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ABSTRACT

This thesisaddresss the themes ofidentity, gender andself-representation
through an examination of tHarge body of sealled selportraits created b¢laude
Cahun (18941954) and Marcel Moore (1891972). Following the recent shift in
scholarship on Cahunwho has typically been understood as a singular @rtistfer to
Cahun and Moore as partners and collaborators whose work can no longer be addressed
individually. In exploration of an alternative approach to understanding these iasges
other than selfpor trai t s, I Il nvestigate bothdt arti st
coincided with the creation of these images, including artistic, literary, and theatrical
work, as well as their engagement with Surrealism and political activishe self
portrait images are often discussed in isolation from these other highly relevant
undertakings. My argument is structured aroa

photographs not as a portrayal of the self, but rather, as a praciice s¥lf-portraiture.



INTRODUCTION:

CONTEXTUALIZING CLAUDE CAHUN AND MARCEL MOORE

Like so many women artists who have comtteand afteher, Cl aude Cahund

entire existence was virtually erased from the art historical re@srdvasher all but

forgotten partnership with Marcel MoareEven beforeC a h udeathsin 1954the two

had already begun to fade into invisibility. As early as World War 1l (A88%), Cahun

and Mowork e@as its fall into obscurityio doubt due inparttoh e c onave | e 0 s

from the artistic center of Paris to tGdannellslandof Jersey in 1937. The wovkould

not be ediscovered until the late 198bs Although it hassteadily received more
attentionthroughoutthe kst two decades, there is much left unexamined in thet life

and work of Cahun.Consequently, there is an af mystery that stillsurroundsher

today despite or, perhaps in some wayscauseof her posthumous successlhis

success IS due i n part to the facy t hat
contemporary to todayds vVviewers; yet , as |
ironically |l ead to the images® misalpeprehensi

purpose of this introduction is, first, to give an account of the way in wheckiscourse
surrounding Cahundés work has been formed a

change, and, second, to establish certain biographical and historical information which is

'!After Claude Cahunoés death in 1954, all of her pi
Mooreds deat h i n rl&sehometitckiding alofther possession$ as wal as those
she inherited from Cahun were put up for auction at which time they were purchased by a local collector,
John Wakeham. Wakeham was initially f8urealisacted to Cat
books; he began to sell items in this collection both in Jersey and through London auction houses from the
mdl1970s through the 680sDdhdoui KiesPoMei et hénArbdoattt Cloa
Marcel Moore ed. Louise Downie [Loson: Aperture/Jersey Heritage Trust, 2008)7Ca hunds wor k
began to make its reappearance after its inclusion in the major Surrealist exhibliohrmo ur Fo u:
Photography and Surrealismat the Corcoran Gallery of Art, Washington, Di€1985.



fundamental to the project of contextualizing her work, rather tham@gsisiting her in
the twentyfirst century.

In much scholarship on Cahun there have been repeated attempts to force Cahun
into a kind of mold for the sake of our owmderstanding The alignment of
body of work to contemporary art and artieess become one of the most problematical
of these molds. It is no accident that thiglden awareness@fa hunos wor k coi n
with an increased interest in contemporary photography by women as well as theoretical
writings on feminism angostmodernisr. This tendency to situate Cahun within such a
frameworkis due to the fact that she was indeed very concerned with questions of
identity and selrepresentation. These concerns were shared by women photogadphers
t he 197 0 whoalsodised tBe@ven bodies as the subject of their work, such as
Cindy Sherman and Francesca Woodman. Issues of gender and identity were also at the
fore of feminist theory and criticism in th
notably by the writings of JuditButler and, in photography, théntitled Film Stillsof
Cindy Sherman. The heightened interest in the work of Sherman combined with the
redi scovery of Cahundés work | ed to an al mos
Shermad an association which dtilingers today. While it can be useful to speak of
Cahun as a predecessor to more contemporary adrstiistorianAbigail Solomon
Godeau touches on a crucial point whensiiggests hat fAit requires al mc
effort to resituate Cahun in hactual time and milieu than it does to consider her work in

the context of contemporary theoretical formulations about femininity, identity and

2Gen Dy, Claude Cahun: a Sensual Politics of Photografigw York: 1.B. Tauris, 2007) 10.



repr es € nSolambriGodeaudso points out that specifically the Cindy Sherman
link was posited byCahu® s b i o grancojs hLeperlier in 1992, ankas been
reiterated in nearly all subsequent writing on Cahun.

Clearly, in overstating (or just restating) certain links to Cahumuwehe risk of
obliterating the significance of such a linkVhile drawng parallels between themes in
the work of artists which span several decades can actually be very powerful, the
significance lies in thaliffering contexts in which each artist was workingf. is this
context that has been ignored to a large degrebesetearlier discussions of Cahun,
especially wheter work is examineth relation to contemporary women photographers.
If a linkage to, say, Sherman is dwelled upon to the point thairClaerself and her work
becomeemptied of historical specificitythen the potential that this kind of a parallel
holds is in effect, nullified In repeatedly aligning Cahun with Sherman, it becomes easy
to conflate their two highly disparate projects, unifying their work on the badiseof
ultimately superficial similaties of the medium of photography and their use of their
own bodies. This kind of exploration of Cahun becomes in many ways
counterproductive because it neglects the repercussions of the context that necessarily
informed C a h u n 6 & hemnailielk the other artistic activitiesshe engagedh, and
perhaps most importantly, her collaboration with Moore.

Although Cahun has been most commonly associated with photographythas

photographeand photographic subject, her primary engagement was in factylitdra

% Abigail SolomonGodeay A The Equi vocal @Al o6: Clineetede Cahun as
Odysseys: Claude Cahun, Maya Deren, Cindy SheredrShelley RicéCambridge: MITPress, 1999)
114.

* Fran@is Lepelier, Claude CahunL 6 ® ¢ a metan®iphos$é&Raris: JeatMichel Place, 1992)
229. Leperlierds book was the first critical monogr af
and Sherman is one that has comeltaacr act eri ze subsequent discussions of
Godeau 114).



1894, in the provincial French town bfantes,Lucy Schwob (Claud€ahur) was born
into a prominently intellectual family with significant ties to theenchliterary world.
Cahunos paternal background, whi cl ai ncl ude:
successful newspaper owner, and more specifically, her uncle, Marcel Schwob, a well
known Symbolist writer, had a major influence @a h u ariissc and literary
development C a h ulinkdtesthe Symbolist literary tradition through Marcel Schwob is
actually an important precursor to her engagement with Surrealism, one latach
informed her mature literary work. This literary inheritanceas well as her early
education irboth France and Englangeredefining factorghat enabledCahunto gain a
vastknowledgeof European literat@from a young agé aworking knowledge which is
evident in herwriting.® Because Cahun came from a relatively privileged material
background, neither she nor Moore ever needed to earn a living from theiinbiek
arts’
Cahun was actively writing from the 1910s through the 1930s, during which time
she published several major literary wqrkhe most pivotal beingvhat has been
described a$er fanti-autobiographical book entitledAveux non avenugublished in
1930 Aveux nonavenusas been referred tamtlbpi seghaphysdé
because it is not in any straightforward way about herself or her life; rather, it is better
understood as a critique of the conventional autobiographical naftafitie. majoity of

the self-portraitimagesthat have come to characterize Cahun  wereaksoproduced

*Jenni fer Blessing, @Cl| aDahdieseaSusanFilivelaMedy Pr ovocat
York: NYU Press, 2001) 1996.

®Kristine von Oehsen, fAThelLiMdunext IGedsotiMe Cahun
Claude Cahun and Marcel Mogred. Louise Downie (London: Aperture/Jersey Heritage T208t) 10-
11.

" SolomonGodeau 123.

8 Tirza True Lati mer, AEnNntre Nous: :GLBatlowmreatai Cl aude
Lesbian and Gay Studid®.2 (2006): 199.



during this timeperiod although she and Moore continued to produce such imgges
unt il Cahuno6s Adter dhie lcouplén mode9ffom .Nantes td®ar i s 0 s
Montparnasse in 192Zahunbecamedeeply involved with the theateparticipating in
various productions between the years of 1923 and 18amciding withthe years in
which some of the mostell-known self-portraitimages were createdBecause Cahun
and Moorebds theatrical a tarem with teeselkporyraita c t i v i t
imagesit is crucial to locate the points at which these separate trajectories intersect.

In any evaluation of the lifer work of Claude Cahun, the figure of Mardébore
must also be examined. The two met in 1909 when Cahun was only fiaesold and
Moore was seventeen; apparently it did not take long for them to begin what has been
euphemisticallyreferred © as t hei r i |0 ibut & Ibedter glesithed asan d s hi p
romantic and intellectual partners@ipne which has come to inform the way we
understand their lives and wotk.Until recentyMo or e 8 s e nhadofteebeénd ent i t vy
comprised parenthetically: either (stepsister and lifelong compahimmjhaf-sister and
lover)!? It seems that many scholars do not hesitate to give their relationship distinctly
incestuous overtones, whémdo so isn factinaccurate Moorebs mother an:
father married in 1917, eight yeafter Moore and Cahun had meneaninghey would
have actually been lovers before their parardee they are stepsisters through marriage,
not blood relative$® Moore is often referred toy her given naméi Suz anne dMal her b

rather tharher pseudonymii Ma r ¢ e | byMie sameaothors whaunquestioningly

von Oehsen 14.

YFLifelong friendshipod is a te

“Moore is referred to as Cahun
Therese Lichtensteifi A Mut abl e Ma h vAtiborum30.8 @902d&. C

2Moore is descri-bedtas da€dhbodeBadihelbréfe Rosalind Kra
(Cambridge: MIT Press, 1999) 29.

3von Oehsen 12.

ed in von Oehs
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use the name AClIaude Cahunodo over ALucy Sch
significance is often downplayed, possibly because we just do not have all of the
specifics on the nature of ofaRuthermarey drt Moor e 0
history itself tends to have a bias against collaboration in gemeedérring instead the

notion of the artist as individual geniudVith the figure of Marcel Moore it is crucial to

understand that, as the operator of the can@&ahun is essentially posing fber eyes.

Sheis the one who Cahun callsé a u t, the otherang? Together for fortyfive years,

the two were inseparable from the first time they met and, though it can only be
speculated, the eighteen years that Moeas alone after the death of Cahun must have

been unbearable, culminating in her suicide in 1972.

It is only recently coming to light just how important Moore was to Cahun, both
professionally and personally. ttwith parti cu
guestions in retion to the production of theelf-portraitimageswhich she and Cahun
collaborated on together The question of whether or not theseages can truly be
considered 8f-Portrait® strictly in regard to their productidnis inevitabe. One of
the most wellknown and most reproduced agres ofCahun is her 1928 ntitled (Self
Portrait with Mirror) in which she stands beside a mifrémoking directly into the
camera lengfigure 1). What is often not seen, because it has rarely legeaduced, ia
matching photograph of Moore in the same posjtexcept thatn this photo Moore
looks at the camera through its reflection in the mirfioigure 2). Therealsoexists an
alternate version of this portrait in which Moo positioned faing away fromthe

mirror in the same waghat Cahun was in figure 1. This photograph was then printed in

14 SolomonGodeaul 16.
5von Oehsen 21.



reverse to make it appear, when the two photographs are aligned, as though Cahun and
Moore are |l ooking fAato inklea Cotl kdrs telssaygh f
Cahun, Mar cel Moore and the Construction of
the interaction between these images illusgratee reciprocal nature of Cahun and
Mooreds identifi c¥tGolemlsowsigyekthaptmeenclesionoft h e r
objects such asiirrors andmasksin many of the selportrait imagesre actually meant
to be standns for Moore who is most oftdmehindand not in front of the camet3.

If we understand Cahun as one of a pair, as Cole wouldusage, then it male
sense that the inclusion of an object such as a maskmeantt o si gni fy Moor
participation in their mutual projectMoor ed6s shadow was in fact I
i n many i mages of Cahun adiverolenathecredonofitted s pr e s
images (figure 3) Tirza True Latimer, who has written extensively on the nature of
Cahun and Mooreds col | abshadaw functiens asrao iadexs s , ar
of Moor eds phwherdastlaelmagk aseasstandar Moore functions on a
symbolic leve!® This 1928 photographof Cahunis one which includes Moodes
shadowd visible in the lowerright-handcorner. In most reproductions ohis particular
imageMoor eds shadow is not vsiodenddppmeddosemause t h

the centralfigure of Cahurf’® A similar earlier example of h pr esence o f Mo c

®JjulieColei Cl aude Cahun, Ma rCooenls t Mouacrté ,o namd tah Lesbi an
Reclaiming Female Agency: Feminist Art History After Postmoderr@ds Norma Broude and Mary
Garrard (Berkeley: University of California Press, 2005)-3%0

" Cole 35051.

‘¥ Cole 34445, 351.

¥ TirzaTrue Latime , fAActing Out: Cl audDeo n®ah ukn sasn dMeMa rt cheel AN
Claude Cahun and Marcel Mogred. Louise Downie (London: Aperture/Jersey Heritage TAGEH 57.

2 Examples of the cropping of this particular image can be found in Doy platd 8y Shelley
Rice, ed.]nverted Odysseys: Claude Cahun, Maya Deren, Cindy Shei@sanbridge: MIT Press, 1999)
99. In both instances the image is credited to the Jersey Heritage Trust which does not have a negative of
this image, only an unropped printhatincludesthe shadow. Surprisingly, this cropping is not indicated



shadowcan be foundn a photo of Cahun taken circa 1915 (figure 4). Significantly,
Moor eds shadow i-rght-leagdacormer, thenpladwheeeLatimervpeints
outiwe are conditioned t o? IRegarlllessodwhethdiiee ar t i s
placement of the shadowas an intentionateference to the signatyrig newertheless
situatesMoorein an active role a€ a h ucoll@b®rator

On astrictly technical basis, it would have been impossible for Cahun to stage all
of these images on her own; according to James StevehsdAhotographic Manager at
the Victoria and Albert Museum in Londam,t he camer a t hat rMyahun use
of her career almost certainly did not hawe inbuilt facility to take delayeéction
p h ot og? Althdugh théravereclockwork device availablethat could be attached
to the shutter to make delayadtion photographs possible, it cannot béedrined
whether Cahun used such a devicew many photograph€ahunappearsat quite a
distancefrom the cameraat times she is even behind a closed windatich leads
Stevensontoinfehati i t i s di fficult to I magilaymg t hat s
device and still have tidhdn additionghereision fr ont
indicationin the photographwhich would suggest that Cahun used a long cable shutter

releasebecause as Stevenson asserts,taivgysw] hen t |

visible in the photograph and none *f her in
as such in either book by the appearance of a word s
standard art historical practice.

ZLatimer, AActing Outo 57

Zgtevensondissus es evidence that he obtained from Cahuno¢
was using the same Type 3 Folding Pocket camera as early as 1909 through the 1940s (James Stevenson,
ACl aude Cahun: An Anal ysi DomnfdotHe&r Amdf GlteadecCahdiephi ¢ Techni
and Marcel Mooreed. Louise Downie [London: Aperture/Jersey Heritage Trust, 2066B52

% Stevenson 53.

% Stevenson 53.



The recent trend in scholarship on Cahun to include Moore as an active
participant in the staging of the s@lbrtrait images is echoduly Lizzie Thynne in her
2004 film, Playing a Part: the Story of Claude Cahuifhis isa biographical filnthatis
based inacademiaesearch, but still attempts to provide a +aanhoritative account of
C a h u n 6 Shynhe states that iRlaying a Parf shesoughtto represéi nar r at i vel vy
and visually, the complexity of identity 1in
the conceptof theseffor t rait as the aut heéehmnthisfinportraya
the staging of theself-portrait imagess reconstruad dranatically throughthe use of
actors who playhe parts ofCahun and Moore. In these dramatizations Moose&n as
the one who steps into the frame to position and costume Cahun, stepping back out of the
frame to take the phofS. Although this enactmeris partiallyconjecture, seeingsit is
not possible to know for certain the exact way in which these photos were, Sthgexde
puts forth a compelling plausble modelof collaborativeauthorshipin these recreated
scenarig.

Although the imagesof Cahn ar e wi del y r ef eRontratgh t o and
it is crucialto note that it was extremely rare for Cahun and Moore totdles totheir
images the majority of the saalled selfportraits came to us without titlés. Equally
important to kep in mind is the fact that these images were of a private nature, not meant
to be exhibited or distributed,; rather they
use?® Consequentlythe category ofelf-Portraiture has not proven to be an altogether

accurateanalysis of theoghotographic body of work that was produced collaboratively by

®Lizzie Thynne, @ACl| aude DarmabohMediamRractie&3(2002) ment al bi
169.
% playing aPart: the Story of Claude CahuBir. Lizzie Thynne (Sussex University, 2004).
27
Cole 343.
% 3olomonGodeau 117.



Cahun and MooreThe idea of selportraiture or selfepresentation and its relevance to

genderand identityissues is an often explored theme in the work of womestsrti

Wo me n 0-mepresentation has been vasgbuinterpreted and has beseen at times as

merely a narcissistic pursuit of vanityBut it has also been acknowledged that many

women artists use the self as a vehicle to engage arenas that exist autemteself;

identity and gender become not only personal, but politiczdtorically, selfportraiture

in particularhas beenusedby womenas a means tgain abetter seHunderstandingnd

to movetowards an illumination of some aspect of the intebp means of the exterior.

Art historanWh i t ney Chadwi ¢k dposraturaadf@dleavs womenodés sel |
No single model of selportraiture can fully stand for the experiences of
women generally, or fully express the rich interplay that exists between
the examination of the reflected image and the exploration of the social
dimensions of lived experience, but sedpresentation remains critical to
sefunder standing and it pl ays a partic
creative lives®

Chadwick maitains thathec onnect i on bet wéémnvadwemperaenice

her selfportrayal is one that promotes salhderstanding. However,ush an

understanding f womafpostraiture i s not consistent

imageswhich present @hun in a series of guises, ®af which are representative of a

singular authentic identity. Their imageare specifically disconnected from a lived

experience Through these imagese are denied accessnable to enter the image in

order to get to thenaker.

Indeed, many scholars have expressed concern over the fact that the images which

have heretofore be e nporraitsacarindt trulyed comsislere€ash un 6 s

such. Lati mer argues that t he | a bSelf-Portnagureo f Cahu

®Whitney Chadwi ck ,MirérMiorov: SBlfePortraitd by \WdnRrArtisted. Liz
Rideal (New York: Watson Guptill, 2002) 21.

1C



has more accurately become a fAcategorical d
curators, and other contemporary viewers with what seems to be a viable term of
c onv e n* SaomenGadileau also points to the complex nature of labeling Galsun
work when she footnoteppohtthasiutsdeLi onf t a thieo ntse
| anguage being what they are, I have |little
6selbftraitsoé or, merpe eawk wahe itlasgifcatioos e | f
Ca h un 6 s SdiBartraitsiepsoblematidecausehe siject of selfportraiture is not
utilized in a straightforward or conventional sense; it is ugettad as a means to get
beyond rater than inside the self. Se#presentation can be saarthe work of Cahun
and Mooreas an innovative means to deconstruct social categories andeacnepbns
of gender but never intheseso-called self-portraitsdo theyever suggest that what is
being seen is an fAauthentico self.
The question of iderny is continually revisited and interrogated throughout
Cahun an céntifd oeovwpth®d self is seen as a complex subject that is continually
negotiated and challenged, its borders fluid and its definition in constant flux and
revision. This notion omultiplicity in an often variable identity is a central theme
running throught he entirety of Cahunods .&ortCahant i ¢ and
and Moore, slf-representatiotnecome asubversive activity athey use the mirroand
the lensnot to define or converge upon a unified and stable self, but totigaés it as a
problematic sitd a point of divergence. Cahun is often misrepresented as being

involved in a perpetual quegir seltdefinition, but upon closer examinatidrer work

Nlatmer, AEntre Nouso 198.
31 SolomonGodeau 124.

11



seems tde engaged irguite the oppositeHe r a n d joMmoeptakesGhemaway
from theself,ona guest to uadefine and destabilize identity

This thesis sets out &xplore an alternate approaichunderstanding Cahun and
Mo o r eoxaled selportrais by drawing on the most recent scholarstitmat
acknowledgedirst, the complexity of their collaboratvmode of authorship; secornbe
disparity thatexists between the category oélfSPortraiture and the actual images
produced by Cahun and Moogrendl a s t , the relevance of
undertakings in theealms oftheaerand literdure In order to examine the effect of each

of these aspects on the production of

Cahur

Cahun

has been organized intbree chapters.Chapt er 1 first situates

activitieso f t he 1 9 ihOektiomtacdntedB®@reoudiscourses of gendand

Surrealisn® a movement with which they were closely connectE€thapter 2 examines

the complexities of namghand the taking of pseudonyms by Cahun and Moore to

problematize notions of authorship In this chapterl will be examining the
collaborativemode of authorship in relation to tlleeoriesof authorshipput forth by
Roland Barthes and Michel Foucaulthapter 3 discusses the-called selportraits in
relation to Cahun and Mooreods I|iterary

production. Inthe Conclusion, | bring togethex | | of Cahun and

activities, from the takingfgpseudonyms and their model of collaborative authorship to

their various lierary and theatrical endeavoirs order to illustrate one of the only

constants present in all of their wérkhe underlying notion of critiquéhatis meant to

and

Mo or €

challenge traditiorand convention. | propose that this notion of critique is also at the

heart of Cahun and Modites p h ot o g rthagptheiincagew that kayve come to be

12



known as selportraits are not selbortraits at all but rather a critique of the genre ofself
portraiture. | put forth t he oodnmaddgsmatedory ihat defines s e | f

the work, but rather, as a practice of critique that the wo#cts

13



CHAPTER 1:

GENDER AND SURREALISM

The movemenknown asSurrealisn emerged during the imt@ar periodwhich
wasatime of greatsocialuncertaintyand political upheavali The wunpar al l el ed s
of World War | ,0 writes art historian Matt he
of life about the merits of progress if this was thaires¥ Thiose associated with the
Surrealist movement took an ideological stand in which they challenged, even
AassawadGadd, st ates, #nAall fondly hel 6 social,
Although the Surrealists were rebelling against camtion and rationality towards a
common gal, Surrealism wasot an entirely coherent movement; it was in fact highly
fragmented. Thus, Cahunand Moor®é s e n g a g e mreealism isvmeteksarilg u
diverse. Their work responds taultural issues of gendeand identitybut is also bound
up with Surrealism on artistic and political levelsSurrealism was a movemt
dominated primarily by merand Cahunwasone of thefew womenassociated witlthe
original group®*

Certainly, the male Surrealist attitude®ow d s women and womenods &
be extremely limitingif not outright misogynistic The female body did not function as a
subject within Surrealist discourse; instead, it was more often used by male artists as a
fetishized or sexual objectA womanwas able to become a muse at best, but not a

person with her own agendy. This was true of Lee Miller whavas a photographer

32 Matthew GalePada and SurrealisrflLondon: Phaidon Press, 1997) 5.
33
Gale 6.
3 Leperlier 13.
% Gale 3078.
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herself, but is more weknown for her role as model, lover and muse for photographer

Man Ray from 1929 to 1933° Mi | | er 6ssnbbidygned, Chadwi ck wi
object...onto which [Man Ray] c & uAtinespr oj ect
Man Rayphotographedhe beauty oMi | | e r i s flateoirdy,yalbeit conventional

manner, but he also often depictedniteroicized fragments.In either case Chadwick
insists thatitiMi |  endsvifidual ityo which is #Alost in

t o o B% e&batdwick makes the crucial differentiation between the Surrealist

AWomano anadvong®n r meMolmidset, owr i t es i s fa represe
shared by the projections of t he wames cul i ne
constitutes fia diverse group of individuals

role in their struggle to articulate an& onomo us f e fliMiléeroceupiestlabj ect . o
position ineachcategoy; she isone of the Surrealistomenthat Chadwick writes of, but
shealsorepresents Surrealisti Wo mamMba n  Rimagéssf her. It was not until
the 1980s when Surrealistomrend the women artists who were associated with the
movemend began to receive their due attention.

Thisatti tude t owar dald seenmmte pud Gahub and Meose at
odds with Surrealism in general, but they did in fact slaareimber ofcommonalites
with the Surrealisténcluding their antitbourgeois ad antifascist political stangeheir
interest in psychologyandin their technical use of fragmentation, collage and montage.

Cahun and her image offer up a muakeded alternative to the typic8urrealist

®¥Whitney Chadwick, fClaude Cahun and Lee Miller:
Gender an®R a c @eader Nonconformity, Race, and Sexuaéty. Toni Leste(Madison: University of
Wisconsin Press, 2002) 143.

Chadwi ck, fAClaude Cahuno 143.

¥Chadwi ck, fAClaude Cahuno 143.

¥Whitney Chadwi ck, #AAn | mMirrorhmages WéndnaSyrreali$m, Empty Mi r
and SeHRepresentationed. Whitney Chadwick (Cambridge: MIT Press, 1998) 3
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depiction of the female bodthe image of an exposed, disfigured or dismembered female
body*® Despite this treatment of the female bptlye Surrealists rebelled against the
social institutions of church, family, and stathich weretheveryinstitutions that sought
togovernawoma 6s pl ace WiThhsnchapteryexamines Cah
wor k i n relation to first, t he di scour ses
Womanhoodo prevalent dur i ng artisticand politmae per i o
affiliations with the Surrealists.

The 1920s brought with them new possibild]i
era. The role of women in society was being crucially revised during this time period
that witnessed the emergence bfé A New \Widlhan.eqpochal Onew WwoI
SolomonGodeau writeswerefié part of the first generation of European and American
women to have come of age i After WoddWardd of r e
had ended, many women who had joinedwlekforce during the war did not want to
give up their newfound autonomy. Themenwho joinedthe movementn the 1930s
understood Surrealism assimilaropportunity for social liberation, a chance to escape
Awhat they per cei veeas ofangddletldssemairiagd, iddmesticityp g c o n f
and mot KHeThis Mew #Woman was associated with a different kind of freedom
and an opening up of the possibilities and alternatingsh erabled women to lead lives
outside of the traditional realms of fagiland domesticity. However, these new
prospects brought with them a new set of cultural anxieties surrounding the position of

women in society. If women were able to occupy positions in the workforce which were

“OKrauss 24.

““'Chadwick, dAlnfinite Playo 5.
*230lomonGodeau 115.

“Chadwick, fAlnfinite Playo 5.
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thought only to be feasible for mehenthe fear was thatvomen couldpotentiallyusurp
the role of men in society.

The idea ofthe New Woman became linked to the conceptmasqueraddy
fellow New Woman and psychoanalyst Joan Riviell[lre, in her 1929 essay
AWomanl!l i ness awhicltarespbads tpuoe peenaps, verifies this particular
moment of cultural anxiety surrounding tipdace of woma in society Riviellllre
argues that femininity is not inherent, but thasiinsead a kind of social performance
enacted to disguise the fact that a woman possesses masgul@tycapability of
claiming a position of social and intellectual power equal to that of a riEmwvever,
contemporary gender theorisudith Butler, inher senmal book Gender Trouble
Feminism and the Subversion of Iden(it990) argueshat theveryidea of masquerade
implies that there isn facta 7 f e nyrior tothe masquerade, a feminine desire or
demand that is masked and capable of disclosurk inidaed, might promise an eventual
di sruption and displacement o%Buttehdeawsohal | ogoc
Rivie[l[Jre’s concept of masquerade in her investigation of whatif anything is
actually masked through masqueradeeparting fromand expanding oRiviel][re’s
formulation, Butler argues thatl gender is performative.

Cahun is often di s c u#saeollthei performaiNitadfi on t o
gender becausaf the role thagenderperformanceplaysi n  C apghatagraphicself
transformationsWhi | e Cahun and Moor e 6certaplyrelevamtgr ap hs
toButlebs t heori iéwas thd idegsesichier andr ogyny and t he

raised in the 1920s ar@0s which truly influenced their work Rivie[][Jre’s argument

44 Judith Butler Gender Trouble: Feminism and the Subversibtdentity(New York: Routledge,
1990) 60.
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was part of the discourse surrounding gender and sexual identity which was
contemporaneous with Cahun and Calmoandds phot
Moore continually emplogd the concept of masquerade their portraits of Cahuiby
emphasizing tb mutability of gender and identityhrough the assumption of various
guises Jennifer Blessingin Rrose is a Rrose is a Rrose: Gender Performance in
Photographyp oi nt s out that Athe psychoanalytic ro
late 1920s ath 1 9 8 Ot svascthisearly discoursein which Cahun and Moore were
immersed and onehat has informed their work. In 1929, the same year that
Rivie[l[Jre’s essay was published, Cahun translé&ddies in the Psychology of Sex:
The Task of Social Hygieng&- The Woman in Socieby sexologist, Havelock Ellis who
was at the time controversial and influential in his ideas of the-$leixd Although it may
seem quite limiting to us today, this idea of thed-sexwould have been appealing at
this time beause of the possibilities that androgyny opened up through the union of
masculinity and femininity®

The evolution ofgenderroleswithin societythroughoutthe192 0 s a naére 6 3 0 s
alsorefl ected i n the chashgthagtyles, firtserspah@terd s f ast
skirts andgenerally less resicting, more casual garmentsall of which served to
challengenormative representationsf feminine identity.*’ It has been difficult to
ascetain exactlywhat C a h u n 6te-daydashion might have looked likealthough
much has been made thie portraits in whichCahunis understood to repsent herself as

a male subijectlt is for this reason that Cahunaften regarded as having been engaged

> Jennifer Blessing, introductioRrose is a Rrose is a Rrose: Gender Performance in
Photography ed. Jennifer Blessing (New York: Guggenheim Museum Press, 1997) 8.
“KatyKlineil n or Out CtaddeCahuma nRli «Cti inrde MirBhimagesa n o
Women, Surrealism and S&g&presentationed. Whitney Chadwick (Cambridge: MIT Press, 1998) 71.
“" Doy 8893.
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in transvestitism or crosdressing, but in reality the imageswhich Cahunappears in
Adr ago ar* Oneal the relativelp fevexample of this kind of crossiressing

is @ 1920 photograph of Cahun which she igressed as a sailor (figus¢. However,
Cahun also appearesd equallyfeminine persoraas well; for instance,n a photograph
taken circa 191Xahunpresents herself as the beautiful and famous Cléo de Merode
(figure 6).*° Cléo de Merodevas a dancer and courtedaane of the most photographed
women in Francat the turn of the centudyher imagedisseminated throughout Europe
and the United States via postcardgure 7)>° De Me r pes@nd sstyle of
adornment was trersktting her popularity reaching its apogee in tage 1890s and
early 1900sjn the decad¢ ust bef or e Caimitatiod of hepthlothesegr ap hi ¢
two seemingly dissimilar photographsailor and courtesaiGahun is essentially doing
the same thing playing withgendered codesf masculinity beauty andemininity, not
necessarily assuming male and female identitiElsere is no indication in either photo
that Cahun identified any more or less with the sailor than she did the courtesan.

It was much more commonfor Cahun © display androgynoustraits in her
photographsrather tharstrictly masculine or feminineharactestics The figure of the
androgyne held an appeal for the Surrealigsause it destabilized gender and identity
by presenting ambiguity in sexual differenc&he attractionthat androgyny held for

Cahuncan be observeith many of hemritings;, C a h s staiement il\veux non avenus

is an oftcited example A Shuf fl e the <cards. Masculine?
“8 Cole 346.
9 SolomonGodeau 122. )
®Cl aude Conyers, fACourtesans iCpopdaacge Hi stor y: Le

Chronicle26.2 (2003)232
*1 Conyers 232.
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situation. Neuter is the only gender that always suits meSuch a statement was
undoubtedly influenced by her familiarity with the rkoof Ellis and his notion of the
third sex. The figure of the androgyne is portrayleg Cahunin her 1925 fictional text,
fiH®r o W n eriginating ia e classical mythic character of Salmadtsch story in
fAH®r opnes o IS dedi c articalat stdrypentided M8a hmacitshi 8 hep
Suffragettedis addressed t 0 CF’awodvever, in Cahuyasdsuecreati v
of her photographst is never safe to assume that thetten words, or images for that
matter,correspond in such a stratgprward way to a claim of trutbr identification

In her discussion of the nineteergéntury figure of the androgyne, Blessing
establishes that the significance of both androgyny andhihg sexduring this time
period lies in the fact that they veeboth seen as ways tocape sexual and gender
binaries Blessing writesiit h e s e t r o arebdeserdbed geambiguous, yet they
seem to be anything but 0 continuing shereminds u s t ahganderarfbiguous
subject is never invisible, itannowc es t he juxtapositi®Iin of cod
many of Cahun and Moored6s images we <can pe
seemingly contradictory symbols génder which were able to coexist in the problematic
subject of the androgyner-or exanple, Cahun is often portrayed with her hair cropped
short, but as Cole has pointed out, she also frequently dyed it pink, green, silver or gold,
preventing this hairstyle from being read as purely masculine or fenithittemay be

safe to conceive of Cahuembracing androgyny on a theoretical level, but it would be

%2 Claude CahurDisavowals 1930, trans. Susan de Muth (London: Tate, 2007) 151.
*“Claude Cahun, fAHeroi nes, hertel @dyssey€lauderCahun, Nor man Ma
Maya Deren, Cindy Shermaed. Shelley Rice (Cambridge: MIT Press, 19995838 . i Hes oi nes o
never published in full during her lifetime, although excerpts from it appeared iMeothure de France
andLe Journal Litt érair eas early as 1925. It was published in its entirety and
translated into English for the first time in Rice94.
* Blessing, introduction 123.
% Cole 347.
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difficult to conclude to what extent she may have embodied androgyny in her everyday
life.

The issue of androgyny also brings to the fore the intrigue that the figure of the
dandy held for manwomenat this time Both androgyny and dandyism offered women
ways of fashioning the self that were radical in their opposition to traditional modes of
gender representationCa hun o s ¢ o painteriR@raineaBrooksis one who
embraced the figuref the dandy in hewell-known Self-Portrait of 1923 (figure 8).
Brooksdé painting compar es 9ttaken slighpytearlierorgr ap h o
1921 in which Cahumlsoappears irsimilar dandy attire However, their embodiments
of dandyism ardiighly divergent from one anotheCahun performs the part of a dandy
as only one of many ways of imaging the self, whereas Brooks embodies the role of the
dandy exclusively.

InheressayfiLooki ng Like a Lesbian: Postraitur
Pariso Lati mer c o-nepresentations tofh@Gahurs and Modre those of
Brooks emphasizing the ways in which they diffe© f Cahun and Moor eods
imageL ati mer calls our attenti ditingctostumédleunds o
jerry-rigged backdrop, the emphatic power of formal choices such as cropping and
|l ighting, © each an element that >®m¢erks this
Cahun and Moor eds i magedsgupat hbha@nt B enp hsaesl i
authoritativeand singular seff’ Latimer differentiates between these two projestsen

she statethatBr o sgs 6t r ai t Amonumentali zes a manner

®Tirza True Latimer, fALooki RgalLi kdeatLegbi anl19P6s
The Modern Woman Revisited: Paris Between the Veals Whitney Chadwick and Tirza True Latimer
(New Brunswick, NJ: Rutgers University Press, 2003) 137.

Latimer, fiLookingo 127.
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seeing that correspond with the painteraos
suj ectivityo whereas fACahun anmembhcimarory envi s i
alternative to hierarthz i ng soci al ahThe figure of teetdandgansbg st e ms . 0
a tempting identity to apply to Cahun because the dandy, embodied by Oscar Wilde, a
figure who Cahun championgdas in facta legacy of the Symbolisisho Cahun vas
linked to through her uncleThis connection ione of the factors that lea@$essingto
clam: it he i [@ahum} wiwetry most comfortablythat appears to be most
transpa e nt , O mbiss thhaturafl 6a pr @ Hlawevarbthereismoa | e dan
evidence to suggest that Cahun edied dandyism in her daily life and appearaffce;
thedandyigetanot her wmdsqu&adhnotrad actual lived identitys it was for
Brooks.

WhenCahunposes as a male sailor and daralyemale courtesany any of her
multitudesof androgynous personae, shaliwaysdeferring her own identity, seeming
be inacontinuapr ocess of o tibapect ofgpihernbssasmoect by. T
Laura ALouod Bai |l anytheinanrdt ilcilzez ifieB eTyhoynndn eRe pr e s e n
Cahunos Mo nst r ou.®Baidy and hyredobsekla khe wayCahun
challenged the dominant cultural discourses surrounding gender, sexuality afy race
displaying on her own bodyhysical traits that wereommonly associated witlboth
homosexual andnti-Semitic physiognomin anattempt to parody and thus subvert such

eugenic readings of the bo8y. Chadwicksimilarly understand€ahun as consciouys!

®Latimer, fALookingod 129.

Bl essi ngGa hiudl-&6.uld9e5

®Cahunés daily attire and style seems to have bee
periods of her life. This issue is discussed at length in De} 081

®Laura fiLoud Bailey and LizzieeTBghoepsiBepsndoRs

Mischie- Ma k i Higiody of Photography9.2 (2005): 1442.
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inserting her body and image inkaepresentationaliscourse in whicih e ar | 'y t went i e
century writing about sex and the boslyared a set of ideas about perversion, heredity

and degeneracy that often |inked®Jleawvi shness
1920 photgraph (figure 10) Cahunaddsyet another dimension of otherness to her

image Bailey and Thyne argue thahere Cahuriipresents herself as a sexual but also

raci a®od ot melr s ex, 6.0°9 Ehe seveeerightingn shim photodees

indeed makeCahunappear vampiristicthe stark contrast of the black clothing and

backdrop makeker skinbecomeghostlikein its palenesandher eyes hollowgiving her

an almost predatory expressiorBailey and Thynneexamine the relationship dhis

imageof Cahun and the character Nosferatu, the
the same namevritingt hat At he vampire condenses not on
raci al &% JtiditreHalbenstama. génder theorist who has examifechon st er s 0
such as Dracula and Frankenstein as cultural objeaists out that fithe anatomy of the

vampire for example, compares remarkably tanttSemitic studies of Jewish

physiognom® peculiar nose, pointed earsharp teeth, clalike hands®®> Cahwn

exaggerates these very qualities in this photogbgpiirawing attention to her prominent

facial features questioning even parodying, as Bailey and Thynne suggdsg

monstrosity that was assumed to d&e inherent component dewish and homosexual

identities in antrSemitic and sexological discourses of the -lateeteenth and eary

“Chadwi ck, fAClaude Cahuno 154.

%3 Bailey and Thynne 143.

% Bailey and Thynne 143.

85 Judith HalberstanSkin Shows: Gothic Horror and the Technology of Mong@usham, NC:
Duke University Press, 1995) 3. Quoted in Bailey and Thynne 143.
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twentieth centurie¥®® Cahun would seem, in this image particularly, w@ant to
emphasize and construct these features on her own body as signifiers of her otherness.

Balley and Thynnealsop oi n't out ftvhaampi Cahounphsot ogr aph
specifically to the Surrealistotion o f i ¢ o n v u ldsaiconeept established/ by
André Breton, a writerwho helped found the Surrealist movement aisdoften
considered to be themouthpiece of i. Hal Foster, in his boolCompulsive Beauty
explains the way in which Bretonds convul si
Amarvéhousedom that signifies “AmSumealismthe e i n t
marvelous was comniite d t o At he reenchant ment of a dis
society made rUCbhesskyveabieanaly, o Foster wr
confusion between animate and inani mate st a
deat h ° @onvlisive leeaudy is a kind of beauty which is evoked through uncanny
experiencea beauty that, l i ke i n C a h vargues phot o
Asi multaneously attracts and rep@l|lThe the vi
monstrosity constructed this image is one that has a viscesfédct on the viewer, as art
hi storian Mary Ann Caws writes of Cahun in
horrifies. She is monstrous. There is no better way to putYiou are tempted to look
a wa Yy Theundead, subhuman state of the vampire is oneetn@bdies aupture in

the natural order of thingsonflating states of both life and death in one subject

% Bailey and Thynne, 142.

" Hal FosterCompulsive BeautfCambridge: MIT Press, 1993) 19.

% Foster 19.

% Foster 21.

OBailey and Thynne 142.

""Mary Ann Caws, fDoubl $elfhedSiCrealisulook: ACHErdticsnfd s Spl it
Encounte{Cambridge: MIT Press, 1997) 113.
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While Cahud s p h o tmaygelage poBgetonian concepts such asvedsive
beauty herinvolvement with the Surrealists and Bretomself wasmore of a political
rather than artisti@ffiliation. Although Cahun and Moore were closely following the
Surrealistsd activities through their journe
not assoiate themselves with the Surrealist movement until 7832owever, the
images that seem to be most influenced by Surrealism, the majority of the now famous
self-portrait images, were all produced prior to 1932. The only artistic endeavor that
Cahun engagd in with the Surrealists was her participation in a 1936 exhibition of
Surrealist objects at the Charles Ratton Gallery in PariBhis was the only exhibition
that Cahun ever participated in during her lifetime; the artwitrksshedisplayedin this
exhibitionwere assemblages of objects and were not related to thgosekit images<?
During the time that Cahun and Moore were involved with the Surrealists their work
began to undergo a marked change, especially in regard to thgosedit images
Beginning in 1932, portraiture gradually began to give way to photographs of objects and
still-lives, eventually leading to the snapshke images of Cahun that characterize their
later work, generally set in outdoor scenes in the surroundings ofhibv@ie in Jersey.
Photographs of Cahun had drastically diminished between the years of 1932 and 1935,
suggesting that her political concerns were more central during these years.

While Cahun neveofficially joined a political partyshe was active in lefving

political organizations that were linked to the French Communist P&wjlowing the

“Jennifer Shaw, fASingulmag®sural CAv@mtioh abahandse S
avenu® The Modern Woman Revisited: Paris BetweenMaes eds. Whitney Chadwicknd Tirza True
Latimer (New Brunswick, NJ: Rutgers University Press, 2003) 159.

3 This exhibition was entitleBxposition Sua | i s t e, antl dvasihgldeat tree Charles Ratton
Gallery in Paris, 22 May 29 May, 1936.

"von Oehsen 16.
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publication ofAveux non avenus 193Q both Cahun and Moore became increasingly

involved in politics with Cahun joining thé\ssociation des Ecrivains et Artiste
Révolutionnairesthe Association of Revolutionary Artists and WriteA£AR), in 1932.

The AEAR was a antifascist Communist organization; however the French Communist

Party was enormouslgkeptical of the Surrealists commitment to the Padagauseof

what it perceived as the Surreal@dtsck of discipline’™ It was the same year that Cahun

joined the AEAR that she met André Breton and began to draw clotlee Surrealist

group. In 1935, Cahun also neeorgesBataille Br et on6s | ohowdsasmme r i val
a highly influential figure within the Surrealist movemerind became a fountd)

member of the political grou@ontre Attaque which like the AEAR, wasn antifascist

group formed through the partnership of a newly reconciled Breton andlBatAt this

pointin time, as art historiatA | ast ai r Brotchie expl ains: ibo
followed similarly dispiriting paths in leftist political organizations and their mutual
disillusion, and dismay at the rise of Fascism, allowed tleebuty their differences with

the founding ofContre Attaque intended as an arfascist movement outside of Stalinist

i nfl u% Imdgs7, illowingthe dissolution ofContreAttaqueafter only eighteen
months,Cahun and Moore left Paris ftie Islandof Jersey This move was due to a

combination of gents, the dissolution @@ontreAttaque but alsoC a h u n édanding n g

“Hel ena L ealistssStalinfstS, armd Trotskyists: Theories of Art and Revolution in France
Bet ween ArhJeurndla2r141893): 64.

% Alastair Brotchie, introductiorEncyclopedia Acephalicad. Georges Bataille (London: Atlas
Press, 1995) 11.
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health problem as wellthe changing political climate of Padsthe outbreaks of anti
Semitism and the encroaching threat of fasc®
In 1934, the year prior to the founding Gbntre Attaque during this time of
decreased photographic activi@ahun published a pamphlet entitlddss Paris sont
ouverts(All Bets Are Open a tract on politics and art which she dedicated to Trotsky
The title respondsto the moment of antagonism between the Communist Party and the
Surrealiststhat led to the formation o€ontreAttaque TheSur r ealedfertas 6 cal |
revolutionary, antbourgeois arthat undermined notions of realiyhile the Conmunist
Party wasncreasinglypushing forthe opposite approadhsocialist realisni® Les Paris
sont avertsexpressed the way in which Cahun valued a dialectical approacimgp br
together art and politiésa Marxist approach reflecting a h ushditkved involvement
in the Marxist discussion groupgroupe Brunef® In Les Paris sont wverts Cahun
writes: Al ndirect action to me seems the on
propaganda %aThis digectieal approach also involved thdermf the
unconscious as the creative source through which the artist/writer would be able to
communicate political ideas to the vieweaderand in an indirect way, incite political
action®? Along with the dialectical approach was tbemocraticpositioning of the
author asan antielite nonprofessional, coincident with the Marxist belief that in a

socialist society everyone has the opportunity to develop their own skills and talents

" Cahun sufferedrom bouts of poor physical and mental health throughout her life including, and
possibly stemming from, periods of anorexia during her adoles¢eoneéehsen 17).

8 The couple had also discussed moving to Canada, but it is thought that they choseJersey
many reasons: their familiarity with it, its neutrality, and its proximity to France which would have allowed
them to maintain bonds with their Parisian circle of friepdsat i mer , fA-8%.t i ng Out o 638

Doy 11014

8 Doy 111.

8 Claude Cahurl,es Parissont ouvert§Paris: José Corti, 1934). Quoted in von Oehsen 15.

8 Doy 11315.
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outside of the realm of professionali§fOf Les Paris sont ouvert&ristine von Oehsen
writes that ACahun remains true to her pol i
amateuri sh approach to an art wor két hus d e
expression should be open to all and turning against the reification ol d ®v al ues . o
Although Cahun never had to support herself financiatlys thought thatpart of the
reason she never became a fAprofessi-onal 0 a
influenced refusal of the artist as an elite figlire.lt was these deas that Cahun
articulated inLes Paris sont ouvertghichwould later be put into practice by Cahun and
Moore in their resistance campaign against the Nazi Occupation of Jerseedte
years of 1940 and 1944

The milieuof Paris inthel 9 2 0 s shada gea& Onpact on the workath
Cahun and Mooreroducedduring this time, butvasalsoaninfluenceon the work that
came | ater i n .t Ther edg8génlent withrthg Sulréalsts is one that
informednot only their artistic work but alsiieir political consciousness as wellhe
destabilization of categories of gender and idedtdy feature whichscholars have
readilyidentifiedandi n Cahun an do cihde seentas stemmingkfrom the
debates and developments surroundimg changig nature ofwomerd s pl ace wi t hi
societythroughout this time period as well as part of the Surrgalggect of disrupting
rationalty and coformity. Whi | e womends positions within
were at times highly complicated, it w&hunand Mooré s adherence to th
libertarian Surrealistprinciplesthat came to influence the whole of their creative and

political activities. The following chapterwill examine the way in which Cahun and

8 Doy 125.
84von Oehsen 17.
% Doy 125.
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Moore, invoking the noranformist spirit of Surealism, disruptedconventions of
authorshipthrough their nodel of collaborabn as well as through their taking of

pseudonyms

29



CHAPTER 2:
NAMING AND THE PROBLEMATIZATION OF
AUTHORSHIP IN CLAUDE CAHUN AND MARCEL
MOORE®GS COLLABORATHAORET RAS ETLSO

In his seminale s s ay A Wh at | Michela Foucadliptesents thed
di fficulties associated with the name of th
propername;r at her it perfor ms %af Succlhasas ifdmat®dr jo
continuesiper mi t s one to group together a cert;
di fferentiate them from and contrast them t
t he felxnt sCadhun and Mooreé6s model of coll abo
names of theuthor to take into consideratioriThe concept of an unstable identity is
often discussed as an element that is visible in the photographs of Cahum,thust i
chapterl will examine theway in which this notion of an unstable identitywctionsin
relaion to Cahun and Mook sadoption ofmultiple pseudonyms The names that both
artists take ar@ntegral totheir personal relationship as well as thealaborative mode
of authorship.Drawing upon he theories of authorship putrth by Michel Foucaul and
Roland Barthesthis chapter Wl investigatethe way in which authorships a site of
problematizationin the work of Cahun and Moarelt is in the seHportrait images in
particular thatauthorshiptakes on this problematizing function; their uneentional
model of collaboration issed as method of complicating interpretatsaf their work.

Both Cahun and Mooradopted the specifically gendee ut r a | names nNCI a

and f Mathar giMeroname Lucy Schwob and Suzanne Malherb&hile Cahun 6 s

®Mi chel Foucaul t, TaxwalSttatedieed. Josué Kanatitacar Comell
University Press, 1979) 148.
8 Foucault 17.
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pseudonym ibetter known,tiappeas that Moore was the one who initiated these name
changes. The name ndMarcel Mooreo appeared
1913 while Cahun first began to use pseudonyms in ¥0T&e pseudonyms adopted b
Cahun and Moore functioned orsamewhatlifferent level than that of an alias or a pen
name these names signified actual lived identities. Théesamames that Cahun took
on, or perhapdried on were Claude Courlis and Daniel Douglas, ultimatelgtifeg to the
name Claude Cahun in 193%.While the issue of the pseudonym has received some
attention in recent scholarshipjs a topic which deserves to be revisited.
Even before Cahun and Moore began taking pseudonymasing figured
prominently as kind of symbolic foundation of their relationshilm 1909, the year that
Cahun and Moore met, Cahumeateda drawing that makes clear the love that they
shared, but also theature of theemotional and artistienterconnectedneshat their
collabordion rested upor(figure 11). In this drawing te single monogram,LSM,
represents a shared set of initialstket and f or both C8&8bumsandeMo
intersection that connects the two nanfitsicy Schwold andAiSuzanne Malherbé.The
AS, 0 elpmints aut, not only stands for Schwob and Suzanne, but is also a sign in

language that tusthe singular inta plural *°

When the letters LSM are pronounced in
French, it sounds | ike HAEI logsh%dTheamageceint 6 me a
conmposed of a hand, mouth, eye, and doeaach an element of the body that signifies

agency a hand that can aeh, a mouth that can speak,eye that can see, and a foot

8t was in June of 1913 that Moore first began publishing articles that she both wrote and
illustrated (on fashion) appeaklkeiPhage délalLoifadertheds f at her ¢
name Marcel Moorévon Oehsen 11).

8 Kline 17.
Olatimer, AEntre Nouso 205.
“Lati mer, AEntre Nouso 205.
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that can stad and support the weight oftmdy. The foot is in high heels nonetheless,

emphasing this agencyto be expresslyfemale. The mout h reads the n
Schwobo while the eye bears the name fASuzanr
iris. Latimer analyses tlse symbols as &ind of code that reveals the nature of Cahun

and Mooré ssr ti stic and emotional di vi sion of | at
sky, Suzanne Mal her be bot h bal ances and g
performs), Malherbe visualie ¥ .Tite eye that stands for Moore as the one ségsis

implicated in the eye that slsothe camera lens.

Theact of naming even at this early point i n Ca
functiors to ultimately link the two of them together both emotionally and artistically.
Cahunos earl i est p sseandl Danigl boyglas,Cdhaaeuwlithe Cour | i
partnersé6 f D Claude Garsure and blarcelnvodrdhe literary device of
alliterationaswell asthe visual component ofepetition ACC, 06 ADR@Bredo and A
each doublesand each set of initialss in essencéwo of the sam@ plurals. Like the
function of thefi Sin LSM, the initialsof all of the pseudonyms used by both Cahun and
Moore pluralize, but als@eem to cotainin their very doubling, if not the identity of the
other, at least apacein which eaclmamecan be present in boimultaneously In this
way the names Claude Cahun and Marcel Moore, CC and MM, function, in a sense, as
mirrors that reflect bothartists one name canltimately stand for two identities
l ronically, 1 n sheoascaibos, thd nasd Gaude Cahiin hadtoa
stand for the collaborative work of both.

In a letter written by Cahun later in life she explains the significanberoéhoice

of thename Cahurfior her finalpseudonym S @ , youol l S es ¢etteethat e wh er e

“Lati mer, AEntre Nouso 205.
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l 6m not at al |l attached to the memoty of my
always used a pseudonym to write, the name of my obscure Jewish relatives (Cahun)
with whom | f &l The emoraleof StHwbbi from hey naneas an
attempt to distance herself fronmvolidamd f ami | y.
to disengag herselffrom themso that her own writing career would nbenefitfrom
their succes®® On an emotional level, théaffinityd t h a tfelt @euld have been
specifically for her grandmother who partially raised her; Cahun was in fact her
grandmot her 6% Cahar isl thenFrench fomn.of Colieone of the most
recognizably Jewish nam@®a name t hat Aidenti fies i ts b e
rabh ni c al c | a s% It in importagt toJnetevthat Gahun was not brought up
Jewish, so the taking of this name was not motivated by religious rea@mnthe one
hand this adoption cfuch an undeniabljewish name was a brave move considering the
heightened antBemitic climate of Franc¥, but | would also argue that this was a
specifically feministmove as well. In rejecting the name Schwob, this act becomes a
rebellion against paternity, that is, against the name of the father.
In her discussio of Riviell[re’s theory of femininity as a masquerade, Butler
notes the way in which Rivie[][Jre’s argument is rooted in theories of aggression and
conflict, namely the rivalry with the father. Butler explains that Riviell[lre’s “rivalry

with the father is nbover the mother, as one might expect, but over the place of the

“Claude Cahun, fALetter to Paul Levy, o6 1950. Quote
% Jennifer Mundy, introductiorisavowals by Claude Cahun, trans. Susan de Muth (London:
Tate, D07) note 4, 216.
% Bailey and Thynne 136.
®Krauss 42.
“Anti-Semi ti sm ran rampant through France throughout
began in 1894, the year that Cahun was born. During the second examination of the Dreyfus aféjr in 19
Cahun was sent to school in England for two years to escape #&earitic climate of France (von
Oehsen 10).
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father in public discourse as speaker, lecturer, witaat is, a user of signs rather than a
signo b j €%cRivieldre’s notion of rivalry with the father is especially significant in
reld i on t o Cahun @ bothphertfather ana Lincldveere indt enly privileged
users of signs, but also powerful literary figurdsor Cahun, it seems as He trouble
with the fathemwas lessabout a rivalrywith him and more about eemovalof him. She
literally erases the fathehér fathej in her replacement of the name Schwob for Cahun.
She does not bother to engage in a struggle over the position of the father as an active
user of signs, of languagshe displaces him altogether, most digantly, through the
name of the (grand) mother, Cahun.

This specific displacement is enacted in a set of porteditn by Cahun between
1919 and 1920.n this 1919 photograph o€ahun, she appears in profile with a shaved
head wearing masculine a#i (figure 12). This image is analogous to another
photograph taken by Cahun shortly afterward in 1920; although in this photograph the
sitter was her father, Maurice Schwob, posed in exactly the same position as Cahun in the
corresponding 1919 photogragigure 13). Through the profile shot, Cahun seems to
consciously expose the striking likeness between herself and her father in this set of
images. Because the photo of Cahun predates the photo of her father, Cahun challenges
the notion of inheritancas she reverses a traditional patrilinear reading, making it appear
as though her father resemblesr rather than the other way around. In these images
Cahun removes her father as predecessor, supplanting him visually, in much the same

way that she refes to inherit his nande Schwob?

% Butler 656.
% This set of images has alternately been read as Cahun playing with representations of
Jewishness as otherness (see Chadwicki C| a u d e -54} anll asra oritiqueto®the conventions of
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WhenCahun and Moore left Paris for the Island of Jersey937they readopted
t he nluoyeSshwab and fASuzanne Mal h big goiat,their r es pe c |
given names tookn the function of a pseudonyrar more acurately anom de guerre
that was meant to disguise their subversive resistance activities cauied protest
against the Nazi upation:® In revertingto their given names, Lucy and Suzanne
they were known by ,addoverdestheitthuereldti@shipwinich si st e
allowed them to live amccentric yejuiet and secluded existenc#. was between the
years of 1940 and 1944 tithey adopted yet anothsingularname This personaas a
fictitious anttNazi German officer whom Cahumd Moore calledder Soldat ohne
Nameni The Sol di er,0 wantdh iNo bNeacnaetoatteingt terispire i nst r un
mutiny among the German troops by distributing -&f@zi propaganddeaflets and
pamphlets. In 1945 ftar the liberation of thésland Moore wasinterviewed for a local
newspapeanddescribe their motivationdehindthis campaigni We al ways | i st en
the BBC and any other news we could get which was not tainted by...propaganda, and it
made us perfectly sick to hear the news putbyuRadio Parisso we decided to run a
news service of our own f o Theihaetiohseadesitf i t of
seem as ithere wasa large resistance campaign taking place within the ranks of the
German troops, andid notreveal thathis wasthework of two middleage d fAsi st er s. 0O
They came up witla dangerous albeit ingenious way to distribute their messages

to the German soldierplacing notes inside of cigarette packs and writing slogans such

Victorian portraiture in which the profile shot was ultimately reserved for distinguished males (see Bailey
and Thynne 1387).
10 poy 88.
1%L Erom an interview with Moore in thiersey Eveningost 30 June 1945, p.4. Quoted in Claire
Foll ain, fiLucy SchwoRésisanmtdsDSodanKesMaMber bbe Art of ClI
Marcel Moore ed. Louise Downi€London: Aperture/Jersey Heritage Tru&d06 83.
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as ADown With Hit | polisiowhichnthex would then lgave ih ther a i |
arcades for the soldiers to findnd they did thisall the while under the guiéeand
signaturé of fAThe Sol di €% Bewause their Nause Masroeated directly
next to the cemetery in which the fallen @an soldiers were buried, Cahun and Moore
were in a unique position; during the funeral ceremonies they deposited notes in the
German staff cars which were parked outside of their H8fh@he production of these
notes was a collaborative effort that uelid b ot h Cahun and Mooreds
Because Moore was fluent in German she was able to translate the news that they heard
on the BBC from English to German at which point Cahun would transfer into various
literary formats such as verse or conedim; Moore would often illustrate these tracts
graphically as welt®

It was in this way that Cahun and Moore put into practice the ideas which Cahun
outlinedin Les Paris sont averts that is, political activism through indirect action. By
depositing heir various notes and messagfesy believed that they could in effect incite
a rebellion amongst theeal Germansoldiers Cahun and Moore would urge the
recipients of their notes to continue to circulate them with the wBittks verbreiten a
way of aking the soldiers to pleagmssthe message alort§® This findirec method
was apparently effective; upon their arresi944Cahun and Moore were informed that
350 approximately only onseventh of the total amounf their notes had been

confiscatedfrom all over the dland, whereas they had only distributed them at the

capital, St. Helier This mean that the soldiersvho were finding their notesvere

192Dy 115.

103 Follain 85.
104 Eollain 84.
105 Eollain 85.
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actually passing them of® During their imprisonment, Cahun and Moore befriended

some of the Gernmasoldiers who had been imprisoned for desemiomutiny, many of

whom cl ai med AThe Soldier with No Nemeo to |
actions:®’

Claire Foll ain, who has extensively rese
resistance activiéis during the Occupationpserveshathr ough A The Sol di er
Name, 0 Cahun and Moore dAtransformed themsel
resistant young soldiértheir newly embodied third identity crossing boundaries of
gender, nationality and das'® €ahun wrote |l ater in |life abo
lived my Cahun identity but | went as Lucy Schwob, therefore unrecognizdbleh
passport photo dating from around 198&kenjust beforeCahun and Moorenade the
move from Paris to Jerseyjustrates the way in which Claude Cahlb@camelLucy
Schwob (figurel4). The appearance of Lucy Schwob departed drastically from the often
unconvetional appearance of Claude Cahun, wirs known toshaveher heador dye
her croppedhair unnatural color$™® In this photo Lucy Schwob appears very ordinary,
conventional, and properAlthough this photo was not taken by either Moore or Cahun,

GenDoy, in her recent boolClaude Cahun: a Sensual Politics of Photograpmgues
that this isneverthelesa highly constructed image&Cahunwas i n essence Apl a)
part of hersel fo i n' @hisdewardlymnassumipgpbotograph t he r

is then just as much of masqueradas the earliersel-portrait images The double

1% Eollain 85.

97 Follain 92.

1% Bajley and Thynne 140.

cl aude Cahun, ALe Muet dans |l a M | ®e.od6 Quoted in
10 Cole 347.

1 poy 83.
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disguise or double disptement of identity through first, the names Lucy and Suzanne,

and second, the singular ASoldier with No N

the discovery of Cahun and Mooreds activitie
It has beerrecognizedthat the later work of Cahun, partiady the images

produced after the two were living on the Island of Jersey, are in sonmse mag

conventional than the earlier work. Katy KI

part of her YamMhile thevimageshemselvesivay hae become less

aesthetically radical in terms of challenging representations of gemdanother level

t he most radi cal part of Cahun rmextghassloor ed s

being one that truly melded art and ltfeough political activism After four years of

resistance activities against the Nazi Occupation, Cahun and Moore were finally caught

in 1944 and sent to prison with a death sentence on their Héatlsey anticipated that

they wouldprobably bearrested at some point, which isiwthey never ventured otd

distribute their notewithout carryinga lethal dese of sleeping pillsvith them Theyhad

assumedhe arreswould hapen while they were in the acto they were unprepared

when the officers came to search their house wp 25, 1944'** Though they had

vowed to each other that in the case of arrest they would commit sufieateg

deportation to concentration campiseir (multiple) attempts did not quite pan out, so

instead they decided to continue to carry on theiista@sce activities from inside the

prison walls® The guise of Lucy and Suzanne was a successful strategy and had

apparently worked fofour years, even during their imprisonment they never gave away

"2Kline 76.

13 Eollain 83.
14 Eollain 86.
15 Follain 88.
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the secret of their true relationship and continuedeédknown as sistersTheir death
sentenceswvere ultimately revoked, but for the nine months okithimprisonment,

execution was a constant thrét. The Liberation came to the Islafil May of 1945

upon which time Cahun and Moore were released bbth the imprisonment and her
suicide attempts | eft Cahunoés already fragi
leading to her premature death in 1954.

The concept of an unstable identiiyin fact the lynchpin that ultimately holds
together not only lal of Cahunodés <creativethemwary pol itioc
existence as welllt is perhaps her lifelong investment in this very notion that actually
plunged her into obscurity in the first place. Because this was not merely a theoretical
position fa Cahun, but a lived condition, she had in fact decentered her own identity to
such an extenthat for contemporary viewerst became nearly uacoveable One of
the very real reasons that Cahun was missing for decades was because she made locating
her identity problematic and virtually impossibleWith the changing of pseudonyms,
from Lucy Schwob to Daniel Douglas to Claude Courlis to Claude Cahdnfinally
back to Lucy Schwolit became nearly impossible to credit her work to any one person
and soshe was in a very real sense lo&iven the fact that Cahun was opposed to the
elite status assigned to the role of the attgbugh her Marxist affiliations, one wonders
if the confusion and misunderstandings caused by these name changes alomawveight
been welcomed or even anticipated by her. The unfolding of the rediscovery oBCahun
both her work and biograpf@iypoignantly illustrates one of the most crucial aspects of

her entire production: the mutable, mobile self.

18 Eollain 89.
"7 Eollain 94.
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Authorship becomes an increagly complex issue in the case of Cahun when we
take the role of Mooreinto account Collaboration is a difficult subject tdeal with
because it challengexceptedhotions of authorship and thuke construction of power
as well. Doy makes the argumehat on a certain level it does not matter who the
operator of the camera is because it is in fact always Cahun who is constructing the image
through the action and posing of her own face and b8din this sensePoy maintains
thatas long as Cahun isvare of the camera then she is in control of the outcome of the
image claimingthati Cahun i s al ways ready for the <came
arrives; reddyhd offl ddkod |totpkt. 6Doy i dentifies
immediately dscernible; it is that unflinching, static gaze that Cahun directs
unwaveringly into the camera lengloweverthis assertion is not entirely unproblematic
and cannot be applied universally to all of Cahénmages . fl @alkwndbsas mor
commonly been nderstood as a confrontational expressionstmexently acknowledged
as conspiratorial in natudea private exchange between her and Moore, a gesture that
acknowledges Moore as -ewthor. In contrast, we do not understand the images of
Moore as having bea constructedin this way; Moore is never ceitlered to be the
author of thephotographsin which she appears For instance,n the set of mirror
portraits (figures 1 and 2), the image of Mooreabvaysconsideredo bea portrait of
Marcel Moore by Clade Cahunnot a seHportraitby Moore

Doy uses the example of Ca made dbgan passpor
anonymous, unnamed photographerargue that Cahurs ithe master of hexwn image.

In this isolated instance authorship is easily accouotethut to carry this approach over

18 poy articulates this claim on the basis that images of Cahun exist on a kind of continuum in
which Cahun is always constructing her own image to a greater or lesser degree (De83)9, 81
119
Doy 19.
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into an allencompassing level (and | do not think that this is necessarily what Doy
suggests we should do) could become problematic. It would be to commit a disservice to
the images as well as their production to assuthat all of the images are this
unequivocally autonomoudf we begin to assume that every single photograph of Cahun

is constructed solely by her, regardless of whoever might be behind the camera, this
seems to be yet another way of understanding délaGahun as a singular artist.
Although we will probably never know which particular images were physically taken by
Moore, it should be emphasized that it is her role as vieweh e fieyeo t hat S €
reference CaWwhichisirdispgnsablhoithe gonstruction of the images. In
many cases, even if it is thought that Cahun is posing/constructing herself for the camera,
the identity of the operator of the camera does matter to a certain extent, specifically
when it is suspected to be Mooréloore is alsothe oneintended person aside from
Cahun herself who will see and handle these images, so in a sense it is always her eyes
that Cahun is posing for. Because Moore was an equal partner and collaborator with
whom Cahun deeply identified, hpresemre matters. It is necessary to factor Moore in

as a ceauthor for her role as an active, if unsesmngience for Cahun.

At this point itis useful to turn to the ideas about authorship put forth by Roland
Barthes and Michel Foucault, who both argue thate should be a redefinition of the
function of the authorWhen Barthes decl ares the fAdeath
declaring the death of a system which is organized around the author as an ideological
figure of authority. This declaratiomas precipitated by the tendency to use the author to
characterize the way in which work will be understood. For example, any textual

analysis will concentrate on examining the work only inasmuch as it refers back to the
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author. Foucaulc al | s t khorfunctiord enearfing uhathe author offers the
conditions under which the work would benderedirue.'® Barthesarguest hat A[ t ] o
give the text an Author is to impose a limit on that text, to furnish it with a final signified,
to cl ose '3 Ahe authorifundtiongs.a dox \mich isplaced around the work
to contain and legitimize the meaning of the work solely in terms of the author as a
person Foucaultechoes this positiorexplainingthatt he ad@dnhmedseems al wa
to present, markingff the edges of the text, revealing, or at least characterizing, its mode
of beingd*?* One of the ways in which the limitations associated with the author
function are imposed upddahunand Mooreis throughthe category of SelPortraiture
which has beeifforced upon their work By referring to an image as a spbrtrait, it is
automatically assumed that the image was madenbyone person, and moreover that
this singular self ighe subject of the portrait.This conception of authorship sghly
problematic becausthese images were made by two authors and present not a singular
self, but rather a series of shifting identities
Barthes uses filial metaphorto describe the way in which the work comes to
signify the authad therelationshipof a fathe to his child to explain thigphenomenon
Athe author is thought to nourish his book,
suffers, |ives f or.0"% Thisanetaphor dearly ésmblishésdothhi s ¢ h
the paternal and patriarcheharacter of authorship. In this vigthe author who is
assumed to be maléakes on the role of an ideological figure in the sense hbat

provides a kind of regulating principle of explanation and a structure for interpretation of

120 Foucault 148.

2lRolandB a r t fihe Death &f the Atho ImageMusicText ed. Stephen Heathgndon:
Fontana1979) 174.

122 Foucault 157.

Barthes, fADeatho 145.
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the work. B a r t metaphdr can be applied in a vditgral way t o Cahunds se
portraits of herself and her father (figuréd and13); i n Cahunds construc
precedes her fathedisruging the linearity of paternitghat ordinarily should proceed

from father to daghter. Thi s di sruption in paternal or de
removal of the paternal name, Schwob. Cahun and Moaretheir collaborative

authorsip of the selfportrait imagessimilarly disrupt the linearity of the authtunction

by refusing to onstruct the images in such a way that waulttnately lead back to a

stable self, or a single author.

Up unti | this point I have been arguing
aut horship i s i n agr ee mecanceptualization oBaroldohes and
the author. Howeverlt becomes more complicated when we consider the other half of
B a r tslioemailation; dong withtheredefinition of the authoBarthes also establishas
need to distinguish the idea @fwork from that of a textA textis not necessarily bound
by medium; itcantakevirtually anyform, including, but not limited téterary, visual,or
theatricalmaterial In his essayi Fr o m Wo r k Bamhes shtethat thedcrucial
differ ence b et we e nthetTéxkeisapproached amd expereemcedfin relation to
the sign, the work closes on a signift#d* The final signified of the work isltimately
understood tde the author. Work is not just one piecdyut is the total body of work
made up of many separate texts, egaily linked together because they have the same
author. Work is therefore the ultimate puot of the author with the author as its final
signified while the text can exisin its own,without closure and ultimately without an

author. The text is nota concrete object but rather a continuous field of discourse

2 Roland Barthes, f ForlmageMvgimTeki ed StepAee eatiiLondon:
Fontana, 1979) 75.
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without a beginning oan end. Because | am arguing that we understand Cahun and
Mooreds wor k as a t ot alocainyan interpretatianbdsetl ors eem t |
A wo raknd msome way, | am. However| supportthis positionnot to narrow the
interpretations of their work, but to counterach e i mp | | c allasedeadingso f fit e X
which, as will be seen, can be equally limiting.

With the displacement of the author from the centethe text, the reader is
allowed a more privileged position. It ilsrough the texthatreading and writing become
linked together in a signifying processhich like the text Barthesclaimsfi é pr act i ce s
the infinite deferral of the signifietf®> By this, Barthes is referring to the reader of the
text who isnow responsible for the proliferation of meaning, whereafrethe author
had functioned as a prevention of such a proliferation. The reader achieves this through
the interpretation of the texfi Ev e r,y0 tBeaxrtt h lgemg iraitself theeistertextiof
an ot hewhichalowsthe deading of text to become more like playlfiyy It is not
only the reader who is now allowed to play, the text itselilisadyin play and, as
Barthesmaintais it h e r e a doe herself] plags tesitefover: playing the text as
one would play a gam@&?’ This idea of playing requires the reader to not only interpret
but also © rewrite the text, to becomi& a sense a eauthor a collaboratar The work
of the author becomes no more important than the work of the reader; they are essentially
doing the same thing. The origihthe workcan never be situated nor can the work ever
close because #hiis an evecontinual process; it is the infinite deferrdltbe signified.
In essence the text asks for an active role in the reader asmigling, the distance that

the authotfunction had created between reading and writing is dissolved.

’Barthes, AFromd 78.
%Barthes,. AiFromd 79
2"Barthes, AFromd 79
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This conceptis highly relevantto the specific case of Cahun and &/e who are
simultaneous!| y b o tndtonliin atlzedreticalBense bul in iéakfyas t er 0
collaborators Moore is implicated i nmdkihge Evemt i re p]
when Cahun is posing herself in front of the camera, sheti®mg in front of the

objective camera lens, but algo front of the subjective eyes of Moore. Along with

=]
—

Cahun herself, Mooreas t he pri mary fAr Shkeda pabticipafitwhoh e s e

plays an active role in the writing, reading and ofterwrgéing of the image as text.

Cahun and Mooreds <collaboration should not

simultaneously on the same project, butpastnersengaged in a symbiotic working

relationship in which their professional creative activitiesnod truly be separated from

their shared personal life. This would seem to be at odds with Barthes who wants to

eliminate or discard biography and other similar hypostases in order to enable the

proliferation of meaning, but in fact it is this model otfzorship enacted by Cahun and

Moore that seems to be closer to what Barthes advochtaheself-portrait imagesas

well as in the antiautobiography,Aveux non avenusthe selfor the authad the

Aaut henti cd or orabthdsobedtis sinilarlydeferteg. of Cahun
Foucault insists that the space left empty after the disappeararusgtbof the

author, can be filled with something elfee wr i t es fAwe must | ocate

by the authordés di sapp égapsandbrehes, &nd Waltchfar t he di

the openings that t hi#% Fodcaut eegognee thatthee unc oy

displacement of the author is not enough and that the afuihction will merely be

replaced by another system of constraint. elglains tlat:

128 Equcault 145.
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as oursociety changes, at the very moment when it is in the process of
changing, the author function will disappear, and in such a manner the
fiction and its polysemic texts will once again function according to
another mode, but still with a systerh apnstrain® one which will no
longer be the author, but which will have to be determined or perhaps,
experienced®
Foucault calls thimew system of constraint h e  fi$ u b c &%t Winen Barthes
emphasizé the need for anutation from a work to skt this carred with it the mutation
of the authoifunction to the subjedunction suggeshg that the subjeetunction is
ultimatelylinked to the readerJust as the authdunction is a mode of legitimation that
places the power over the text intoethands of the author, the subjkeiction is
similarly a mode of legitimation, which also impliesn exchange of power. When
Foucault raises the possible questions that may be associated with the-fanbjem,
the implication of power can be sensed i Wh at are the modes of
discourse? Where has it been used, how can it circulate and who can appropriate it for
h i ms €' Stafing that the discoursanbe appropriated suggests that amea system
as Foucault claimsan assume posssion of it and may manipulate it for his or her own
use; one can have power over the discourse in precisely the same way that the author
assumed power over the discourse in the atfthrartion.
Cahun and Moore as @uthors and collaborators illustratemultaneously both
the success and demi se of Ba.p Orteenide hamd,t i on o f
by wutilizing a collaborative mode o6 author

death of the authérthe system in which the author functioas a force of constraint.

But they also enable us to see the other side of the autinction, that is its mutation

129 Foucault 160.
130 Equcault 160.
131 Eoucault 160.

46



into the subjectfunctionin which the readeis then capable of imposiraysimilar mode
of constraint or authority We can seéow the subjectfunction operates specifically in
the case of Cahun when w&aminethe response to the rediscovery of her work in the
late 1980s. In retrospecive can see the ways in which the readers of the newly
rediscovered corpus of Calursmages answereBoucaul t 6s questions act
the subjecfunction A How can it circulate and?® who can
For example, it is the subjeftinctionthatenabt d an 1 mage such as Ca
portrait (figure 1)to be equated witha similar photographUntitled Film Still # 2(figure
15) by Cindy Shermanwhich was maddifty years later and wagart of a vastly
different project®* The di scour se s wrkwasindedd ciicglate@artdiunds w
appropriated according to the needs of thstmodern worldwhich was eager to make
Cahuno6s convaengeetlgintofaidiscourse of pasibdernfeminist art Presently,
Cahunodés worKk seems to exist in two distin
appropriation of the discourse that occurirethe late 1980s.

It was the reading of Cahunds work as fit
reassigrthe photographs of Cahua the tradition of SelPortraiturewhile disassociating
the images fronthe context of their collaborative productiom hi s ft ext 0 based
had the effect of limiting, perhaps inadvertently, the interpretations that could be applied
totheimages | f it seems | suggest a more Awor ko
disagree with Barthes and Foucdult agree tha using the author as a means of
legitimation can have a detrimental effect on the interpretation of theidwmuk rather

that their ideas cannot necessarily be applied universally. Cahdn Mooré s

132 Eoucault 160.
133Kline 69-70.
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circumstances are exceptional becatlssy, like Barttes and Foucault, recognized the

causal relationship that aften drawn between an authandtheir work and sought to

disrupt itthemselves Thereforewe donot need to disable the autHonction orassert

the death of the authorn Ca hun awmorll beddoset was thecomplication of

this very notiorthat wascentral to their practiceCahun and Moorehallengedhey way

in which the meaning of work is formed around the author through the creation of a series

of unstable identities evoked by thgarious pseudonyms as well as their collaborative
authorship. In the next chapter, | will examine the presence of this concept of an unstable
identity in Cahunds || iter amwkghardnnfluericddéhat r i c al

production of thesef-portrait images.
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CHAPTER 3:
THE RELATI ONSHI P BETWEREMNR TTRHEI TASCE L F
AND THE THEATRICAL AND LITERARY ACTIVITIES OF
CLAUDE CAHUN AND MARCEL MOORE
The role that performance played in Calamd Mooré s body of wor k

unmistakably recurrign theme, although it recurs in different forms. Whether mise
enscene was happening on an actual staghroughthe staging of a photograph, there
is always an element of theatricality at playtheir constructions and deconstructions of
identity. The performaces Cahun enacts, in both her theatricaind collaborative
photographic work presentan innovative means of confronting various aspects of
identity, including but not limited to the oftatiscussed realms of gender and sexuality.
C a h uracégsition of the subversive potential of performance came early in her career,
and was specifically developed through her involvement with Moore. Throughout the
1910s, shortly after they met, Cahun and Moore began to rehearse and hold private
performanes i n what they called their fAbedroom c
recorded through photographl. Some of Cahun and Modyegarliestextantimages
dating from 1914appear to have be@meated indomesticsetting such ashe bedroom,
which imgicates their relationship as lovers as a major factor in their artistic partnership.

The medium of photography was particularly conducive to this kind of practice of

>
m

performative seld ocument at i on. Bl essing writes:
perfdro mance for the camera were foster®®d by t}

The relatively low cost of photographic portraiture enabled women in particular to create

¥ ati mer, AActing Outo 58.

%Jennifer Blessing, fiRrose is a RrosRosédis a Rrose:
a Rrose is &rose: Gender Performance in Photograpig. Jennifer Blessing (New York: Guggenheim
Museum Press, 1997) 55.
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images of themselvesutside of the tradition of painted portraitiifé Alice Austen,an

American photographer workingin the Victorian period utilized a method of

photographing hersedkintoCa hun and dM@orodd04 he fibedr oom

the photographic performances she enacted were of a pavateat times playful
nature®® Aust ends p h o JuiadvartnpJulia Bredt and SeleDtessed Up as
Men, 4:40 pm, Thursday, October "51891is an example of thevay in which
photographyffered women an opportunitg escapehe confining roles, and clothing, of
conventionafemininity (figure 16). Thewomen in this photograph are not merely cross
dressed, they are performing, and perhaps parodying, the role of men through the use

exaggerated gesturgsosturing andfalse moustaches; Austen, the figure on the left,

even haotlls a cigarette as a sign of masculine behavior. This particular photograph is

perhaps moréght heartened han most of Cahun @&eveltheMssor ed s

il lustrates womendés use of photography t
In one suchmageby Cahun and Moordating from 195, Cahun is photographed

as part of a subtly yet elaborately staged scene visgtinucturecaround Cahun with the

bookL 6 i ma g temndeigure 7). L 6 i ma g emndeis anl1889 double volume

work by Armand Dayothich features exposés on renowned women throughout history

accompanied by engraved illustrations. Cahun, appearing quite adolescent despite the

fact that she would have been tweptye years old in this photo, sits at a desk like a

student while poting over these massive volumes, apparently studying up on the women

who have come before her, whave beenrepresentecby Dayot in this book as

stereotypical clichésThetwo key elements that describe this scene as being staged are

%B| essing, fARroseodo 54.
¥'Bl essing,55fiiRrosed 54
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the deliberatelypositiored spine of the second volume and the presence of the box
camera which appears on the desk to the left of CaBoth volumes are stacked eron

top of the other; the one Cahun is immersed in is open, resting on top of the second
closed volume whose spitiaces outward, directly at the camera lens so that the title is
readable by the viewer. On the significarafethe presence of the camera, Latimer
writes: n At C a h u n 6dsembtem oo represertationad agencyaan@ r a
perhaps a figure for the eyd# Moore within this photograp8)counteracts the mind
numbing effect of the feminine stereotypes that permeated the visual and literary culture
of t hé% The fanction dj the camera is then doubled, used #sdstandn for

Moore, but also as aeanstotaké 6 i ma g e daut of tlee relale ofmale control
towards the creation of a new image of woman.

This particular representation of the female subject is one which not only goes
beyond the idealized image of femininity, but rather attatkhrough an ironically
constricted image of Cahun as womalm this scene, Cahun and Moore manage to turn
the book, and its malendorsed image of woman, against itself. With this reversal, they
also challenge the male gaze by returning it with thein qfemale) gaze, while
simultaneously creating their olhenncluserpr esent ¢
of the camera establishesm empowered image of woman as a person who can be
represented while simultaneously retaining her own agency. Thiwrghossession of
the cameran this photographCahunhas the ability to represent rather thaerelybe
representedthis dual capability made possible by the equalitych is the foundation of
bothCahun and Moor eb6s @®Well ather romaniic\p&tnesshig hor s hi

Furthermore, if this image is understood as

¥ ati mer, AActing Outo 58.
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c a r nd with its deferences to thelesbianbedroond then this image may also read
as representing the desire to look at images of women.

IntheL 61 ma g e dphotdgraph@abumane Moore essentially write a new
script for themselves as young women, artech allows then to question, specifically
through the medium of photographthe authority with which women have been
portrayed in te minds of men throughout historylhis imagealso uniquely prefigures
Cahunotés 1HERBest ent whiich she wil |l andnewritee mati ca
the narratives of famous/omen taken from diverse biblical, classicand fictional
historical ®urces™®® Kat hari ne Conl ey, in heidentfiessay on
the women that Cahun portrays s Accauwoahieval 06 because they
examples to stereotypical myt hs of feminine
nor MS Fobexample, irher storyi Eve, t he T €ahun@anspthnEve us , 0
from Biblical Eden to moderday postwar France. She psrtrayed asa housewifg
who, bombarded with a series aflvertisements;hoosedo spendh e fipocket mone)
that Adam gavedron the affordable apple whose ad promige¥ ou must be compl
satisfied, or your money “WChhubecrbaeebufLtyp.
archival o narratives for each of her heroin
each stoy, the charactersare depicted in rebellioragainst thevery roles that
mythologized them” The message at the core of fAH®ropun

the meaning behintheL 6 i ma g e dphotd imtheir ®nmian endeavor to break the

139The heroines that Cahun writes about are diverse, ranging ti@Billical characters of Judith
and Delilah, to Homerds Penel ope and Helen, to the fe
and the Beasto).

WKatharine Conl ey, Mehvalt@mesDomwrno sKi Gosurvteer t he Ar |
Claude Cahun and Marcéoore, ed. Louise Downie (London: Aperture/Jersey Heritage Trust) 24.

1“1C a h uHérpine® 4 4 .

142 Conley 31.
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chain of misogyny and challenge thetereotypical roleghat have been laid oudbr
women specifically by men

As Cahun and Moore developed their practice throughout the following decade,
their involvement with the theatevas t aken out o fescdhthdeto ai b e dr o o |
more professional and public level. From 39@ 1929, Cahun and Moore were deeply
involved with theThéatre Esotériqu&™ Cahun was an actor while Moore was both an
illustrator and costume designéf. Nearing the close of this decade both Cahnd
Moore joinedLe Plateay a little-known theater company directed the writer Pierre
Albert-Birot, which lasted only one season. AlbBitot recruited Cahun and Moore
among a handful of others who had ®beeaf for me
Paris'*® The mask was an integral part of Alb&% r ot 6s vi sion, for h
indebted to both Chinese and Japanese thaaemer relates the way in which Albert
Birothi nstructed his actors to paitrainedthemei r f ac
to strip their'*IThematisn oftadificd anenateralisn® was at the
heart of experimental, avagtrde theater of this time periodC a h u selép®rtrait
imagesfrom this time werainiquely informed byhe antinaturalisic usage of maskhat
were characteristic of theater anguppetry*’ These were markers of artificially
interchangeable identities, or identities which were not otherwise attached to the
subjectivity of the actor. As a result, many of the images tleat@mmonly referred to

as aggressively confrontational spbirtraits are actually snapshots (most likely taken by

43yon Oehsen 14

L ati mer, AActing Outo 60

L ati mer, AActing Outo 64

Y ati mer, AABSting Outo 64
d il magi ng t

147"Miranda WelbyEv er ar he ActOsfordArtt he Theatre

Journal29.1 (2006) 3.
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Moor e) from Cahunés theatrical pdifrot@ances
dramatic principles.In one 1928 photograph, Cahun isshed in a cloak with various
masks attached to it, her face and head fully covered by a mask affyurig 18). Her
identity is completely obscured; therealsolutelynothing in the photograph itself that
refers back to Cahun as being the person umedéh thecostume Although this
photograph was not taken in conjunction wit
during her involvement with the theater, it nevertheless illustrates the alignment of her
and Moor eds phot ogr ap hncigles suchrak artfigiatithand heat r i
masking.

Cahun portrayed a total of three characters during the séaasoshespent with
Albert-Birot atLe Plateau I n 1929, Cahun played the rol e
in Banlieue(Suburb$ , ALe DDeavihinee Mybeée r(heMysietydfa m
Adam) and, Babé BleugBlueé Beard.*® Elle was a classifemmeenfant
which isone of themajor male Surrealist idesabf femininity as passive, mysteriquend
erotic**® However, Cahun did not porireElle as passive, she was a resistéint h-i | d
brideo with a deep BlueBeaidshewans foa n shied e rheuds biafnt
warding off any sexual advances made by her husbZhdn one of the few essays
written specifically about Cahdnsctivity as an actorMiranda WelbyEverard writes:
Ait i s ironic that with the recent focus wup
Barbe Bl eue ha v’ WeleyEveran arguesl thatahkirehdd apparently

held a special affinity for this chaier, feeling somehow connected to Elle in her

148\Welby-Everard 4.

19 50lomonGodeau 111.
1%0\Welby-Everard 16.
*1\Welby-Everard 16.

54



resistance to a male thréaf or perhaps more accurately, patriarchal institutioBse of
the reasons Welbkverard aligns Cahun with Elle is due to the sheer quantity of extant
AEI | eo,sHowng Qaawas Elle in various poses (figure 18§ Her dedication to
Elle did not go unnoticedAlbert-Birot unabashedly praisetier performance and
commitment vinen he wrotehat:

[T]he role enveloped her, and the direction | devised for her was in perfect

harmony wvith both her physical and moral nature. For two months,
leaving behind all her personal activities, she devoted her whole intellect

and all her energy to this parteéegivi

minutest of detail and in perfect sympathy with myypgfd
There are moments such as this when it seems as though we are in some way
lifting a mask off of Cahun. HowevelAlbertBi r ot 0 s should thct rbe n t

misconstrued as an indicatitimat therewas a quality belongingo the character of Elle

which was alsoan 1 nherent charact er i Heripartraalfof Cahuno:

Elle was specifically disconnected from any kind of natural or emotional performance; it
was Cahunods dehuma ni-Birattpraised. Wiolé it i€ihtdrestingd h a t
speak of Cahundés investment in EIlIl e as i
solely be understood as an attempt on the part of Cahun to represent herself, under the
guise of Elle, as a lesbianiVhenever this type of reading is applied tchGQa nirdages
therealways a rebuttal; in this case it is located within the image of Cahun as Elle. In this
photograph of Cahun costumed as Elle in a long, corseted dress, she appears in a rigid,
somewhat awkward stance, her wiptEnted face and body dzen; she stares

unflinching and emationless into the camera lenShe is seen in this image to evoke the

152\Welby-Everard 17.

153 \Welby-Everard 17.

%4 pierre AlbertBirot, i Du e x LM Platesaw programmeevue2, 18.Quotedin Welby-
Everard 16.
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idea of tle humarpupped the nonrhuman,deathlike, antnaturalistic ideal of the avant
garde actor, who in the words of Albdirot, must never fag e t  [8]hehsadn the
s t a'g°eHerdortrayal of Elle is yet another instance in which Cahun denies any kind of
performance as natural or innatikstead, heattachment to the character of Elle seems
to be further evi denc apluafistic@antity Fod Gahuo,@an s ci ou s |
identification with a specific character does not necessarilyfaaingo an assumption of
thatidentity. Though it is tempting to be able to catch a glimpse ofirées Cahun in
Elle, she wasn essenceplaying a role that was no more or less representative of an
authentic identity than the roles of the Manthe Devil. Again, there is no singular,
stablefiClaudéto befound.

In order to assess the way Cahun might have viewed her creative activities, it will
be useful to turn to an article on her that appeared iiCtheago Tribunan 1929, just
before the publication ofAveux non avenuy nt i t | ed AWhobs Who Abr
Schwob: 0o

Radical daughters of conservative families always present an interesting

study,. One such i s L uSta ks Bokem vawdy drom

practically every precept of a good French bourgeois family, but the

resul ts have b e leuce Setovobt showed hee dérst
independence of thought in a volume of poems published at sixteen year

of age, calledVues et Visiorss. We find the Mercure de France

publishing a series of short sketches, cynical and paradoxical, called
Hérones i n which the motives of great wc
e X p o s &hdséear will see the publicatiorf a volume of prose poems

on which Mlle. Schwob has been long at work, calegux non Avenus

or in English,Denials The volume will probably be illustrated with some
extraordinary photographic studies of the author by the artist Moore, her
half-sister,who has illustrated her earlier work#& very serious literary

wor k of another type i1 s f#Uhedaskafans| ati
Social Hygiengone volume of which has already been published by the

Mercure de Franceand the second of which will sha | y appear é

1 Ppierre AlbertBi r ot , fi L 6 aLe Platedu progranimiesguele © Quoted in Welby
Everard 16.
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Because practically every branch of art interests her, last year Mille.
Schwob played three roles with a small advanced group of Parisian
players. In addition she writes music, and does some clever drawing
which shows individuality, thougths is untaught>®
Given Cahunods priretheccorttemmonarg arr vgotldais artalen may
appear peculiar in some ways peci fically in regard to
d r a wd butgitbcan be an incredibly useful tool by which to gauge @abws o0 wn
concept of the work she was doing. Because it was most likely Cahun who would have
been supplying the information for this article, it becomes very tellkazording to this
article, Cahunseemed tdvavevalual her role as a writeandher roleas an actoandher
(mysteriously unexamined) role as a compasaar her role as an artistlt seems quite
perplexingg hat on Cahunés | ist of jasifiemgbataadats ,
even be worth mentioningThese peculiarities magven be seen as a kind of ruse, part
of Cahunds project of r ef uReganllgss df ihuth erv e a |
falsity of the information contained in, ithis articleneverthelesdluminates the way in
whi ch Cahun 6 sliterarip acdvityrdevel@éd alangside heend Mo or e
photographic woré& with a very specificand overt emphasis on their interdisciplinary
approach
To better sit ua tdder @rehcreatidesactivitidavili tum ¢p a mi
her major literary workAveux non avenusThe texto f  C aAveur ifos avenusas
largely written between the years of 1919 and 1925, with a final section completed or at

least added in 1928efore its publication in 1938 This tenyear period coincided with

all of her theatgal work as well aghe production of a vast amount of sptfrtrait

®Gol da M. Gol dman, # Who 6s ChagoTribimeR8Daad129,L uci e
European ed.: 4. Reproduced in Downie 226.
157 Mundy xi.
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images, many of which are referenced in the accompamgfewgen photomontages that
prefaceeach chapter of the book. The photomontageie made by Moore during the
final stages of theampletion of the text, between the years of 1929°® It is generally
understood to be a fictitious, quasitobiographical work, a form of anti
autobiography®® Aveux non avenus an incredibly daring and innovative literary

venture, but is also inteomally difficult and challenging to read. Jennifer Shaw, in her

essay on the collaborativdveux non avenuphotomontagesexplainst h at At he

revelations in the t ecanceling dialogues) apharismg,eands e d

other language gamestvear n t he reader to be wary of
of the text a The osexertairtyehatdsfimntediately appavent is that
it is not a book belonging to any specific genfazeux non avenu®sists categorization
becausetiis, at best, an amalgam or montage of various textual forms including, but not
limited to: prose, poetry, philosophical musings, fictitious writings, fables, aphorisms,
remembered dreams, and pieces of letters.

The title, Aveux non avenuembodies a awscious linguistic awkwardness in

French which in turrmakes for a even morddifficult English translatiot® When

aveux meani ng fAavowalnendbavenusvhé @imb immeead swifitvio i

Wi

pl a

do

happenedo the effect i s § signifginghhe elemend of f usi ng

contradiction which is in turn dispersed throughout the text itself. The title has been
variouslyt r ansl ated as MAdAUnavowed Confessions

and ADi savowal sUnavowedCdnfessietngappeared imd relatively early

0

¥jennifer Shaw, fANarcDosnwds &ndstMe: Madiec AMitr ndr &I

Marcel Moore ed. Louise Downie (London: Aperture/Jersey Heritage Trust, 2006) 33.
9 ati mer, sMEMt9r9e Nou
¥shaw, ASingsBl ar Pluralo
®¥'susan de Mut h,Disavovals sy ClaudeoQaltus (Landon: Eate, 2007) Xix.
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1992 article inArtforumf ol | owi ng t he r edi &% DPenialsiya of Cah:
translation that most likely comes directly from Cahth.Interestingly, the title of the
2007 English translation is a combinatoiitwo sep@rate titlesDisavowals or Cancelled
Confessionsas if unable, by the very nature of the words chosen by Cahun, to reach a
suitable definitiort®* For Latimer,nonin the titleis the word that unhinges the text from
the subjectivitdgnwd dthet hmartihmtrer did cthtaiton o f
tables on a confessional tradition whose Vi e
not just an act of refusal but an affirmatio
the efforttoundo and theref®te de dhfbsekéemul wfo fiul
integr al t-autCabhiuvogsammy;i it 1 s a dismantl i ngq
itself.

Although it is not labeled as such, the first two page&weiux non avenushich
agpear under the heading AThe invisible advel
an a kind of introduction to the book; appearing after the frontispiece but before the
beginning of Chapter 1. Cahun writes: ATo
obste¢ | es and enor mous dahdsmdveEdovre vkastagtd ovee
must seem the most ludicrous megground. Should | then burden myself with all the
paraphernalia of facts, stones, coras del i be
a | *f® Incthe very first pages, Cahun puts into motion a problematization of truth and the

notion of selfportrayal, undoing the presumed relationship that autobiography imposes

12| jchtenstein 64.

“HADenialsd is the transl at i oChidagodrbunaitsgemar s i n Gol
most likely that Cahun herself supplied this translation when being interviewed for this article.

%4 The full title isDisavowals or Cancelled Confessions

) ati mer, AEntre Nouso 211.

166 Cahun,Disavowalsl.
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between the text and the subjectivity of the author. Cahun lets it benkonahe reader
upfront t hat her |l i feds story, the events
revealed in what follows. She has no desire to make it easier on the reader, or herself for
that matter, by providing such information or following@neentional autobiographical

format. The facts, quite simply, do not interest her.

In Aveux nonavenulSa hun wr it es: Al ndividual i sm? N
best characteristic, the one and only intent
l 6m | ying anyway: | sc a¥ fTesrstatemest erbbdiestbeo wi d e

nation of contradictiod the canckng of her confessiords that is carried out throughout

the entire book. She claims to be something only to deny itindiss that &e is

narcissistic, but then immediately tells us that that was a lie. Narcissism is a recurring

motif throughoutAveux non avenudut the theme of Narcissus is approached in a
deconstructive way. Shaw makes aodgatianr t he f .
of narcissism, Athey attempted to explore a
them the oppressive notion about artistic creativity, femininity and sexuality associated

with the myth of Narcissus and the discourse of narcissism in dget®ta They
envisioredwhat Cahun referstoasian @n@ r ci ssi smo i n which fthe
thickens. No | onger absolut e, but agreeabl
reflection shattersédéMirror, 6.8 Thksoé fAinkese

narci ssi smo mar ks t h e-knowredge.daimep linksthis agpead f a b s ol

187 cahun,Disavowals9.
¥8shaw, ANarcissuso 35.
169 cahun,Disavowals32-33.
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of Cahun andAveawomon avemis o0 t he Surreali st projec
Enlightenment paradigms of thought, including monolithic construstioo f t''Ale sel f . &

Where one might expect to find an explanation or key to deciphering the
photomontages in the accompanying texfAgéux non avenyushe unknowable is only
further manifested by the opaqueness of the writing itdalf M.R.M. (Sex) the
phaomontage that prefaces Chapter 5 (figR@&, Cahun writes in the uppégft-hand
corner: fHere the executioner takes on the
believe.™ | £l aheefiyoud she addresses is presc
would have been known to Cahun that at this @oimid-way through the bodk the
reader would not know what to believe at 8he multiplication of the layers of meaning
becomes highly ambiguous, each layer always seeming to fold back on itself, especially
when we begin to recognize the use of repeated imaf€ahunboth within a single
photomontage, but also between multiple photomontages as well.

In comparison to the photomontage work being doneChizjun andMo or e 6 s
German contemporary, Hannah Hoch, theeux non avenuphotomontages are both
similar and different. Berlin Dadaist Hannah Hoch produced over eighty photomontages
during the Weimar years (194189 3 3 ) . Whil e H°chdés phot omont
kinds of disjuncture in scale and identity tkathun andvioore use, this rupture in Hoch
is specifically related t@ kind of nonsynchonismharacteristic of allegor}/? These
photomontages become, or are inherently, allegorical because they are required to be read

through an interpretation of multipleyers of meaning generated by the process of

L atimer, fALookingo 134.

MOQOliviaLahsGonzal es, fADefining Eye/ Defi ACamt ury&Women F
Defining Eye: Women Photographers of th& Zentury(St. Louis Art Museum, 1997) 107.

2Maud Lavin,Cut with the Kitchen Kife: the Weimar Photomontages of Hannah H@daw
Haven: Yale University Press, 1993) 37.

61



montage itself. Irphotanontage, images are literally ripped out of their context and
displaced into a new one, creating multiple fragmentary layers which thenb@uead
t hrough one anot mages.arespedifitatylradased tp & discussioh
the social and political conditions of the Weimar Republic. As Maud Lawints out in
her book Cutwith the Kitchen Knife: the Weimar Photomontages of Haritéadh, Hoch
uses i mages o f ical signefiers o emalé dibedatmrg and anareho
communi st P dtisoin this way that allegory implies a shared knowledge
between author and audienteis shared knowledge would have been an understanding
of the commorexperience of modernityncluding the evolving gender roles specific to
life in the Weimar Republit’® The images of women used by Hoch were taken
primarily from print media such as magazines and newspapers. The mass media of
Weimar consumer culture brought with it contradictorgssages about women as both
commodities as well as empowered consumers. Ho6ch treats the image of the New
Woman in mass culture with a form of utopianism, which Laagsertsir equi r e s
sensitivity to a historically specific spectator, the meaningsvebuld perceive, and to
utopias, desires, and fearstiveo und t o Wei'Mar Ger many. 0
The fragmentation in thé&veux non avenuphotomontagesnvolves the same
kind of technical use that Hoéch employs, but theteonis altogether different.For
example, m Hochd s -knewnlphotomontageCut with the Kitchen Knife through the
Last Weimar Beer Belly Cultural Epoch of Germ&h91920) she incorporates a wide
range ofmaterials arranged in elaborate juxtapositionsnudge and text (figure 21).

Where Hoch ses precontextualized images from the mass media, Moore and Cahun use

173 Lavin 23.
174 Lavin 24.
175 avin 46.
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images that ultimately come from their own production. The image of Cahun is the raw

material from which their photomontages are deridethese images com&om a

presumably private anive of collaboratively constructed photographs and not, as in the

case of Hoch, from the public domain of print mediderein lies the major difference

bet ween Cahun and Mooreds use of photomont a

their contemporariesspecifically by Hoch who was both a fellow New Woman and

purveyor of photomontageWher e H°chodés use of montage dep

audience, Moore and Cahun create their photomontages with the assumption and

prerequisite of a completelynknowing aulience. The necessity of an unknowing

audience is evident in the fact that the prior, private context for the images used in the

photomontages was strictly classified, confidential information to be shared only between

the makers. Hoch was borrowing agxtracting images from a known source and while

the layering of meaning may be quite complicated, it always remains at least intelligible,

if only through the audienceds ability of re
Not only doesAveux non avenueefer to the selportrait images through the

photomontagewith which they are essentially composed, the visual elements within

the layout of the texitself includevarioussymbolsthat referalsoto the portraits. One

photo thasspecificallyrelates to these symbols is Cahunca Mo DOR7&JiGtided Self

Portrait) where Cahun amgars as a weight liftehier faceis madeup with hearts painted

onhercheekand t he words Al AM I N TRAI NI NG DONGO6T

her chest (figur@2). Elements of the faéeeyes, lips heart§ are repeated throughout

the text in graphic form, punctuating the writing (figu2%and 24). Thesesymbols

serve to break up the text, interrupting thieility to read subsequent passages in a
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straightforward narrative dinear fashion. Thesgymbolsalso recall the eye and mouth
imagesthat stood for Moore and Cahun respectively Cahundés eakSMy 1909 ¢
(figure 11).
The 1928photographUntitled (SelfPortrait with Mirror) (figure 1)which shows
Cahun standing before the mirrorher checkered jacket, not looking into the glass but
directly at the camera, has become one of the mostkweln images of Cahun. This
image is perhaps more explicitly connectediteeux non avenutian most of the other
photographs.Unlike many of tle photos taken of Cahun, this portrait was actually meant
to be seen by the public. Photographs taken in June of 1930 reveal that this image was
enl arged and matted to be included in the p
Aveux non avenud$® This has led.atimertor ef er to this particul ar

177h Bhe tinclusionto f © t he faut h o displpyoprovidesti t © i n

Aaut hor
evidence that Cahun apparently understood this photograpkrto be in some way
connected to thé&veux na avenusproject. For Cahun to choose this particular image
out of the plethora of self images which were available to her at this point, dertemstra
that she had understood the meaning of gadicular image tde analogougo the
meaning behindveuxnon avenus

My argument is that the connection between the book and this particular image of
Cahun is in the ability of both to present a critique of-peltraiture. What is established
in this photograph is a self that refuses to confirm an ideljityneeting the gaze of her

mirror image. If the book was meant to be a disavowed confession then this image

becomes an unconfirmed reflection, a rejection ofthbility of the reflectedelf. When

% Downie 176.
Y atimer, fALookingo 134.
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she islooking into the camerdens, she is indeed d&ing atMoore, but at the same time
she is also | ooking away from the mirror.
other it is as if they almost begin to look like two different pedglee mirror image
does not correspond to the person in front.ofLiatimer states that in this image, Cahun
imai ntains both a I|iteral and sy'fibfbel i c di s
Aaut hor portrait o Gahhau nebgoortragi endgesthishkind of e s t of
distancing, maybe not from a physical mirrout from the idea of a unified self. All of
these images wemade not only byCahunbut werethe result of collaboration, a mode
of authorship that has in all other arem&ver sought to refer to or disclose a self, but
ratherfunctioned as a challenge and critique of the authority of conventions.

In 1950, twenty years after the publicationfefeux non avenu€ahun wrote in a
personal lettea b o u t the hopes she onceDisswandlslf or t he
triedd through black humor, provocatiodefiancé to shake my contemporaries out of
their blissful conformism, theitcomplacenc§ . Ostracism was more or less the general
r e s p 6'h She book was not met with any kind of critical acclaim and certainly did
not have the impact she had hoped fGra h u n 6 sbe publisherdAdrienne Monnier,
had originally advised Cahun to write a fco
but when the book becanmore of a critique of the autobiographicalradition, this
brought their transaction to a h&lt. Adrienne Monnier and her partn8ylvia Beach
were bookshop owners and publishers whom Caimuned to in search of suppdot her

project. Because Cahun was unwavering in her stance against her book becoming an

" ati mer, fALookingo 135
cl aude Cahun, fAlLetter to Padykvi Levyo 3 July 1950.
180 Mundy xii.
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autobiography she nsuppert® thiadl92 letemwrittdotoni er 6 s
Monnier in the late stages of completing the book, Cahun indicates this conflict of
interest:
You have told me write a confession because you know only too well that
this is currently the only literary task thatight seem to me first and
foremost realizable where | feel at ease, permit myself a direct link,
contact with the r e.aBut whkeleved ,havewi t h t h
understood what sort and what form you mean this confession (in short:
without any cheatingfo any .Bomndf éget ¥our hopes wup

This letter hints at either an inability or an unwillingness to engage such a project
when Cahurwarrs fAdondét get your hopes up. o Her t
holds such ideas with a certain amount ofitempt, establishing a sense of distaste for
the kind of directness, reality, and truth that would be involved in a confessypeal
project. Similarly, Lat i mer under stands Crathtuen 6 5 0 rsmhatt e imle
Monnier had recommended must haeersed impossibly burdened with both gendered
connotations and testimonial truthl a i*%fh k& is specifically the kind of authority that
is invested in the literary tradition of autobiography that Cahun was continually trying to
oppose, challenge, and nfiately.

If Cahun was adamant at this time that her writing should not be classified as
autobiographical then it seems not a far step away to argue that she would not have
considered the photograple$ herto be seHportraits. The selportrait is the \sual
analog to the autobiograpiyboth beingauthoritarian legacies into which Cahun did not

want to insert herself This stance should be seen as more than just a refusal of

categorization. It is aegationof the category through a very speciéifirmation, an

B Mundy xiii.

182 | etter from Lucie Schwob to Adrienne Monnier, Paris, 23 July 1926. Fonds Adrienne Monnier,
Biblioth que Litt®raire Jacques Doucet, Paris, MS 87]1

L ati mer, AActing Outo 66.
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affirmation of the opposite, thantid a practice of undoing, a dismantling of the
authority with which this tradition portrays the self.

On a conceptual basi8yeux non avenyserhaps bears more resemblanceh® t
Critical Dictionary which appared in the magazinBocumentdounded by Bataille in
1929. TheCritical Dictionary embodiedthe formation of a paradoxical ngohilosophy
which in essence functions as a critique of the dictionary itself. This document was
compiled by an unknown numbef collaborators for the purpose of introducing a
subjectivity that challenges the homoggn of systems of knowledge. Fdret entryof
the word B&obaimllkesswonites: AA dictionary woul
it no longer provided the meags of words but their tasks. In this wlymlessis not
only an adjective having such and such a meaning, but a term serving to decléi5ify...
This entry forms the meaning at the cor&atical Dictionary which involves a dialectic
process of negath and affirmatiort®® The Critical Dictionary is an antidictionary in
the same way thaiveux non avenus an antiautobiography. What makesAveux non
avenusan antiautobiography is that it is a critique of the genre itge#t as theCritical
Dictionary is a critique of thelictionary. The critique is, on the one hand, of the format
that autobiography and the dictionary follow, but also more importantly, of the authority
that is invested in these manifestations of knowledgeboth cases, thego not seek to
be included within thie respectivegenres;rather, theyattempt to deconstrudhose
categories through critiquelt would not suffice to say that Cahun and Moore merely
expanded on the notion of what may be considered gaggHait any moe thanAveux

non avenuss an attempt to stretch the boundaries of autobiography. There is a similar

184 Georges Btaille, ed. Encyclopedia Acephalicd.ondon: Atlas Press, 1995) 51.
1% Bataille 23.
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dislocation that takes place betweeanage and meaning in Cahuand Mo or e 0 s
photographic work.InBat ai | | eds definition aésigniatt or ml es s
meaning but rather becomes an actioit. is my argument that the sedbrtrait images
perform theaction of deconstruction, a critiquéhat | refer to as a practice in anti self
portraiture which | consider to be analogous to the function o& Cu n 6 s ant i
aut obi ogr aphy &adticahctionaryas Batai l |l eds

Cahun and Moor e éportraitionagesalide ang kind wfegensra | f
categorization belonging neither to-the tra
Por tr ai tyaoccupy arealm Thhatés in between; they are portraits that refer to the
self, but do not represent it. They deconstruct gender and identity, and while they do
show a kind of multiplicity in identity through endless guises, it is done in way that
challeng s the authoritat i v eporrditurenotinlan attempttd he t er
categorize, but as a description of what the imalgesPart of what these images do is
undermine the traditidha male traditiod that insists on a kind of Cartesian self
knowledge. These images do not simply ask in what ways we might expand the
boundaries of selportraiture to include therany more thamveux non avenuseeks to
be included in the autobiographical traditiolm both cases, they function to deconstruct

and undothe authority presumed to be inherent to those categories
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CONCLUSION

Today the performative nature of photography and gender, as well as the staging
of the self, are wellwvor n t he me s, but i n the context of
radical i f not revolutionary principles. Chadw
i mages Acomprise one of the centuryodos first
call into question the XC°eHowevep disfdtonlylini ty of
Cahunds photographic work that she puts fort
This is a common thread in thetaltyof Cahunds wor k. Doy reminc
not solely a photographer, but a creative person who makes/takes photographs
conjunction wi t*hNow thdt eve areabeginning itot khoer snoré about
Cahun and her various engagements there seems to be no reason that these other
undertakings shouldontinue tobe kept separate. All of Cahand Mooré s acd& i vi ti es
be tey political, photographic, literary or theatriéatach uniquely inform one another
and should rightfully be considered as part of the same project. The tendency to view
Cahunand Mooré s wor k t hrough one particular | ens
when discussinthar photographic worktheliterary work often gets overlookedCahun
and Mandividma activities are often kept in isolation from each qthat in doing
this we run the risk of marginalizing other very relevant aspectth@f creative
production®®®

If we are to consider Cahwand Mooré s entire <cr eawhbl¢ e pr odu

the concept of an anti sgibrtraiture is one that parallels the theatrical and literary

Bchadwi ck, fAHowdo 19.
187 Doy 3.
188 Doy 8.
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activity concurrent with the production of many of these-geltraitimages Cahui® s

work in avantgarde theater between the years of3182d 1929 embodied the notion of

anti-naturalism; the performances were not an attempt to convince the audience that what

was being portrayed was in any way real, rather thpgser was to blatantly expose the

artifice of the actor, thus overturning the expectations of the audience. Similarly in

AH®r opnes, 0 Cahun rewrit e @ ortdeh mchaleng oupt s
perceptions of them, urging us to understand tirem way that opposes what tradition
has taught us. Perhaps most compellilgvisux non avenushich refuses to follow the
tradition of autobiographical writing, calling theery genre itselinto question. All of
these activities occurred alongside gneduction of the now famous selbrtraitimages
meaning that they all developed and evolved in tandem.

One of the major purposes of this thelses beento propose an alternative to
understanding Cahun @amofithe Momain ®fétratonal 1I8elfg e s
Portraiture. | have discussedhe reception othar work in order todemonstratdhow
limited, and at times ahistorical, the discourse surrounthigag work has been.This
thesis haslsoattempted to situatinar selfportraitimageswithin the context of the rest
of thar work, which was informed bytheir involvement with theSurrealists andhe
socigolitical climate in which they lived. Their practice was very maohtingent upon
thar own milieu. The contextualizatiorof their workhas beenn many ways central to
this thesis. A major part ofthis contextualizatiomas beeran examination ofhe model
of collaborativeauthorship that Cahun and Moore practiced through the creation of their
photographic worka contributing factor wieh prevents us from reading their work

solely in terms of SelPortraiture

7C

of f

Out s



I n all of Cahun and Mooreds <creative act
and their model of collaborative authorship to their various literary and theatrical
endeavors, thre is always present an underlying critique that challenges tradition and
convention. | propose that this notion of critique is also at the heart of Cahun and
Mooreds photographic work; thus tpdoraits mages t
are notself-portraits at all, bumight better be understood ascritique of the genre of
selfportraiture. | put forth t hepocrotnrcast@d a capégoryithan t i sel
defines the work, but rather, as a practice of critique that the evaéts However, | do
not suggestthims a singul ar or exhaustive way of u
images; | use anself-portraiture as a way to open up, rather than to close the discussion

of their work.
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lllustrations

1. Claude Cahun and Marcel Moottitled (SeliPortrait with Mirror), 1928.
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2. Claude Cahunyntitled (Marcel Moorg, 1928.
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3. Claude Cahun and Marcel Mooumtitled (SeltPortrait), 1928
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4. Marcel MooreUntitled (ClaudeCahun), ca 1915
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5. Claude Cahuryntitled (SelfPortrait), 1920
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6. Claude Cahurntitled (SeKPortrait), ca. 1911.
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7. Photographer UnknowigjléodeMerode ca. 1902
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8. Romaine BrooksSelfPortrait, 1923
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