- modern artist to express the new reality.

1
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In modern art collage means pasting a real objéct»onto
the painted picturé. At first it had a shocking effect. In
the earlyftwentieth'cenfyry it was considered a scandalous
act by most critics who were unable to see fhat painting a

‘medium needed extension in order to render artistically the

.
new reality. Also, the act of* pasting the real object onto

"the pict&re meant in a painterly way to "express the'paradox'
between the true and the false, to establish the real and
expose the false.“16 (See ill. 1&) The aim of the artist was
to bring about through the collage "some klnd of synthes1s
‘between two kindsof reality, and two kinds of space: the
plctorlal and the real" 17 whlcn was already present in
cubism; these 1deas were carried on and expanded by other
movements in art. o ‘

According to Janis and Blesh, thefe were four different'
types of folk collage the modefh';rtist coﬁld use in various
ways: 1. collage made for the sake of deco;atlon, 2.. 1llu51on
or met@morphosis 1n/whlch the assembled bits represent some-
thing dlfferent; 3. obaects representing themselves: real
branch, real sea-shell, using the object as iﬁage in itself,
or playing on a double reversal of ;éality, creating an
illusion of illusion; and 4. the curious oBSect (for example,
a portable fire-extinguisherj.qa' N

I make mention of the first three types of coilagé for
the qgke of comparison ohly, for the emphasis is on thé fourth
type. It*was the "curious object" which interested the Sur-
realists. In their composgitions they included both found and

Afu
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‘ipfinite variety of. materials in the creative process. Another

made objects'which thus underwent a unique metaﬂorphosié..
For the Surrealist metamorphosis-is potent magic and it en-
livened most surrealist works.

’

a.frée experimental approach since one could use an &lmos

i
The advantages 6f the collage are several. Collage h:jis 3 ’
4

practical advantage is that in a collage one does not have .

{
to create the pictorial but has a chance to create the purely” o

- &

abstract, free of represenf%tion. It i5 also an exéellent
teaching mephod, to develop in the student an swareness and
sensitivity for spatial relations, spatial qualities, and

o

distances within a short time. As far as expression is con-

cerned, collage was just the right new technique for the =~ -
modern artist to bring out the contradictions and contrived-
ness ;f modérn life. | ~

Some of the ideas Bf the ieading artists who used collage
extqpsively offer interesting compagisons'with the ideas‘ff
Max Ernst. Kurt Schwitters;'for example, used collage strictly P
for formal compositions. He employed all sorts of "found
6;3;cts", paéting them together or attaching them by mechanical
means with no "stony-%elling" in mind. (See ill. 9.) Schwitters
was very intelligent but.not an intelle;tual like Ernst. in
Schwitters' work intuition dominates the intellect, while in
Ernst -these faculties are in balancg. With Ernst ﬁeeling and
thinking are parallel. a

Picasso used collage to show what is false and what iq)
real in his still-life compositions with guitars, books, and

bowls of fruit. (See ills 14.,) He described the interrelation- ,

I
_
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r Shlps between forms and presented them i ultiple perspective

s o

. Just like in the drawing of dEScrlptlve geometry oOr 1ndustr1al

Q.

blueprlnts,\showlng on one page a certaln obaect from all
. poss1ble p01nts of view. In this way he expressed by . plctorial

%

means a sense of 51multanéity, combqglng dlfferent views of
the same obaect producing various dlstort1ons.
In comparison, Ernst combines the traditional and tﬂe
néﬁ; he does not totally reject the past. In most instances
. Ernst creates‘symbols and:allegories; he does have a "story"
to teil. He clearly opposes the notion that all art should
converge toward music. The Ernstian "story-telling" deals
with inner vision, dreams and nlghtmares arising from the
;uncon301ous, nade up of fantastic imagery and translated
1nto symbols by the mind.In the Efnstian process the appear-
ance of objects is reversed to thé poine¥§f a direct attack
on their-essence..qe reduces emotions and pdssions powerful
1n their ordinary 5001al aspect to schemas, -and. new mechanical
techniques are employed to assist 1i the dehumanization (in
8 p051t1ve sense of the word) of phenomena.
Erﬁst believed that man has been far too long Jjust a
mere link in & chain of historical determinism. The fundamental

aim of his art has been to liberate man from this fble through

the power of the imagination. s

A
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CHAPTER III
THE COLLAGE TECHNIQUE AND PERSONAL- PHILOSOPKY OF MAX ERNST
If one wishes to understand the work and philosophy of

Ernst, it is necessary to note that he began his artistiéfv
activities as a Dadaist, and was only l;%fr attracted to
Surrealism. The trans1tlon, according to ‘Uwe M. Sthn;ede,
~occurred in the nineteen twentles. 19 For Erﬁst the photo-

collage was one.d1501pllne among many. (See ills. 45, 46,
48.) Throuvh 1t he developed mysterious sthes whlch anti-
cipated Surrealism.-As I mentloned earller, Ern§¥ was not

& typical Surréallst. In his 1nterpretatlon of space, that is,
mechanical space, and in h1$ automatism, which is not 51mgly
painting dreams, he dlffers £rom most Surrealists.
In 1929 Ernst created hls first plctoréal nov;l, con—

gisting of 147 printed collages and their titles. It was

published in the same year under the title La Femme 100

Tétes. (See ill. 15.) In. 1931 appeared Ernst's second collage
novel, Réve d'Une Petite Fille Qui Voulut Entrer Au Carmel.

!

The third collage novel, published in 1933, was entitled
Une Semaine de Bonté. (See ills. 1, 2, 3.) This last work

consists of five volumes and it is Ernst's #ost important
collage novel. ‘ . .
One of the sources for the-collage novels is a volume

with illustrations by Gustave Dore, in which Ernst's man-bird

combinations are anticipated as they are by Granville. Another'

specific source for these collages, mccording to Werner Spies,

4
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"is the illustration in Les Damnés de Paris by Jules Mary,,

published in 1883.20 Thése books were popular thrillers of
the time. For his collagg novéls, Ernst adapted these iNust-

rations to attack social taboos and repressed middle clas

PR

notions about sex) an& to make gnﬁi-clerical comments.
The collage novels‘produced during the first decades of

Erné?Lg artistic work show that he was a great experimenter.
He came to realize that old niﬁeteenth—century engravings——
cut, rearranged, and carefully glued together so that the
seams;yould not show--were able Eo convey surreal id%fs.

Thié demonstrates the workings of a very peculiarly function-
ing mind. To this inquiring mind Qas coupled an exactness;
aﬁprecision in téchnique, tinged with black humour. The °
effect of these coliages is devastating and disturbing.

) . The collage books, then, assembled from%magazines,

\ journalé, calendars, and full of sensuality Qnd eroticism,
violence and visual puns, were remarkably.successful in -

artistic circles. (See ills. 1, 2, 3, ®1.) The colldge novel
<
Réve d'Une Petite Fille Qui Voulut Entrer Au Carmel, for T

+

example, inspired Bunuel and Dali to make the film L'Age
- . - ‘R N

st

"d'Or. On the other hand, Ernst's imaginative rearrangements

-
and parodies, adapting. trivia as a source of art, have en-

raged the public.21 -

[

The birth of the collage novel is described by Ernst
» o

gimself when in 1919, in a Rhineland village, he came across
/ . « ’
. a catalogue.
:

I was struck [he said] by the obsession which held
under my gaze the pages of an illustrated catalogue

~
! A}
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showing objects desi(ed for anttwopologic, miscrocopic, -
mineralogic, and paleontologic demonstration. There I
found broughtt together elements . . . so remote that
the sheer absurdity of that collection brought forth an
illusive succession of centradictory images: double,

. triple, *and multiple images piling up on each other
with the persistencé and Papidity . . . Bgculiar to
love memories and visions of half sleep.

fhis confirms the ideas of certain art critics, such as
Janis and B]esh, who sthte that "the realism of the ﬁhreal
is Epnst's veﬁicle to\conveé‘surrgalist imagination énd
symbolism."23 '
Parallel to the formal experiments, i.e., the technique
and careful organization dﬁ/eiemenbs, there is another asp§ctL
of the Ernstian collage,'in his work Ernst séekg’tb maintain
an ongoing dialogue directed toward man whose mind .has been
oppressed by a false morality, punishing him for all the

wrong reasons. Thys obpreééipn results in mental agony and

"_ guilt feelinms which follow man through his life.'Ernép'

*

wanted to liberate man from ‘his spiritual boﬁdage;_and for
%his-reason he consistently soﬁght out fellow liberators
and explorers in all fields'of activity, in literature,
music, theatre, choreography,‘philosophy and the séiences.

He read Nietzsche, Stirnef; and Freud whose Interpretation

of Dreams héd great influente on him. He met Apollinaire

and later became a close friend of the pioneers of Sur;:'ealism.z4

The true origin of Ernst's fantastic vision, however,

can be traced to the German art of the Middle Ages and the

Rohantic period. Direr, Séhongauer; Altdorfer,'ané:also

Friedrich, Bdcklin, and Klinger had im@ortantiinfluence on

_Errist's development. These artists explored to varying extent

L 4
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the dargpr areas of the human psyche, éuqh as cruei%&, mad-
ness and t@e horrific, presenﬁing them in eerie and uncanny
imagery. The Surrealists', particﬁlarly Ernst's, links to

this tradition is quite glear; as Mario Praz writes]in‘ggg .

-

Romantic Agony,

If we turn to the Surrealists, we shall find that’
sadistic ‘themes loom large in their works. In Ernst's
collages_La Femme 100 Tétes, Une Semaine de Bonté
+«~there iggan abundance of corpses, pinioned women, etc.
A1l thé paraphernalia of the tales of terror are com-

' bined wibhsthe elements-of a totally different character,
according to Lautréamont's poetics, whose chief prin-~
ciple seems to be the formula: The chance meeting of 25
a sewing-machine and an umbrella.on a dissecting table.

In his highly melodramafic céllage novels Ernst unveils with
sarcastic humour the love of sadism and perversion of the
middle claSs,'thus making it an object 6f ridicule.

-Ernst at the same time is also a poet,'and his creations

,Jjave a poetic effect. He is a kind of metaphysical poet in

the guise of a painter. He concentrates on the ideal of living
life as poetry, for the poetic spirit, through its liberation
of the imagination, transforms ordinary existence and 1i§p"p

man onto a higher plane of living. .
After his Dada }nterval Ernst's work no longer followed *
a pattern oﬁ\?rganic development; he embarked upon a road of
continuous experimentation with imagerﬁ, forms, and tgghnique;
Through the Surréalists he encountered "automatic" creation,
but Ernst's "automatism" is very different from that of the
typical Surrealist. For Ernst the practice meant "chhncef

taking", the exciting recognition of forms and images that

were not altogether anticipated. The images formed in this way

" are not the products of a disturbed consciousgpess or of the .

~

‘s

\
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droaQ.state; the? thdmselves provoke hallucinations, and mental
responses by mysteriausly altering the visual meaning of
things. They are endowed,with their own predetermined form,
but they are not set in a.space disposed by conventional

means as in the paintings of bali and Magritte who continue

to employ Euclidian geometry ano traditional perspective. .

(See ills. 16 and 17.) Ernst's images oepehd rather on their

own inherent inventiveness and capa01ty for change.26

. In his experlments with form Ernst was an 1nde£at1gab1e

*

worker,)aé/tireless as Picasso, as stg&ct as Klee. But the

’

techniques he devised, such as frottage and grattage, were

o~

T

L M

" not ends in themselves. For example, the Ernstian frottage,
writes G. Gatt, "is combined with figuratiye forms, perfect

reproduction with altogethef (ree’form, straight lines with \X

curved and sinuous ones. This continual autonomous mixing and
comblnlng of .forms' and their overlappmng explalns the trans-

“formation of the image which may transpose itself from the

animal to the vegetable world,  from the geologlcal to the
mechanlcal 27 Tne element of chance is made to coincide 4
with a perfect figurative balance and with the completeness
he image, and only‘when‘the wor? reaches a cooolusion
itself in phe course of its slow autonomous gfowﬁh

can the process be regarded as complete. In this way, "the

dream does not determine the image, but rather the imagevh

prompts ¢he dream."28
¢ This process is the opposite of the usual surrealistic
' méthod of creation where the objective is to record dreams %

P R L
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and phantasies to show the workings of the mind in the absence

of conscious control. Ernst's methodology is such, however,

. . . . - A o
that it enables him to.dgal w1ths§pose metaphysical problems

- which are beyond philosophy. It is not possible to deal with

metaphysics by si@ply recording the promptings of the uncon-

scious. Ernst appears to have heeded the statement of one
* 1
of his masters, De Chlrlco, whao wrote in his essay On Meta—~

phy31cal Art: "It is a curious fact that no dream 1mage

strange as it may seém, strikes us with metanhy31cal force.
We therefore refrain from seeklng the source of our creation
in dreams." 29 So instead of recordlnmfdreams, or pseudo-

dreams, Ernst reverses the _Drocess; out of the 1mages the‘ .

mind’ creates a structure, a settlng-off of signs and emblems;_

the 1nteract10n of the symbollc and the concrete. Thus the

( L) - :
image not only “prompts-the dream", but is capable of pro+
' X

voking metaphysical ideas such as Being,_Bécoming, Mind, ’ -

' Phenomena, Essence, etc. The metaphysical .implicétions of

\

Ernst's work arise in part out of his strong %nterest in. *¥

philosophy which he studied at the University of Bonn.30 -

s we have seen,'Ernst's.experiments with, and- search’
7w techniques from the beglnnlng went hand in hand with

ﬂ e to expand the thematlc agpect of art. His 1nterest

in photography (a medium which fascinated most modern artists)

has resulted in a new collage method which constituted a step

’

(“Fﬂ*towards Ernst s becoming a surrealist painter. This form was

the nhotocollage. (See 1115. 45, 46, 48.) The idea of the

photocollage.was not entirely new, as it had been used in

LT
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1924 by - the ﬁerlln Dadaists; but Ernst s approach of cuttlng
up photowraphs and rearranging them in a new way wa5 quite
unllke the earller attemnts. In Ernst's comp051tlons the
sgemlngly obgectlve 19t10n of the photocollage appears” to
have taken the place ofgthe subje;tive fiction of painting.

\ As Schneeé;\w?ites, "Since the collaée eiements as such are
difficult ,to distinguish from the photograph, the wholé gives
the impression of having turned "into ; photograph itself, of .
béing something real, despite the implausibility of what is

‘ portrayed."aq‘Another reasop for Ernst's use ‘of the photo-
coll;ée might have been the idea of anonymitxﬁ i.e., to
destroy-the cherished ﬁotions of origiﬁality in‘art Some

“

of the photocollages, such as The Apatpmy of. a Young Brlde

and The * Chlnese Nightingale, gre-also forerunners of the

- Maloja Stones_later carved by Ernst..Other well-known photo-

hd >

collages ~are Massacre of the Innocénts and’ an untitled piece .

of a 1ow~fly1np alrplane w1th human arms half-folded in a

femlnlne‘manner. (See if¥s. 45, 46 47 48.) . Ty
The photocollages paved the way for Ernst's proto-~

_surrealist works. In order to reach thal’ stage Ernst had to .

>
L]

-free himself from Dadd%sm, He. was once agﬁin concerned with °
'the~credtién of a total effect, although a disrupted one.

" As in De Chirico's metaphysical landscapes, different systems

)
of perspectlve and scale were superlmposed. In his palntlngs

Ernst most often ‘presents hls visions and ideas by way of
A kY

strange landscaoes othauntlng natural scenes but the effect

-

is never naturalistic or realistic: it is surreal, symbolic,

L4
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metaphysical.lThe forms of Erﬁst!é,paintings cannot be con-

veniently categorized; his work coptains iepresenfationdl aso
: well as non-figurativg cgmpositions but mostly his paintings

are combinations o; both. His compositions are frontal, or ~

the forms are shown sideways, devoid of perspective._He

! i

combines techniques of wvarious art‘povements,'so that one is
. reminded of cubist, futurist, expressionist, constructivist
devices and forms. « ﬁ
- \ Thematically, Ernét's imagek .are filléd with allusions

and symbolic references. The reality they evoke operateson

‘several leveis. The bouﬁdary between the real and the unreal
\ - B

disappears; the two states converge and ovérlap,'and evolve
,into a thipd dimension, a supreme imaginative fiction which
» then becomes self-suffibieht. Thert is an dmbiguity and
unceféaiﬁty as to what part reality plays in his work; when
Ernstcgiveé‘objectsanother name, for instance, the purpose

, is‘to double the meaning of the experience. The artist is .
e . - ' ; - .\- °
at once a participant and observer of the pictorial event,

of the turmoil of unfamiliar sights and visions;. and, to a
V9N X : X
lesser extent, so is the viewer. Conventional definitions

and clasgsifications become useless on this level; in fact,

in Ernst's mature creations the very nature of the work of

art is called into question. .

From his collage novels to his last paintings there is "
R . e
., in Ernst's work a «haunting mystery. But Nature itgelf,

gimilarly baffles the mind if one wants to ungerstand the -

process of constant change which we see going on in all facets
. o —

< o
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of the universe, from subatomic particles %o entire galaxies.
It was this ceaseless motion and metambrbhosis of forms ig the
microcosm ;nd macrocosm,xhaf Ernst sought to approximate in
his works; not Sy copyiﬁg and imitating observable phenomena
but by fhe creation of essential symbols. The  formal reali~
zation of his symbols are intimately connected to the collage
technique he had developed earlier; Ernst is thus not a
"Symbolist" in the late nineteenth-century sense of the term.
But w®thout a clear idéa of his symbolism an understanding

-

of his whole creative process would be incomplete, so in mny

\

next chapter I aim to deal with this aspect of his work,

. mainl& by analyzing some of his most important paintings.

¢

~
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.. gestlon, or by some accldental or conventional relation).

'This same dlctlonary states that an ‘emblem is a draw1ng or

CHAPTER I}
THE ERNSTTAN' ICONOGRAPHY

Max Ernst was rarely interested in the depiction of ¢
purely visgual. experience;.from early on he concerned himself i
/ ' B

with the expression of a metaphysical reality. This is es-

- pecially true of his surrealist and later periods. In these

paintings Ernét's fantastic imﬁges take on the fd;Ze of "
symbols. 0f the many varieties of symbols used in his work,

I shall focus on three groups which are perhﬁps the most
important; the symbolic use of birds, forests, and fabulous
creatures. But here, too, figid‘classi§ications do not spply;
Erns%'s playful imagination is seldom absent. He himself
appears in some of thé paiﬁtings as a winged’creature,‘as
Loplop Bird Superior. This "bﬁrdﬁ is in a sénse Ernst's glﬁgg
ego, a kind of master of ceremoniés having supernatural
powers. But before attemptina'a formal analysié of the
palntlngs a few words are necessary to deflne symbol sym-

b011z1ng, and the emblem,

¢ According t5 J.E. Cirlot's A Dictionary of Symbols,'
"The essence of the gymbol is its ability to express simul-

taneously the various aspects (thesls-antlthesls) of the

idea it represents.!'32 The Shorter Oxford chtlonagz,deflnes 1]

\
symbol as "something that stands for, rqpresents, or denotes

s, N
something else (not by exact resemblance, but by vague sug-
n33
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in the Biblical story of the Flood).

a picture expressing a moral fablé or allegory.‘54

Cirlot writes, "Every winged being is symbolic of

spirit_:uali‘g.ation.".55 Based on his Dictionary of Symbols, I
1 56

will list the different symbolic meanings/of birds.

1. According to C.G.“Jung, the bird/is a beneficial

~animal representing spirits or angels, "supernatural aid". ...

r -

2. The bird as symbolic of the soul is commonly found ;Q
in folklore all over the world. g

3. The bird, like,th; fish, was originally .a phallic
symbol, bﬁt)is aiso endowed with the power of suggesting

sublimation and spiritualization.

4, In fairy tales the bird is often a symbol of amorous

yearning, and may also stand for the metamoiphosis of a lover. .

5.'Birds are bearers bf celestial messages ( dove

6. In alchemy, birds stand for forces in process of
activation; soaring skywards ﬁhey express volatili
or sublimation.

7. Birds are frequently used to symbolize human.'souls

as in Egyptian mythology. They are éymbols of thought, of

the imagination, "and of the swiftng§3‘of spiritual processes

and relationships. They pertain to the element of air, “to
th? loftiness of the spirit. v

8. Conversely, flocks of birds may take on evil im-
plications as multiplicity is a sign of the negative.

Also, the Roman augurs (priests, soothsayers, diviners)

‘interpreted omens derived from the flight, singing and

e
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- feeding of birds, from the appearance of their bones and

37!

"entrails, and advised accordingly.
For Ernst the symbol of the bird is an exciting and /

important device, and he combines the various meanings of

o

the bird symbol in a number of 'paintings, filling it with

[

his own formal and spiritual vobabulary. It is a ﬁnéque‘faet ;
that hardly an& of Ernst's "bird paintings" afe alike in
form or symbolic content; this ar}ses, as Ggpt notes, from

" "the self-confidence of one who is not bound by Yemporary .
faqhions and also especiail& of one whose working method

.

enables him to start entirely afresh before each work."58

Let us take two paintings in which Ernst's self-image,

Loplop Bird Superior, is the main motif: Loplop Présente

Une Fille (ill. 25)‘and‘Lpblqp Présente Une Fleur (i1l. 263.
Both paintings were executed in the nineteen-thirties, and

; . _ are a combination of figurative and abstract elements. They ‘ L
are arranged in metaphysical space, and exhibit cubist and
surrealist influences. The surrealistic features are rendered
with utter realism for the sake of creating a striking ] y

contrast with the abstract, machine-like, or architectural

forms, thué containing an element of sgrprise. ths effect
is achieved by the use of "found objects", a favorite device
of fhe Dadaists and Surrealists.

In Loploo Présente Une Fille, Loplog is a haunting

.phantasy-bird, similar to the half-human half-bird figures

in the earlier collage novels. Loplop is in‘a‘night—shipt,

leaning on a picture frame which is a real frame, a "found '
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. ' <jé{zct" mechanically attached to the canvas. There are two

hite discs, also "found objects", protrudig from the inner

frame, the larger one prebably répresenting timelessness since

L)

it resembles the face of a clock without hands and numbers.

B

The suggestion is that we are in "dream-time" and "night-
‘time". A playing ball in a net hangs in the lower centre
j(apdther "found object"), attached with strings to the two
\&ﬁite discs. In this arrangement the ball looks like the

‘ﬁgﬁndulum of a clock, as if connecting dream with reality, a
/ night-time realify'when objects come alive.and become anipated '
in the phantasy world of the child. The tiny golden frog at

the,bottom of the picture is also a "real" object, reminding -
. \ ’one’of "eolden times"; like frog Loncérts on lakes and rivgrs. ;
In the centre of the‘innef'frame there- is a cameo-like head

of é young, girl, symbolizing innocence. In dadaistic fashion

! a black lock bf hair is attached to the middle of the "time- 3

piece"; it is again a fewinine object, having at the same

it

time a disturbing effect. Thus the "fille" presented is a
collage of "found objects", a juxtaposition of carefully
“

chosen symbolic "things".

Loplop himself is a phantom-like, mysterious figure; he
~holds ("presents") the inner picture with his legs wrapped
around it; the expression on his face is a mixture of glee,
. haughtiness, self;satisfaction, and menace. He blends into
the textured surface of the painting wﬁich is a heavy coat
of blue, roughly laid on. This blue, while it serves as &

. unifying element to blend the painted and the real, insinuates

a sense of mysteriousness, so that one feels as if a mystical




&

- darkness were enveloping the whole scene. The over-all

efféct is a dissonant harmony very simiiar to dreams where
events do not take place,in a logical order, so that the
picture, like the dream, lends itseIf to a ﬁgm%er of

interpretations. "

In Loplop Présente Une Fleur, Ebnét goes a step further
toward abstraction. Only hints are given of Loplop. A schema-
tic bird's head is superimposed on two o%erlapping flat
squares with corrugated patterns, suggesting the folds of a
dong robe. Under them is a pair of schematicaily dfawn feet.
Here, too, the seemingly unconcerned and majestic Loﬁlop
"presents" an inner canvas, 'split into two areas, in the
middle of which unfolds a large blossom. In the opposite

corner there js a "magic bﬁsh",of flowers and stuffed birds,

sticking out of the canvas. While the picture is no less

-

" mysterious than the previous one, here there is no menace;

instead we gense a certain cheerfulnéss, and the magic is
'white magic", suggesting the atmosphere of spiritual

seances, the artist being both "spirit" wand ‘hedium". This

ﬁork, just as Loplop Présente Une Fille, is also a painting

about painting, about the relatiogship of the artist and

his creations, about the meaning of art itself. ‘ ’
The influence of the collage and the surrealist search

for the "marvellous" is observable in these paintings; but,

as I have emphasized above, there is an important distinction

to be made between Ernst and most surrealist pagnters. While

that movements's champion painters dealt with aredhs and

-
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the world of the unconscious, areas unexplored and still
only partially understood, in the‘han&s of Ernst these
exploratiéns reached to the historical problem of painting
and representation. For Ernst, painting was essehtially an
instrument for the understanding and interpreta?ion of the
world for the ‘sake of equilibrium.59 Though the Surrealist;
drew on the fantastic, Gatt 'remark;;, "their creations do not

- ~

Ed
achieve formal innovation."ao‘The emphasis is on new content

s

not new form. But it is also clear that while Ernét was in-

venting new forms and techniques, he did not neglect meaning

" and "message". On the contrary; his symbols and archetypal

]

images are .intimately connected'to his‘vision of man-as a
cosmic being. At the same time he did not-simply "escape"
into a hermetic, metaphysiéal art; he was adrtely aware of
the dangers threatening mankind through the emergence of
totalitarian powers bent on unle@shing anothér war. (This
concern of his is sﬁmbolized by ﬂis paintihgs of hordes,
monsters, etc., which I will discuss later in this chaptér.)

But it is true, Ernst was not a politically-oriented artist;

he was a discoverer and explorer, creating new forms from

3

which simuitaneously new content would emerge. In his collages,

rubbings, decalcomania he often starts out with an ordinary
object which for him suddenly becomes "marvellous", full of
meahing and a "message" of universal implications.

A good example of his visionary explorations is' the

*

‘series The Interior of Sight (Egg) which Ernst treats emblem~

atically, the birds and'eggs assuming the quality of allegory.

L

t
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The three-part series deals with naiye and sacred love, lox}e
that is sjiritual and innocent.; senspal, earthly love; and
possessive, evil, escruqtive love. All three pictures present
a number of birds inside an oval shape. The egg is an ancient -
symbél ¢f life‘and fertility. According fo;Cirloé, in Egyptian g
art the egg or its oval shape" is the emblem of immortality,
re;résenting potentiality, the seed of generation, the mystery

of life. For the alchemist it was a "container" of matter
and thought. E)'&lr Eaéter ege.is also a symbol of immortalityf“"

The first painting of the series (ill. 27) shows three

birds of eﬁrémly sg:hemé\tic contours. The eyes ;re represen—

ted only by round hc es as if thej kwere' cut out. The centra11 v
.bird~ is larger th he other two, a protective figure. '.[‘lfe.. ‘
second bird, half hid(ien by the. third, ,“appears to “see
. tfrough" the larger bird; in Schneede's interpretatiqn, this
seconci bird represents the seer, the "inne&eye", wh‘S'.ch can

see with the mind's eye.42 The eye of the “third bird appears N

td be half closed; significantly, this eye seems to come

_ closest to a real '(human?) eye.' o
The second paintihg in' the series prelents the opposité

idea of the first onés;l‘ha/zheme is not spirifual love, the
P

ability to see truth, but physical, earthly love. The lines

are reminiscent of the first painting, but here the eyes are
. less promineht, and two of the birds‘ are in the process of
swallowing eggs. This act syﬁ)olizes sexual union, Eupportqd
'by. the spiritual, and thus a balance is maintained. The oval

[

which contains the birds, is surrounded by four phantasy
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forms, showing the p?obable influence 6fuhera1dié'decorative
elements as ip a family coat of grmé. These are leaves aﬂ&
animal figures in contrast to the centrai mofif; The upper
left figure is a bird and angel cdqgﬁnation; in the upper
right there is a half-bird, half-human shape built up from
leaves and floral patterns. This figure appears.to be turning
away in an indifferent manner from the centre stene, an

< - . * ~
attitude remi?iscent of Loplop in Loplop Présente Une Fleur.

In bottom left we see a plant and sﬁéke combination, a vague

suggestion of evil forces§ while at the bottom right corner

there is what looks like a fainting female figure, with the

head gf a bird, .leaning backwardg. Her eyes are closed; ohe

of her hands is extended pathetically toward the egg and its !

contents. Behind thezfainting figufe stands a beaked male,}

preventing her from falling. The male is almost completely

co%ered, with only/the head visible. ’ o
.The third bainting, also basically &é'egg—form, which

is surrounded with metaphysical spaée As in the first work

in the series. But the birds here look more like dragons !

or monsters; they exude viciousness, selfishness, and hos-

tility. There is a general sense of menacé as the birds

eagerly struggle with each other to capture the single rosy-

white egg at the top of the picture.The bottoﬁ of thé ege

is open. Before this opening fiéats a little bird, or the

embryo of a bird, facing a human-bird-like figure which

carries a circular shape. This round form looks like a closed

eye: the eye of inner vision. The neck and head of this

]
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“evoked by this piece are repulsion and digust, a sensation of

29
'—
fipure resembles a flexed arm as if to strike at the ravenous

birds. Its dark red eye draws attention to itself as it .is Qg
; : \ .
one of the focal points 9f the picture, since the painting

deals with multiple perspective in shallow space. The emotibns

i o

hélplessness.of seeing évil feeding evil, or evil breediné
evil. This third painting by itself would suggest a pessimistic
world view; only together‘;ith the other two can we see the
totalify, the all-inclusiveness of Ernst's cosmic vision.

3

The bird is a central motif in another of Ernst's paint-

> ings, Aprés Nous La Maternité of 1929 (ill. 30). Gleaming

- red and orange bird-headed female bodies crawl, float, and .

climb in black space around the central bird-woman figure '

holding a child which i% both human and bird-like. This centre _»
A
group is strikingly similar to a Madonna and Child compositiqp{‘
. L

A light blue schematic angel-bird lies behind the mothe:;“ip

.

front of the angel ?ﬁoats a smaller bird with human hands and i
feet, looking upwards with curiosity. Above the "Madonna' hovers
another female fipgure with a bird's head and human body, 'her
full’breé?s and hips symbolizing fertility and the healthy
erotic sensuality of the female, combined with a’ striving for
spirituality, suggested by the upward climb. This is amplified
by the only "real" bird in the picture, a bird of paradis;i
which flies like a spiritual flame, perhaps alludiné to the
Dtongues of fire in which the Holy Ghost appeared to the Apostles

The pictﬁre is an apotheosis of motherhood and the universal

feminine principle.

‘\
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. . Before ending my discussion of bird motifs in Ernst's
paintingy I would like to mentidn one more.}nteresting

/—“ . ’ -

//A<:/ composition painted in 1927, Monument for Biwds.® (See ill.

31.) The "birds" here appear as combinations of bird figures

—

and amphora—like‘shapes, not flying (for there are no w{ngs)
but floating high up in the sky. The startling forms are not
unlike satellites, jas if Ernst were anticipating the .space

age. This idea i inforced by a slanting spaceman's view

of an unfamiliar, barren nlanet over which the creatures are

floating "in orbit". But here, too, as in Aprés Nous La

Maternité, Ernst seems to be affirping ceréain eternal facts

N\ and values whicﬁ lie hidden, as it were, behind the fagade
of ordinary reality. -’ .

There &s a similar sﬁiritualfquality in all of Ernst's
foreét paintings, a fusion of universal symbolic meaning and

-

.hig own personal vision. In general terms, writes Cirlot, .
foregts occuny a significant place in myth; and legends; .
specifically, forest symbolism "is connected at all levels
with the symbolism .of the female principle or the Gneat
Mothei'."43 The forest»is'a place where vegetation grows

' ffeely, without coﬁtrol. The crowns of the treeglgreate a
kind of half-light, blocking outethe rays of the sun. The
forest ;s a symbol of'the earth, and as such isg in opposifion
to the sun's power. éince the female prificiple is identified
with the ungonscious in man, it follows that "the forest (a
feminine symbol) is also the symﬁol of the unconscious.

~ According to Jung, the "sylvan terrors" that figure so

‘e
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| ’ prominently in phﬁldrenfs tales symbolize the periloug
aspects of the unconscious, its tendency to obsoufe reason.

Heinrich Zimmer states tpat "the forest harbours all kinds

JRPPPSIERDROU U
.~

of dgngers and demons, enemies and diseases. This is why

... .forests we;é among the first places in nature to be dedicated ?
to the cult of the gods, and why propitiary offerings were |
suspended from treeé.ﬁ44 To sum'up, the forest is then both .

. a symbol of dark and dangerous forcesf\the unkown, and the
‘unconscious, and a gymbol of uncorrupted nature, a holy place
toward which man 1nst1nct1vely ;ﬁgrns. . ) ‘ o

Thgs duality is present in Ernst!’s group of forest paint-

ings, a series in which The Grey>Forest is the first one.
£.

-

(See ilg. 35.)'It‘£s inéerésting that here the birds as
symPols assume a miﬁor role, and the forest takes over as a

- ' dominant icon. The picture presents a scene of devastation:
p the burned tree stumps destroyed apparently by intense beat

“ o seem to symbolize a greaE/catastrophe in which the earth

#

2 rhadfbegn destroyed. The birds on th? dead trees are burﬁed )
" to white 'and ochres The colour of the sky behipd the forest .
Y 'is also smoke-grey.‘bveo it all presides an ind%fferenﬁ’moon,
whlte and washer-like with its empty centre.

The Great 'Forest (ill. 36) is the .second in the serles,

and is similarly an emblematic composition, presenting the
same theme of death and devastatlon. But here the colours
are purple and variations of brown, the forest looks llke
. . ‘a bundle of desiccated sea algée. Here and there barely. N“\\\\N\\\
.identifiable birds lie gead,on the burned remains. Both ' ,\\\\—
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‘thung "mechanical" forest, unnatural, machine-made; am ironic

9 ‘ ' .
paintings are characterized by shallow}pisiorial space,

multiple perspectives, and frottage. The third painting,

The Heart of theAForeét'Lill. 37), is a composition whieh {
' ]

. Ernst executed by a new experiment. He appiied a heavy coa£

of paiﬁt onto the canvas and pressed in it all over pieces
‘ ' 4

‘of scrap metal for texture. After the pattern dried he

painted-it over with the appropriaté colqurs. The effect is

commgnt on man's abuse ang\desfruction of nature. The next.,

P .. ’ S . A"
painting in the series, Forest and Birds (ill. 38), is a

variation on the previous, mechanical forest theme, but here

the mood, is more frantic. Frightened, ghostly birds with open

»

beaks doar aﬁove the lifeless landscape; their eyes are rounded

.

with terror.snd accisation.
In his antobiographical notes Ernst makes mention of

his childhood days when hé.used o g0 into'the forest with
T ‘ ° - “' ‘.

his father ta paint. Those- memories have haunted him and he
has, c?mggred to thém hls 1mages of the destroyed forest i

&A

his l;%er paintings, as if he th had a kind of premonltlon
> )
of what they will look like after a terrlble devastatlon.

But also the forest represents to him a mysterious and sacred

place, ahaven of gentleness. In a poem he wrote in 1934

L]

_Ernst gives a revealing description of his feelings abBout

“ _the fopest.t? -

"The Mystery of the Forest" ¢

Who will be the death of the forest? The day

will come on which a forest, hitherto a womanizer,
resolves to only teetoial places of refreshments,
. walk only on tarred roads and consort only with

'y
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Ségaay-afﬁérnoon ‘strollers. Tle will live on pickled

newspapers. Enfeebled by virtue, he will forget the bad

habits of youth. He will become peometrical, couscientious,

dutyful,’ grammatical, judicial, pastoral, clerical, g

constructivist and repub}ican. . « « He will becoma

. a schoolmaster.

Will it turn out fine? Of course it will!

For we are going. diplomat-hunting. Will the forest

be praised for its good behaviour? Not by me,. anyway.
In contrast to the.traditional meaning of the forest symbol,
in Ernst's poem it takeg on a male character, or rather, it
becomes a symbol of .mankiné itself. As in the paintings of
forests, the symbol connotes a steady erosion of natural-
humanity. Man gradually forgets h}s>past, his close-
ness to the earth; he will become a prey to Q}s own technology.
But, as the tone of the paintings and the last line of the’
poem indicate, Ernst will not be a part of it. '

In his other paintings of live forests, as in Nymoh Echo
(i11. 32),'theqp is a mysterious quality, the non-human
' 'fertlllty of nature which is 2 fundamental human concern. In

‘thls work the uneasy feeling is that it ‘depicts a world without

man. Other paintings, such as Landscaoe and Europe After the

Rain (see ills. 33 and 34), ‘are totally devoid of life: they are

merely "forest-skeletons". They are the resﬁlt of Ernst's
'prophetlc vision as if be foresaw'the destpuctlon of Europe
Qy new barbarian hordesl This vision of cosmic barbarism is
symbolized in one of Ernst's most powerful and gféatest

paintings,’ The Anrel of Hearth and Home (ill. 49) which,

although it belongs to a different iepnographic dimensi&h,
nevertheless is imblued with a similsar essence.

'+ Under a sky of pathering storm clouds, reminding one of

\
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Romantic painting re ragés a half—qpiffin, half-human

monster. Oné leg is huﬂgg-liké, the ogher has a hoof, sym- l
bolizing the é&il spir;tb the’demonic.character of Nazism.
The fipure, screaming and mad, leaves behind it a devastated

landscape’, a desert in the dim light. The flaming red, orange

\,“

and yellow co}ours of the monster's robe signify the fiery
destruction of war. Its claws.ére raised in a demonic spell.
The hoofed leg and\the raised hand are bridged by a smallér
monster which looks as if it were just born. Under the raging .
 figure flies é,reﬁ bird-and-bat monster, a vampire figure

wiéh a‘fhorn-like outgrowth on its suc%er. The jégged flames

of the robe and the thorny extensiéns reinforce each other.

The jump of the main figure seems to corresﬁond to a
sudden crac% of lightning. The relatively calm-gky, which bnl&‘
hinés at a gathering storm, provides a sharp contrasé.to the .
dynamic, animated figuré stretching diagonaliy across the
gpéire paintiné. The figure is a sym%yl of a térrific force
of destructioﬁ, trampling and crushing everythingQBnder.its
feet. The forésts, symbols of life, are gone. Yet éhere is
a bright spot on the distant horizon; perhaps it is a sign
“of hope and promise. .

In his paintings of hordes, chimeras} monsters Ernst
often begins with frottage, gréttage, decalcomania--forms
of exploration to express the unknown. These are creatures
the artist sees with his "inner eye". The techpique, the -

" formal accomplishment by its unique nature calls attention

y

to itself; but its symbolic import is of equal magnitude and

.
.
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seriousness. He does not develop or invent new techniques

for technique's sake. Ernst's paintings are everywhere

infused with his supreme- poetic powers.

On the one hand, his monsters (as in The Horde, ill.’
29), are s&mbols of destructive cosmic forces, the emblems
of‘chaos. They correspond to“the darker side of man as well,
for monsters in general psychological terms, as Cirlo@ writeg,
"allude to the base powers which constitute the deepest
strata of spiritual geology, seething as in a volcgno until
they erupt in the shape of some monstrous apparition or

activity."46

Monsters also sym%olize, Cirlot goes on to say,
"an unbalanced psychic function: the affective whipping up

of desire, paroxysms of the indulged imagination, or improper

+

intentions. w7 On the other hand,'Ernst's monsters and chimeras

are also projections of Ernst's concerns, about the political
sitﬁation in Germany in the nineteen—thirqies; On this social
plane, the motif of the monster ravaging the earth is s&m—
bolic of the ill-fated reign of a’wicked, tyrannical, or
impotent power. Whether on thé cosmic, metaphysical scale,

or at the political level, Ernst's ﬁonsters'are enemies of
man, nature, andilife in general; they are perversion and
madness personified: the eternal édversaries of the inherent
goodness in man.

There may also be another aspect to the images of
monstrous creatures in Egpst's later paintings, which is a
step Beyond his earlier fascination with the horrific in
the collage novels (actually a residue éf Romantic influence).

Monsters are also fabulous beings, natural symbols of man's
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is\again‘allowed to have a free reign. Ernst's iconograp

and nature's."other side". They are accepted participants
in myths and archaic religions. The artists of modernism
reached back éo man's archaié‘past and rediscovered the
"primitive", sp that they may continue on the road that
was abandoned when Platonism and then Christianity gaused

a split in man's conception of himself as a total being.

It is this past that Ernst wants to revive and link up with

36

and connect it to the present, thereby creating an equilibrium

for himself and fof others in an effort to unify and balande

man's divided self. He wants to re-establish a continuity

by attempting to "correct" a two-thousand-year old error,
'so that human creativity is liberated and the imaginatio
and his formal inventions, his enﬁire'oeuvre, are stepping-

stones toward a saner, frear, more humane community of man.

Y




CHAPTER V
THE COLLAGE AS ART FORM
’

Max Ernst's mature style and method stem f#om the
collage, a méthod whose érinqiples can be seen "even in his
later paintings. The essence of the collage technique is
the method of juxtanosition, the ppinciple of incongruous
combination. It is not surprising this method was so widely
adopted by modernist artists: the form itself was "in the
air", as we can see in the montage of cinema and in some "
modern poetry. Ernst, through constant experimentation, only
took it further than others, and in combining dadaist and
surrealistic elements, he _.was able to show that the collision
of two realities, nature_and fhe man-made, brings about a
third reality: an order iﬁ the seemingly chaotic heap of
things, a higher, "incongruous", reality. .

" Is collage still a valid art form? My answer is, Yes,
of course it is. Ernst's work and the Surrealist movement
is proof enough. Using collage with poetic imagination,
the artist can be inspired to create new realities. The
method itself determines the resulting work of art, because
collage cannot be an end in itself, for -then it becomes
simply decoration. Ernst avoided this by developiqg symbols
and emblems, and hade them an intrinsic part of his formal
innovations. In language, in art, in science man is able tqw
express himself by using symbols. Concepts and ideas can

be understood only if they are expressed in symbols.

37
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Ernst did not imitate nature. He invented and re-—

created forms and new art teéhniques (collage, frottage,
grattage, etc.) to give shape to’his imagination. The Cubists
were not interested in "meaning" or "story"; in their still-
lifes or "portraits" there is no "story". The stress was on |
structures and relationships,of'objects; Qoldur was secondary
and for that reason ﬁsed very sparingly. The emphasis was
on solviﬁg purely formal pictoyial problems.If, however, wé
bel&eve_that the artist wants to achieve a spiritual equi-
librium in his work; if we believe that his main task is to
come to terms with reality and human eiistence, and wants to
share it with others, then the use of symbols is inevit;ble,
and symbols are full of "meaning" and "story“.48 .
Collage, in a éense, Qas a "saviour" of art following‘
the Impressionist epoch. As Arnold Hauser remarks in con-
nection with modern art, "The intention was fo write, to
paint, to compose from the intellect, not krom the emotions:
stress was laid sometimes on purity of structure, at others
on the ecstady of a metaphysical vision, but there was a
desire to escape at all costs from the complacent,’sensual
- saestheticism of the Impressionist epoé:h".‘49 Modern art,‘
Hauser continues, "implieq.an anxious escape from everything
pleasant and agreeable, everything purely decorative and ‘
ingratiating."so Although‘Hauser is right to some extent in
calling moderﬁ art "fundamental}y 'ugly! art",51 I Qoulﬁ‘say.
it is "ugly" if we judge it by past aesthetical standards. \

But our century, with its advances in science and, technology.

}
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has changed man's traditional wprld view and along with this

the concept of beauty as well. As I mentioned before, the

modern artist was able to see beauty in the new objects

created by technology: in machine parts, mechanical devi?es,

1ocomo§ives, etc. They demonstrated that past ideas of

beauty aré obsolete. ="

It was particularly through the medium of the collage

that this idea of the new beauty could be dehonstrated.

"Unbeautiful” things, if Jjuxtaposed meaningfully and imagi- ~

natively in new relationships, would simultaneously lose

gomething of their origina} existence and gain a new dimen-

sion, a new'"beauty". Ernst was perhaps the most successful

of modern artists to effect a metamorphosis of "found objects",

so that the object is at once itself and transformed into

‘ ' something else: an emblem, a symbol. Even his later paintings
retained some of the principlés of the collége. In %he Great
Forest, as I said (ill.' 36), the moon has the shape of an

~, . ordinary metal washer. But it is also the moon, or rather

it s a different moon, a "modern moon"; it is no longer

oy

the moon of myth or romanticism. ’

The collage, I believe, is a par excellence twentieth

century art form, best sble to express our new reality.
\Following in the footsteps of the great innovators like
Ernst, Arp, and Sé&itters, today's artists can still use
the collage to communicate their ideas and visions of

contemporary breality.




CONCLUSION
-l e -

JOne of my good profgssofs used to say, "In art there
are no recipes; art grows". I believe this is true. An idea
starts to grow on the canvas and becomes transformed through
the mutual interaction of the artist's imagination and the
medium he is using.‘Erﬁst worked in/a,similgr fashion. Art
for him was constant experihentation,\to show tﬁat even
the most commonplace object pan'be "marvellous". His collaggs
are egpecially good'éxamples of this idea.

Another important fact one learns from Emnsf is the
"dialogue" Ehat takes place on the canvas between the artist
and his creation. The artist's imagination tries to create
foré out of his.material, and at the same time he realizes
that "'he has no absolute control: the material, the medium
he Qorks with @n turn influences the final outcome. The
unigueness, the freedom of Ernst's creative process lies
exactly in this, that he allows both his imagination and
his materials to have an equal "say" d%ring the creative act.
Still another sighificant fact (one that I learned during |
the ;esearch of my thesis) is that Ernst uses analogies
and associations, and orchestrates them, so that actual
vision and the vision of the ﬂind's eye become one. In. his
art perception and a kind of metaphysical "seeing" are
insepa{dble.

« PThese are some of the main components of Ernst's

creative process. They are still valid today and can be

40
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applied with prgfit by creative artists. This ié particularly
true of the collage method,‘with its inherent freedom which
can act as a kind of "spyr" to the imaginatgzh. Ernst never
followed contemporary fashions; he never embfécéd anarchy. He
'did "his own thing", and this is another.iessbn one can ledrn
from him in studyding his ;rt.

" But a still more important lesson is that pure form
alone is not sufficient. From time immemorial the crowning
~ function of art has been the willingne'ss and ability to
qommunicateato others, to impart a personal and at the same
time universal visioﬁ_of the world. M& own view gs that at
the present time there is ﬁuch confusion about that~funcfion.x
The confusion, arising partly out of a desire to create
something new‘at anf ﬁricé; is not only detrimental  to art‘

but it impoverishes mankind in general. Art has always been

essential for man to undepstaﬁd himself, his relationship to

others, to thelworld. I believe this is still true today.
ﬁinst reached out to humanity with his art. Always

prgserving the:fresh ejes, the innocence of a child he

showed. us that a rich and meaningful art is still possible

in this age’ of the machine and technology. He éombined

this innocent vision with his great intellect and knowledge

of philosophy, 1i£eréture, and science. Tﬁfough his inven-

tiveness he proved tQat even the most unlikely things and .

N

shapes can become subjects for art. These are some of the
quélities that hade him one of the greatest,artists, and one

of the great teachers, of our century. s
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