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INTRODUCTION 
March 1948: Artaud exhales his last breath, alone, at the foot of his bed, near his fireplace.
Consumed by his own fire, he vomits everything that disgusted him: society, morality, rules. At
that very moment, rock screams its first cry. Artaud’s visceral and raw scream explodes through the
ruins and is reborn when Wynonie Harris, in March 1948, releases Good Rockin’ Tonight and shouts:
“Well, I heard the news, there’s good rockin’ tonight!” Wild jump blues. Indecent. Thunderous. It
is obviously not Artaud, but one wonders whether Roy Brown, when he composed this song at the
beginning of 1947, might have, in some astral way, captured the echo of a few fragments of Artaud’s
cries at the Vieux-Colombier. The walls vibrate, bodies waver, and rock unfolds..

Then, the story unfolds as we know it: Chuck Berry strikes, Little Richard and Jerry Lee Lewis
lead, Elvis dynamites. Rock is a raw, primal force born from the profound rhythms of African
American communities breaking their chains. A scream from chaos. Artaud wanted to infect the world
with his theatre of cruelty as a purifying plague. Rock? It’s the uncontrollable sonic epidemic
that shakes the masses and pulls them out of their coma. Artaud-rock! An electric sabbath, a
furious ritual where we scream, sweat, bleed, and are reborn.

The word rock is a hammer, a shattering blow from the depths of African-American slang, a brutal
pulse slicing through the air. To rock, in the early 20th century, meant to sway, vibrate,
oscillate to the point of losing balance. Gospel and blues captured it, amplified it, twisted it.
By the 1920s, it seeped into blues and jazz songs—a code, a sly wink. It murmured, it shouted, it
evoked bodies in motion, that feverish sexual sway, that carnal vertigo suggested by rock and roll.
Then, in the 1950s, the hammer strikes again: in 1951, DJ Alan Freed hosts a radio show called
Moondog's Rock And Roll Party. From then on, rock becomes more than a word, more than music. It’s a
sonic slap, a revolution, a primal scream, the brutal impact of a culture erupting.
Then come the sixties, and rock explodes into a frenzied trance: Hendrix’s guitar spits frenetic
lightning, answering the roaring incantations of Captain Beefheart. The psychedelic flights of Pink
Floyd fracture reality, while the Doors break through the doors of perception. The crowd is on
fire, but something is still missing: chaos, grime. In the 1970s, punk arrives. Three chords, no
frills. The Sex Pistols scream their No Future, a slap to the face. The Ramones speed up the tempo,
delivering raw, stripped-down melodies with vital energy. No need to polish or arrange: Artaud’s
scream resonates—raw, sticky, irrevocable. A sonic grenade.

A few years ago, when I discovered an article by Patrice Bollon in Le Magazine Littéraire (April
1984) mentioning Artaud and rock, a smile spread across my face. Artaud and rock? What connection
could there be? How naive I was! I had yet to grasp the incredible shockwave this theme would
trigger in me or to understand how deeply Artaud’s incandescent shadow ignites the history of rock.
Today, that spark has turned into a blaze with the publication of the densest issue of the journal
Écho Antonin Artaud.
A thousand thanks to the exceptional contributors without whom this issue could never have seen the
light of day: Stephen Barber, the English biographer of Artaud, offers us a fascinating article on
the connections between Artaud, David Bowie, and Mick Jagger; the great specialist Olivier Penot-
Lacassagne explores the relationship between Artaud and fanzines; Peter Valente analyzes the links
between Nick Cave and Artaud; Professor Matt Melia delves into Artaud’s influence on post-punk;
Pierrick Dufray highlights Artaud’s impact on the Beat Generation; Pacôme Thiellement offers a
vibrant interview around rock; Eleni Politou examines the connection between Artaud and Jim
Morrison; and Pierre Kerroc’h pens a text imbued with an authentic rocker’s soul. Immense thanks
also to Léo de Saint-Germain, Apollonas Koliousis, and Dejan Gacond for their invaluable
contributions, as well as Katonas Asimis for his nine paintings (David Bowie, Patti Smith, Jim
Morrison, Bob Dylan, Jack Kerouac, Allen Ginsberg, Nick Cave, Antonin Artaud Sid Vicious...)

Artaud and rock: a scream, a trance, an electric discharge. Artaud is not dead: he still lives in
rock. His theatre of cruelty pulses through every tearing riff, every saturated scream, every chord
that shakes the guts. Rock is his legacy: a shock machine to awaken sluggish minds, an apocalypse
plugged into an amp.

Ilios Chailly
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David Bowie, Marcus Reichert and
Artaud: Wings of Ash
In 1996, I decided to organise a three-day festival in London, together with
curators at the Institute of Contemporary Arts (ICA), to mark the hundredth
anniversary of the birth of Antonin Artaud, on 4 September 1896.
The festival took place from 30 May to 1 June that year, and took over all of
the spaces of the ICA for those days, including the galleries, the theatre and
the cinema. All tickets to the event were rapidly sold, and many prominent
musicians attended the talks, performances and films, including P.J. Harvey
and Nick Cave. Guests from Paris included Alejandro Jodorowsky, who spoke
about his engagement with Artaud’s work and showed several of his own
films, and Pierre Guyotat, who gave a reading from his current work.
With the ICA curators, I had decided to invite Patti Smith and David Bowie to
participate. Patti Smith immediately agreed to travel to London from the USA,
though she had rarely performed over the previous 15 or so years, preferring
to live quietly and raise a family in Detroit with her husband, Fred ‘Sonic’
Smith of the MC5, who had died in 1994. In the ICA’s theatre, she gave an
acoustic concert of songs and vocal improvisations.
With David Bowie, the situation was more intricate, since he was based at that
time in New York and notoriously preferred to travel as little as possible. Also,
he was startlingly self-effacing. As he told me over the course of several
telephone conversations (this was before email), his preference with his
participation in the festival was to highlight the inspiration for him as a
young man of the legendary British dancer and mime artist, Lindsay Kemp
(1938-2018), who had introduced Bowie to the work both of Artaud and Jean
Genet in around 1967. Bowie’s view was that his contact with the work of
Artaud had instilled his own work with its experimental, constantly
transmutating and provocative forms. Bowie’s contribution to the ICA festival
was a sound installation in the venue’s upper gallery, dedicated to Kemp.
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Bowie said nothing to me about his involvement, twenty years earlier, with
the American artist and filmmaker Marcus Reichert (1948-2022), who had
planned a film based on the life of Artaud to be titled Wings of Ash at the end
of the 1970s, and had asked Bowie to play the role of Artaud. Similarly, Bowie
said nothing about the fact that, in 1975, he had commissioned Jean Genet to
write a full-length script for a planned film, Divine, in which Bowie would play
the role of Divine from Genet’s 1942 novel Our Lady of the Flowers/Notre-
Dame-des-Fleurs; Genet had spent six months in London writing and
completing the filmscript, before the project was abandoned and the
filmscript became lost for many years, before its abrupt re-emergence in 2023
when the manuscript was included in an exhibition devoted to Genet’s work
at the Institut du Monde Arabe in Paris.
I had never heard of Marcus Reichert’s plans for an Artaud film with David
Bowie until Reichert contacted me in 2005, after he had relocated to the south
coast of England. Since the end of the 1960s, he had principally worked as a
figurative painter, and had only ever made one feature-length film, a neo-noir
fiction film, Union City, released in 1980, starring Deborah Harry from the
group Blondie. The film had actually been made around one to two years
earlier, but, from what Reichert told me, its release was delayed through
studio interference with its editing. Although the film had limited success
financially, it received numerous film-festival screenings and acclaim, and led
to Reichert being given promises of film producers’ funding to shoot his next
film, which would have been Wings of Ash. 
From what Reichert told me, he had already been contemplating a film about
Artaud’s life since the beginning of the 1970s. He had travelled to Paris to
research the film, but could not speak French and appeared not to have met
any of Artaud’s surviving friends or associates; when he showed me
photographs of what he had thought was the clinic where Artaud spent the
final two years of his life, I realised he had gone to the wrong site, since Dr
Delmas’s clinic in Ivry-sur-Seine had been demolished without trace soon
after Artaud’s death there in March 1948. 



Reichert’s Artaud filmscript, Wings of Ash, had many misunderstandings and
factual inaccuracies, but at the end of the 1970s, it had appeared very likely to
be made. Francis Ford Coppola had become interested in producing and
financing the project. Reichert had wanted David Bowie to play the role of
Artaud, and told me that Bowie had readily agreed to the plan, when Reichert
travelled to West Berlin (where Bowie then lived, before relocating to New
York soon after) and met him at a lavish hotel, the Schlosshotel Gerhus, close
to one of that divided city’s lakes, the Grünewaldsee (Genet habitually stayed
at that same hotel during his stays in West Berlin). He and Bowie spoke
intensively there about the role for two days, including the plan that the
music for the film would be composed by Brian Eno, and continued to discuss
it intermittently for several months afterwards, before Reichert realised that
Bowie’s interest had abruptly vanished and he was no longer engaged with the
role, just as he had suddenly lost interest in the film Divine.
Reichert then offered the role of Artaud to Mick Jagger, who had developed a
film-acting career over the previous decade, in such films as Nicolas Roeg’s
Performance, alongside his work with The Rolling Stones; Reichert told me he
had first met Jagger along with Francis Bacon and the photographer Peter
Beard at La Coupole restaurant in Paris. Jagger did not possess Bowie’s
previous engagement with Artaud’s work, but he agreed to the filming of a
short test sequence in the role of Artaud, shot on location at an apartment in
New York. That sequence, together with location photographs showing
Reichert and Jagger discussing the sequence, can be viewed at Reichert’s
archive at the Bibliothèque nationale de France. Nothing more was shot. 
As with Bowie, Jagger appears to have abruptly lost interest in the role, soon
afterwards; as well as the musicians’ competing commitments with tours and
recording sessions, Reichert mentioned unexpected financing problems,
issues with alcohol and with cocaine consumption (his own, as well as that of
Bowie), and the brutality and capriciousness of the film industry.





When I met Reichert in London in 2005, he was eager to reactivate his Artaud
film project, and hoped to approach Bowie again, this time to offer him the
role of Artaud’s Rodez psychiatrist, Dr Gaston Ferdière. (That had not been
the plan during their previous collaboration, when Bowie was expected to play
the role of Artaud himself.) The film’s title would now need to be changed,
due to its closeness to the English-language title, Wings of Desire, of the film
Der Himmel über Berlin, 1987, by Wim Wenders, whom Reichert thought had
maliciously stolen his own title (which seems unlikely). 
But the timing for re-engaging Bowie’s participation at that point was clearly
ominous: Bowie had suffered major heart attacks during concerts in the Czech
Republic and Germany in 2004, and was now living a quiet life in New York
(though he did take an extraordinary film-acting ‘guest’ role, the following
year, 2006, as Nikola Tesla, in Christotpher Nolan’s film The Prestige). It would
have been equally extraordinary to have seen Bowie playing the self-declared
‘anarchist pornographer’ asylum-director Ferdière, whom I was able to meet
many times in Paris before his death in 1990; Artaud had loathed him.
Beginning in the 1940s decade when he had treated Artaud, Ferdière had been
a key organisational figure in the ‘Art Brut’ (‘Outsider Art’, in English)
movement - which gave prominence to artworks created by patients in
psychiatric hospitals, or by other marginalised or artistically untrained figures
- along with the artist Jean Dubuffet, who was a friend of Artaud, and, later,
the psychiatrist Dr Leo Navratil at the Gugging psychiatric hospital near
Vienna. It was always a fractious movement of quarrels; Ferdière believed ‘Art
Brut’ artworks should be used primarily to diagnose patients, while Dubuffet
and Navratil believed they should be seen solely as artworks. 
During my meetings with him, Ferdière told me he considered Artaud’s
drawings to be inept and uninteresting, and also that he viewed them as
unconnected to ‘Art Brut’ since Artaud had received artistic training in
portraiture as a young man; Artaud gifted several of his drawings to Ferdière
at the Rodez asylum, but Ferdière sold them in 1950.



David Bowie was deeply engaged with ‘Outsider Art’ and, while undertaking
his album Outside in 1994, visited the Artists’ House which Navratil had
founded at the Gugging hospital, together with Brian Eno. Bowie was
photographed there meeting the artists August Walla and Oswald Tschirtner
(whose work inspired the Einstürzende Neubauten album Drawings of Patient
O.T.); Bowie has an arm around the evidently unimpressed Tschirtner’s
shoulder. When I spoke with Reichert in 2005 about this connection between
Bowie and ‘Outsider Art’, and my own visits to the Gugging centre, it
transpired Reichert was not aware of it. Even so, his prescience that Bowie
would have been exceptional in the film role of Ferdière appeared accurate. 
During our meetings in London in 2005, I asked Reichert to write for me a
short account of how he had originally become fascinated with Artaud’s work,
and that account is included below. It transpired that Reichert’s engagement
with Artaud had originated in his reading of the Artaud Anthology published
by City Lights Books in 1965 - the same original source for Patti Smith’s love
of Artaud’s work.
I kept in touch with Reichert over the subsequent years, when he had moved
to the south of France, to Saint-Hippolyte-du-Fort, in the Gard region. He
focused on his painting there, but in 2018, when a volume of my translations
of Artaud’s letters written from his 1937 journey to Ireland was published,
with the title Artaud 1937 Apocalypse, he reactivated his interest in a film
about Artaud, this time focused on his time on the island of Inishmore, and
attempted to interest his former film producers in the plan. By that time,
Bowie had died. 
I met one last time with Reichert at a quayside bar in Marseille, not far from
the house where Artaud was born, then heard nothing more from him. He
died at a hospital in Nîmes, aged 73, in 2022.





     Here is the account he wrote for me of his first contact with Artaud’s work
in around 1966 :

« Ilona S. lived in a small nondescript apartment building which stood
incongruously at the centre of a long tree-lined street of rather grand early-
American houses. She spoke with a light Polish accent, wore her long dark hair
bound tightly to her head, and radiated the kind of quiet excitement that sensually
inclined intellectuals sometimes do. It was a rainy autumn evening and I was to
meet Ilona at her flat at eight o’clock. That was all there was to it. I had never been
with her before and I can’t now recall what had transpired that had led to this
meeting. 
She welcomed me without ceremony, her hair wet with rain, and suggested I relax
while she took a shower. The flat consisted of one big room with an alcove at the
front overlooking the street. Against one of the walls, not far from the door onto
the common hallway, was a chest of drawers. It was this chest of drawers that
finally had my full attention..
I decided to wait for Ilona to return from her shower, sitting comfortably on her
bed. As my eyes strayed over the top of the chest of drawers, I became more and
more curious about the various objects stationed there. What would a twenty-two-
year-old - she was four years older than I - artist from Poland keep on the ready?
Naturally, I left the bed and crossed the room. 
When encountered, all of these intimate things, fascinating though they may have
been, faded from view as my eyes fell upon the image of the attenuated Artaud.
Immediately, I was fixed on Artaud’s profile, petulant and somehow atrocious, as
it fastened this paperback book to the top of the chest of drawers, but to no time or
place. Examining the volume more closely, I found that Lawrence Ferlinghetti,
whose City Lights Books I knew, had published this anthology of Artaud’s writings. 
There were more stark black-and-white images inside, all of which, along with the
eruptive language - caca, peepee, jiji-creecree - thrilled me to the depths of my
neurotic being. This book would, I instantly understood, be a limitlessly enriching
source of disorientation and mystery. Artaud’s disfigured presence had acted upon
me. When Ilona appeared from the shower, I asked her if I could borrow the book.
With a knowing smile, and without selfishness, she said yes. »
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The True Organic Body: Nick Cave and
Artaud
In Artaud, all knowledge is destabilized. Our Western intellectual tradition is
a garbage dump, and God is dead. There is a hole at the center of being where
formerly there was God. For Artaud, this void manifests as physical pain. Yet
God is alive as spiritual detritus that haunts thought—all thought—as Idea. In
Artaud, ideas take on a disgusting physicality when they enter the mind: the
fetid meat of emptiness and third-rate concepts. In his drawings, Artaud uses
his breath and the power of hand gestures to cast a kind of spell on the human
face. He writes: “As for magic, I take in my thick breath, and by means of my nose,
of my mouth, of my hands and of my feet I project it against everything that
obstructs me.”¹ For Artaud, magic involved a physical force—a thrust forward
of the body, an intense focus on the page. Artaud’s late writings create a
rupture in the system, producing, according to Deleuze, a “map of creative
imagination, aesthetics, values…animated by unexpected eddies and surges of
energy, coagulations of light, secret tunnels, and surprises.” Nick Cave of The
Birthday Party was like a double of Artaud; he sought to destabilize the
grammar of the body, to contort the body as if to expel a curse—as if to name
is to cast off.
In the early 80s, Nick Cave and the Birthday Party arrived on the music scene
with an intensity and physicality that thrived on chaos and reimagined the
body. In those early days, Cave was “ugly, chinless, potentially deranged, leaping
without acknowledgment of pain.” With his frantic body movements onstage, he
was like Artaud, banishing the threat of the spirit world—the black magick
that he felt was being practiced on his body through what he conceived of as
the ugly spirit. Onstage, Nick Cave would gesticulate furiously, contorting his
body into strange shapes while screaming like a madman, like a marionette
on amphetamines. For Nick Cave, the body was central, and he pushed the
limits of bodily expression in his performances. Artaud writes, “There is no
inside, no spirit, outside, or consciousness, nothing but the body as it may be seen,
a body that does not cease being, even when the eye that sees it falls.”

P e t e r  V a l e n t e



The Birthday Party was glorious Noise. Nick Cave was the animal, a whirling
figure at the center of Chaos. His bodily movements would lead him into the
destabilized territory of the unexpected encounter with the demon. The
Birthday Party was one of the first and most creative “post-punk” bands. Their
music combined wild guitar sounds and drum noise with sleazy strip club
music to create something so ugly, dark, and sickening that it would either
blow your mind or turn your stomach.

In the early 80s, they were one of the most outrageous and unhinged bands in
the world. In their performances, they reimagined Artaud’s The Theatre of
Cruelty, as if to show “the true organic and physical transformation of the
human body.” The following is from Artaud’s text, Theatre and Science (1947):
‘‘True theater has always seemed to me to be the exercise of a dangerous and
terrible act, in which, moreover, the idea of theater and spectacle is eliminated, as
well as that of all science, religion, and art. The act of which I speak aims at the
true organic and physical transformation of the human body. The true theatre is a
site “where anatomically by trampling on bones, limbs and syllables,/ bodies are
remade,/and the mythical act of making a body/presents itself physically and
naturally.’’
In the early 80s, Nick Cave’s onstage performance was riveting, excessive,
dangerous, and thrilling. He was like an Artaud double, more concerned with
the volume of a body’s timbre than with the spirit that seeks to calculate and
confine it. For him, the body was energy, volume, timbre, fury.

Peter Valente is a writer, translator, and filmmaker. The author
of nineteen books, he is particularly recognized for his
translation of Blackout by Nanni Balestrini (Commune Editions,
2017), which received a starred review in Publishers Weekly.
Among his recent works are the translation of Illumination by
Gérard de Nerval (Wakefield Press, 2022) and The New
Revelations of Being and Other Mystical Writings by Antonin
Artaud (Infinity Land Press, 2023).
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THE ALBUM ARTAUD, THE THIRD OPUS BY THE BAND

PESCADO RABIOSO, LED BY LUIS ALBERTO SPINETTA, IS

A TRIBUTE TO ANTONIN ARTAUD AND IS OFTEN

REGARDED AS THE GREATEST ARGENTINE ROCK ALBUM

OF ALL TIME.

DDDD



BEYOND THE DOORS OF PERCEPTION:
ARTAUD, MORRISON, AND THE QUEST

FOR AN INNER TRUTH

E l e n i  P o l i t o u

In the July 12, 1971, edition of Le Monde, one could read: "Jim Morrison and
his three companions (the Doors), if they advocated in their music 'savagery,
violence, and the downfall of moral values,' did so with the awareness of having
studied Artaud's Theatre of Cruelty at university." According to Bill Kerby’s
article, Artaud Rock: The Dark Logic of the Doors, published in The UCLA Daily
Bruin on May 24, 1967, Jim Morrison had already developed an interest in
Antonin Artaud and Jack Kerouac during his university years, beginning in
1964. Even the name of the band, The Doors, indirectly reflects an affinity with
Artaud. It was inspired by Aldous Huxley’s book The Doors of Perception
(1954), which recounts his experiences with peyote and itself borrows its title
from a line by William Blake: “If the doors of perception were cleansed,
everything would appear to man as it is, infinite.”

 (William Blake, The Marriage of Heaven and Hell)

Antonin Artaud and Jim Morrison share, above all, a relentless quest for
freedom beyond societal norms. Neither followed the path of conformity.
Both, in their respective domains, carved trajectories reminiscent of the 19th-
century cursed poets, striving to push the boundaries of art to uncover an
inner truth. For Artaud and Morrison alike, reconnecting with a primal force
was essential, and the creative act served as a privileged means to access and
explore it. Such a quest demanded immersion in raw vitality, propelling the
soul toward an inner rupture. Artaud’s influence is evident in this compulsion
to sacrifice oneself on stage, to “burn the boards.” Like rock music, Artaud’s
work unsettles and provokes doubt, embodying a refusal to conform to
society. To be a rocker is to adopt an intensely theatrical role, one marked by
a deliberately heightened presence.



Like Antonin Artaud, Jim Morrison was, above all, a poet, long before being
an artist. Both saw the stage as a space for transformation—a place where
human emotions could be freely expressed, almost as in a sacred ritual.
Fascinated by philosophy, myths, and ancient rituals, Morrison, like Artaud,
sought to explore the deepest and most mysterious dimensions of the human
mind. With The Doors, he transformed concerts into true ceremonies,
unleashing his emotions and sometimes losing himself in a whirlwind of
provocation and madness. Their lives were marked by an intense quest for
transcendence and profound inner suffering. For them, art was an act of
revolt against the limits of the human condition, a means to shatter illusions
and reach a raw, inner truth.

Suffering and marginalization are at the core of their journeys. Both lived on
the fringes of society: Artaud, with his psychiatric confinements and physical
pain, and Morrison, through a self-destruction fueled by excess. Their
provocative behavior and rejection of conventions earned them both
admiration and criticism. For them, the use of drugs was not merely a vice but
an almost organic necessity—a way to escape an oppressive reality. This
marginalization fueled their art but also led to their demise: Artaud died in
1948, exhausted and consumed by suffering, while Morrison mysteriously
passed away in 1971, at just 27 years old, in Paris.

Both shared an obsession with death, which they perceived as a passage to
another form of consciousness. For Artaud, in his quest for inner purity, death
was the ultimate liberation, while Morrison saw it as a mysterious boundary
he sought to approach and understand, both in his poetry and his way of life.

Antonin Artaud and Jim Morrison, with their brief and intense lives, embody
the artist wholly devoted to the quest for total freedom, beyond norms and
limits. Their pursuit of the absolute, their rejection of conventions, and their
vision of art as an act of personal transformation have made them iconic
cultural figures. Even today, their influence endures, symbolizing the idea
that art can serve as a path to deeper self-understanding, even when that path
is fraught with dangers. Artaud and Morrison demonstrated that, for some
artists, freedom has no price, even if it leads to isolation or self-destruction.
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J a a p  B l o n k  i s  a  d a r i n g  D u t c h  p e r f o r m e r ,  c e l e b r a t e d  f o r  h i s
r a w  a n d  s t r i k i n g  v o c a l  a r t i s t r y  t h a t  f u s e s  h u m o r ,
i m p r o v i s a t i o n ,  a n d  w i l d  s o u n d  p o e t r y .  D r a w i n g  i n s p i r a t i o n
f r o m  t h e  D a d a i s t  t e x t s  o f  H u g o  B a l l ,  h e  d e l v e s  i n t o  a  r e a l m  o f
v e r b a l  c h a o s ,  p u s h i n g  t h e  l i m i t s  o f  l a n g u a g e  w i t h  a b s u r d
c o m p o s i t i o n s  a n d  v o c a l  e x p e r i m e n t s  t h a t  a r e  a s  u n i n h i b i t e d
a s  t h e y  a r e  e l e c t r i f y i n g .  B l o n k  h a s  a l s o  i m m e r s e d  h i m s e l f  i n
j a z z ,  s i n g i n g  o v e r  r e c o r d s  t o  f o r g e  a  s t y l e  u n i q u e l y  h i s  o w n —
a  t r u e  s o n i c  t e m p e s t  u n l e a s h e d  i n  h i s  p e r f o r m a n c e s .

I n  t h e  1 9 8 0 s ,  B l o n k  o p e n e d  f o r  p u n k  b a n d s ,  f e a r l e s s l y
s t e p p i n g  o n t o  t h e  s t a g e  w i t h o u t  a  s a f e t y  n e t .  H i s  e x p l o s i v e
a n d  p r o v o c a t i v e  s t y l e  d i d n ’ t  a l w a y s  r e s o n a t e  w i t h  a u d i e n c e s —
s u c h  a s  t h e  n i g h t  h e  o p e n e d  f o r  T h e  S t r a n g l e r s  b e f o r e  a  c r o w d
o f  2 , 0 0 0  f e r v e n t  f a n s .  B o o e d  a n d  p e l t e d  w i t h  o b j e c t s ,  B l o n k
s t o o d  h i s  g r o u n d ,  f i n i s h i n g  h i s  p e r f o r m a n c e  w i t h  u n w a v e r i n g
d e t e r m i n a t i o n .  D e s p i t e  t h e  h o s t i l i t y ,  h e  e a r n e d  a p p l a u s e  f r o m
t h o s e  w h o  s t a y e d ,  c a p t i v a t e d  b y  t h i s  s o n i c  m a v e r i c k  w h o
d e f i e s  e v e r y  c o n v e n t i o n .



Artaud Rock: The Fury Before the Explosion
‘‘The madmen, the misfits, the rebels, the nonconformists, the dissenters… all
those who see things differently, who break the rules. You can admire them or
disapprove of them, glorify them or vilify them. But you cannot ignore them.
Because they change things. They invent, they imagine, they explore, they create,
they inspire. They propel humanity forward. Where some see madness, we see
genius.’’ (Jack Kerouac, On the Road)  
Gravelly voices, captured screams, extreme performances, and a quest for the
beyond… Wasn’t Artaud, with his Theatre of Cruelty, a precursor of rock before
his time? A cursed poet, wandering through the Sierra Tarahumara in search
of peyote—how could his legend not captivate the beatniks who helped shape
rock culture?
It all begins on Friday, July 18, 1947, at the Galerie Pierre. The room, packed
to capacity, swelters under an oppressive heat. Artaud, wearing a turban,
opens the evening before vanishing, leaving behind an atmosphere charged
with tension as screams erupt during the readings by Mathes Robert and
Colette Thomas. Among the audience is a young Carl Solomon, who has
wandered in by chance and is electrified by the experience. As Pierrick Dufray
recounts in his article Artaud Meets Beats, when Roger Blin takes the stage to
read La Culture indienne, the captivated Carl, enthralled by the intensity,
mistakenly believes he is watching Artaud himself. Two years later, he
voluntarily commits himself to a psychiatric hospital in New Jersey, seeking to
embody this rage. He endures electroshocks, screams like Artaud, and in that
asylum, meets Allen Ginsberg, committed for minor offenses. Together, they
ignite a cultural revolution: Solomon introduces Ginsberg to Artaud, sparking
an inner rebellion that culminates in 1955 with Howl, Ginsberg’s poem
dedicated to Carl Solomon. Meanwhile, in Mexico, Kerouac and Burroughs
explore peyote. The Beat Generation screams, and Artaud burns.
In 1965, in San Francisco, Jack Hirschman publishes an anthology of Artaud’s
work with City Lights Books. In an article in Le Monde entitled A False Image of
Artaud in the United States, David Rattray critiques the publication, writing:
“The collection presents Artaud as a drug-obsessed maniac, a sexually ambiguous
madman, and a precursor of ‘pop art,’ whose work embodies the obsessions of a
certain America.” The Artaud-Rock myth—and the passions it provokes—are
born!

I l i o s  C h a i l l y



In her article L’imbécilisation par la Beat Génération, published in the winter
issue of Tel Quel (no. 24, 1966), Paule Thévenin denounces this new American
trend of "Artaud fashion": “The emphasis is deliberately placed on the fact that
Antonin Artaud ‘for society was a drug addict and a madman’ (…) For the first
time in America, the advertisement tells us, one will be able to hear ‘the whole
voice of Artaud… his pleas in favor of drugs, his fiery prophecies, his castigations
and condemnations, his tribal (?) songs, and his poems.’ It is unfortunate that it is
presented in such a false light. Let us leave the Beat Generation to its self-
imbecilization through drugs and ersatz violence. The work of Antonin Artaud, I
am convinced, will withstand this attempt at castration.”



In December 1943, Jim Morrison was born, while Roger Gilbert-Lecomte,
author of The Mystical Tetanus, passed away at Broussais Hospital due to a
tetanus infection contracted after injecting himself with laudanum using non-
sterile equipment. That same month, from Rodez, Antonin Artaud wrote The
Peyote Rite Among the Tarahumaras, a text that opened new "doors" of
perception.
In 1947, as Colette Thomas underwent electroshock therapy and Artaud
foretold her imminent death to Pierre Palau, four-year-old Jim Morrison
witnessed a car accident on a Native American road. The sight of Native
Americans’ bodies lying on the ground left a lasting impression on him, one
he later described as spiritually significant. Morrison recounted feeling
“possessed” by the spirit of one of the deceased.
On February 24, 1969, the Living Theatre performed Mysteries and Smaller
Pieces at the USC auditorium, featuring a visceral interpretation of Artaud’s
The Theatre and Its Double. The climactic scene portrayed thirty actors,
gripped by the "plague," staggering into the audience to die at their feet. This
harrowing performance deeply moved Jim Morrison, and it is rumored that
the funeral chant in The End—“Bring out your dead! Bring out your dead!”—
was inspired by this moment. Notably, Bill Kerby, Morrison’s UCLA film school
peer, had already dubbed The Doors Artaudian rock in The Daily Bruin.
Morrison’s fascination with Artaud is further corroborated by Britt Leaski,
who claims to have shared a garage apartment with the singer in 1965 on
Fraser Avenue near Ocean Park in Santa Monica. In My Time With The Doors,
Leaski recalls: “I also had another book, The Theatre and Its Double by Antonin
Artaud, which I left in plain sight. Jim and I often talked about this book and
Artaud’s ideas. It was at least one common ground between us. Jim was an idealist
who wrote poetry. He was an intellectual, even though he played the wild rocker on
stage. On stage, he embodied chaos. It was an intellectual choice—to provoke, to
shake people up; he wanted to irritate them, to bring them back to what he
thought was their true nature, away from convention and logic, to disrupt their
peace. That was Artaud. Antonin Artaud. He wanted to reach their primal instinct,
what was repressed. He wasn’t really a singer; to me, he was an intellectual and a
primitivist. (…) Jim and I weren’t soulmates or anything like that. Even though we
drank together and talked about Artaud.” (Veritas, September 15, 2006).



And then, another ending strikes like a bolt of thunder: Jim Morrison is found
dead in his bathtub in Paris on July 3, 1971. Overdose? That’s what Sam
Bernett suggests. If true, it’s impossible not to see the shadow of Artaud—who
died in Ivry with his bottle of chloral hydrate—hovering over the scene. And
what if? What if, as a British journalist hinted in 1983, the CIA was behind
this disappearance? A staged murder, like something out of a noir thriller.
Morrison, Artaud… and that bathtub, reminiscent of the one where Artaud, in
Abel Gance’s Napoleon, is stabbed like a reimagined Marat.

The "Club of 37"—marked by Artaud’s first "death" in Le Havre in 1937 and the
passing of Roger-Gilbert Lecomte, René Daumal, and Rimbaud at 37—
transforms into another legend: the Club of 27. Morrison, Janis Joplin, Jimi
Hendrix… all gone in 1970-1971, all consumed by their own fire, like shooting
stars too brilliant to survive their own radiance. Artaud and Morrison are also
two iconic images: Artaud in Dreyer’s film and Morrison evoking Saint
Sebastian.
In a June 1979 interview, Allen Ginsberg confirmed to J.J. Lebel the “profound
impact” of To Have Done with the Judgment of God on American Beat
Generation poets. That same year saw the incomplete production of Wings of
Ash, an Artaud-Rock film on which Stephen Barber, the poet’s biographer,
wrote an important article for this issue. Initially, David Bowie—the
chameleon icon of rock—was considered for the role. His refusal wasn’t due to
ignorance of Artaud: in 1967, Bowie discovered the poet while working with
Lindsay Kemp’s mime troupe. Ultimately, Mick Jagger took on the role. In a
July 5, 2019 interview, director Marcus Reichert revealed: “When I was in
Paris, I used to have lunch at La Coupole. One day in January 1977, I ran into
Peter Beard [American photographer, collaborator of Karen Blixen and Andy
Warhol—ed.], who was seated with Francis Bacon and Mick Jagger. I had met
Peter when I had a studio in Bridgehampton, Long Island. He asked me what I was
doing in Paris, and I told them about Wings of Ash. Peter immediately suggested
Mick for the role of Artaud.” (Marcus Reichert’s comments to Mathias Daval, in
I/O n°100).

But fate had other plans: it became impossible to proceed with Mick Jagger
after the tidal wave caused by Some Girls, the Rolling Stones album that
crushed everything in its path.



From this project, only one scene survives: Scene 46, shot in New York—a fiery
confrontation between Artaud-Jagger and Dr. Allendy. And to replace Jagger?
Marcus Reichert considered Peter O’Toole! On one side, the legendary
Lawrence of Arabia; on the other, a free spirit battling his demons through
alcohol, destroyed and ready to shatter every convention. O’Toole, the most
rock-and-roll actor of his time, embodied the spirit of rebellion. As Siân
Phillips once summed up: “In public life, he played the rock star to avoid
disappointing people.”
During a France Culture program dedicated to Lou Reed on April 2, 2016,
Florence de Mèredieu, a French biographer of Antonin Artaud, revisited the 24
electroshocks Artaud endured during his lifetime: “Lou Reed experienced
electroshock therapy in the 1950s. He underwent it during his teenage years as
outpatient treatment, at home. He perceived the electroshocks as a rape, as a
murder—just like Artaud, by the way (…) He received these electroshocks for
reasons that aren’t very clear; they were meant to correct his behavior, to prevent
him from deviating…” Here are lyrics from the song Kill Your Sons, written in
1974: “Your two-bit psychiatrists give you electric shock. They say they’ll let you
live at home with mom and dad instead of in a psychiatric hospital. But every time
you tried to read a book, you couldn’t get past page 17 because you forgot where
you were. And so you couldn’t even read.”
Lou Reed, who studied literature at Syracuse, was, according to Tony
Fitzpatrick, a passionate reader of Rilke, Artaud, Baudelaire, Rimbaud, and
Valéry. In a moving tribute by Ramuntcho Matta, we learn how deeply the
theme of Artaud fascinated this rock legend: “Another time, we talked about
Antonin Artaud. Lou was always so intense about any subject. He wanted every
moment to be unique.”



Victor Provis, in Who’s Afraid of Gothic Rock?, aired on October 6, 2021, on
France Culture, highlights a compelling dimension of the genre: gothic
musicians are often deeply intellectual. Their primary inspirations span the
German Romantics, Baudelaire, Edgar Allan Poe, and, notably, Antonin
Artaud—for their shared themes of solitude, melancholy, darkness, neurosis,
tormented souls, and a fascination with the morbid. Few things, Provis
argues, could be more rock.
In 1980, the London post-punk band Theatre of Hate was formed, drawing
influence from Artaud's Theater of Cruelty. Just a year later, Colette Magny,
singer of Rock Me More and More, released Thanakan, an album dedicated to
Artaud. In 1982, Bauhaus made waves with Old Waldorf, which included the
track Antonin Artaud: “The young man pointed a gun at the head of God. (...)
Artaud lived with his neck tightly caught in the noose. Black eyes of pain, limbs
cramping, twisting. The theater and its double. The void and the aborted. These
Indians masturbate over his bones.” In 1983, the Spanish post-punk band
Alphaville released the album De Máscaras y Enigmas, featuring the song
Artaud, el Mômo. That same year, two tracks about Artaud appeared on Rare
Spor, an album by the German group Tinder Duster. Later, in 1998, Teatro del
Silencio ignited the Parc de la Villette with Nanaqui, a frenzied performance
combining Artaud, and rock. In 1999, the Venezuelan alternative rock band
Zapato 3 released Ecos Punzantes del Ayer, which featured the track Artaud.
Marilyn Manson, now a divisive figure following allegations of violence
against women, celebrated New Year’s Eve 2000 with Johnny Depp in the
south of France—a night reportedly steeped in absinthe. At dawn, Depp
handed Manson a copy of Heliogabalus, or The Crowned Anarchist. Fifteen
years later, while sorting through his belongings in his Hollywood Hills home,
Manson rediscovered the book. Captivated, he drew inspiration from its pages
for his album The Pale Emperor. On February 9, 2015, in an interview with
Xavier Frère, Manson confessed: “I sold my soul to the devil to become a rock
star, and this album is my way of repaying that debt to him.”



On May 21, 2016, the R Café in Montreuil resonated with an electric charge:
Ivresse au tour d’Artaud, a Baroque Rock-Blues concert that fused striking
harmonies with the texts of Antonin Artaud. But that’s not all. In his article
Bob Dylan and Antonin Artaud, published on Tony Attwood’s website, Larry
Fyffe connects two cultural icons. Bob Dylan, the poet laureate crowned with
the Nobel Prize in Literature, was reportedly introduced to Artaud’s work by
Susan Rotolo, an engaged activist and rebellious muse. This connection
evokes the back cover of the special issue Artaud Planète plus.
Even France’s mainstream press couldn’t resist the raw intensity of Artaud
and rock. In Les Échos on January 13, 2017, Judith Bénhamou wrote: “Through
his defiance and violence, Artaud is the most rock and roll, even the most punk, of
modern poets.”
Artaud and rock, then, in Les Échos—though not the echoes of Antonin
Artaud, but of Bernard Arnault. A far cry from punk, yet Artaud nonetheless
makes his way into the mainstream. This unexpected detour brings to mind
the incisive, caustic words of Milo Rau in his interview for Mouvement, titled
Speaking Antonin Artaud on Stage is a Petit-Bourgeois Extremism. He
observed: “It’s very interesting to see how the German fascists viewed art: exactly
as we do today. That is, as totally mainstream, but just a little bit more extreme,
imagining it will shock people. I never understood how saying ‘Antonin Artaud’ on
stage could be considered extremist!” (01/10/2023)



Artaud crashes onto every stage—and rightly so, as his words continue to
inject themselves into the veins of the audience. Artaud-Gainsbourg, featured
in Hmm, resonates like an electric riff: “I wanna talk about Antonin Artaud.
Yeah, genius kicks in early. But sometimes it drives you nuts.” Artaud’s raw
genius screams loud and clear, his words from Umbilical Limbo (Avec moi dieu-
le-chien) striking with primal rage, carried by the abrasive chords of Les Têtes
Raides. The French black metal band Peste Noire, in their album Folkfuck Folie
(2007), incorporates a minute of Artaud's recorded voice. Further north, the
German gothic rock band Garden of Delight (G.O.D.), led by the enigmatic
Artaud Seth, invokes the poet’s shadow. In 2012, the Poeta Negro Antonin
Artaud project by Somos Jardín came to life, while Damien Saez embraced this
lineage with Fils d’Artaud (2012).
The Artaud Beats delved into progressive rock, while Babx paid tribute to
Artaud in 2015 with Electrochoc Ladyland, a literary concert. In 2017, the rock
band Cyclops performed five songs inspired by Artaud’s speech at the Vieux-
Colombier. Patti Smith carried this momentum into 2019 with The Peyote
Dance, as did Alex Syndrome with his track Artaud on the album Fantôme
(2020). The lineage continued with the band Artaud’s Skeleton. In 2021,
Vanechka’s carnival and the gothic rock band Endreum also honored Artaud,
the latter with Und in der Nähe Antonin Artaud. By 2023, Antonin Artaud Pow-
wow of Cruelty by Paul Deathwish extended this vibrant homage. Meanwhile,
Jean-Louis Costes, with his uncompromising performances, and Éric Cantona,
the former footballer turned rocker at 57, each infused Artaud’s rebellious
spirit in their own way. Cantona quipped with humor: “I’d rather spend a week
with Antonin Artaud than with Elon Musk.” Good luck, Éric!
But the fire doesn’t stop there. Joey Starr, a rapper with rock undertones,
unleashes his inner Artaud. Alongside Florence Arthaud, he declaimed Artaud
under the haze of opioids. In an interview with Les Inrocks (10/07/19), a rock
magazine, opposite Béatrice Dalle—whom he personally introduced to Artaud
—Joey Starr declared: “I got to hear Antonin Artaud, a guy I love who did radio
theater. When he delivered, you could feel the raw wound! That says it all!” Raw.
Brutal. Elusive. Artaud, the ultimate rock star!
Artaud-rock is that indomitable spark that still burns. An unquenchable rage,
a dark and fierce fascination that haunts. His spirit lingers, ready to explode
in a final cry, to scream against a world collapsing under the weight of its own
darkness. Artaud-rock: because he remains that obsession, that brutal shock
that grips us and never lets go.
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Artaud-Mania: The Diary of a Fan is a fanzine
created by Johanna Fateman in 1997 during
her final year at New York’s School of Visual
Arts. This deeply personal and artistic
project, characterized by a punk and
confessional style, explores the intersecting
roles of fan, student, critic, and artist
through the lens of Antonin Artaud’s life
and work. Inspired by the exhibition
Antonin Artaud: Works on Paper at MoMA
in 1996–1997, Fateman reflects on this
landmark retrospective and related events
held at the Drawing Center, which featured
intellectuals such as Jacques Derrida, Susan
Sontag, and Gayatri Spivak.

Originally produced at a Kinko’s in the
Lower East Side and distributed through
underground networks, Artaud-
Maniaresurfaced in 2010 as part of the Riot
Grrrl Collection at NYU’s Fales Library,
reigniting interest in this rare document.
Now, the 26th-anniversary edition,
enhanced with a new preface by Fateman
titled Notes on Artaud-Mania, serves as a
powerful testament to Artaud’s enduring
influence on New York’s alternative cultural
scene.

Johanna Fateman, a critic and musician, is a
prominent figure in the New York art world.
She writes for 4Columns and contributes to
The New Yorker, with past work for
Artforum. As a former member of the band
Le Tigre, Fateman uses her fanzine to
highlight the lasting fascination Artaud
continues to inspire within the
contemporary art world.
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Olivier Penot-Lacassagne is a senior lecturer authorized to supervise research (HDR) at
Sorbonne Nouvelle University. Holding a doctorate in literature from Paris III-
Sorbonne Nouvelle University and a Ph.D. from Washington University in St. Louis,
USA, he specializes in literary and theatrical avant-gardes. He has directed and
published around fifteen works covering themes ranging from surrealism to
counterculture, including poetry and performance. Notable among his publications
are: Modernités d'Antonin Artaud (2001), Guillevic. L'errance questionnante (2004),
Antonin Artaud et les avant-gardes théâtrales (2005), Artaud en revues (2005),
Aujourd'hui le Grand Jeu (2006), and Moi Antonin Artaud, homme de la terre. More
recently, he has published (In)actualité du surréalisme (2022), Beat Generation:
l’inservitude volontaire (2018), Poésie & Performance (2018), Vies et morts d’Antonin
Artaud (2015), Back to Baudrillard (2015), and Contre-cultures ! (2013).
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EXTRAIT 1

‘‘I saw the best minds of my generation destroyed by madness, starving
hysterical naked, dragging themselves through the negro streets at
dawn looking for an angry fix, angelheaded hipsters burning for the
ancient heavenly connection to the starry dynamo in the machinery of
night, who poverty and tatters and hollow-eyed and high sat up
smoking in the supernatural darkness of cold-water flats floating
across the tops of cities.’’

EXTRAIT 2

‘‘ah, Carl, while you are not safe I am not safe, and now you’re really
in the total animal soup of time— and who therefore ran through the
icy streets obsessed with a sudden flash of the alchemy of the use of
the ellipsis catalogue a variable measure and the vibrating plane, who
dreamt and made incarnate gaps in Time & Space through images
juxtaposed, and trapped the archangel of the soul between 2 visual
images and joined the elemental verbs and set the noun and dash of
consciousness together jumping with sensation of Pater Omnipotens
Aeterna Deus to recreate the syntax and measure of poor human prose
and stand before you speechless and intelligent and shaking with
shame, rejected yet confessing out the soul to conform to the rhythm
of thought in his naked and endless head, the madman bum and angel
beat in Time, unknown, yet putting down here what might be left to say
in time come after death, and rose reincarnate in the ghostly clothes
of jazz in the goldhorn shadow of the band and blew the suffering of
America’s naked mind for love into an eli eli lamma lamma sabacthani
saxophone cry that shivered the cities down to the last radio with the
absolute heart of the poem of life butchered out of their own bodies
good to eat a thousand years.’’ 



EXTRAIT 3

Carl Solomon! I’m with you in Rockland
  where you’re madder than I am !
I’m with you in Rockland
  where you must feel very strange !
I’m with you in Rockland
  where you imitate the shade of my mother !
I’m with you in Rockland
  where you’ve murdered your twelve secretaries !
I’m with you in Rockland
  where you laugh at this invisible humor ! 
I’m with you in Rockland
  where we are great writers on the same dreadful typewriter ! (…) 
I’m with you in Rockland
  where you scream in a straightjacket that you’re losing the game of
the actual pingpong of the abyss !
I’m with you in Rockland
  where you bang on the catatonic piano the soul is innocent and
immortal it should never die ungodly in an armed madhouse !
I’m with you in Rockland
  where fifty more shocks will never return your soul to its body
again from its pilgrimage to a cross in the void !
I’m with you in Rockland
  where you accuse your doctors of insanity and plot the Hebrew
socialist revolution against the fascist national Golgotha !



AlLEN Ginsberg by KaTonas Asmis 



ARTAUD AND DYLAN: THE INVISIBLE THREAD
Establishing a connection between Antonin Artaud and Bob Dylan may seem
bold, as there is no direct evidence of a link. Yet, this parallel warrants
exploration, if only because of the unexpected affinities in their artistic
approaches. During my research, an article by Larry Fyffe entitled Bob Dylan
and Antonin Artaud caught my attention for the comparison it draws between
these two figures. Unfortunately, the analysis remains too superficial to
support in-depth reflection. This realization led me to delve deeper into the
idea, particularly because, although Bob Dylan has never — to my knowledge
— mentioned Artaud, a kinship between the two artists seems evident to me.
This reflection also responds to the remarks of academic Alain Frinkenfrot,
who claims that Bob Dylan has no connection to literature, based on the
premise that literature is confined to books one reads, thus excluding songs
one listens to. Such a vision, diametrically opposed to that of Artaud — who
conceived of art as a total experience — leads me to think, and this is only my
opinion, that Artaud, if he were alive today, would be perceived, without
necessarily being a rock musician, more as a rocker than as a man of letters.
As for the question of whether Dylan’s pen deserves a Nobel Prize, I am
unable to judge. What is undeniable is that he gave rock a literary depth that
marked an entire generation of artists. In 1965, Bob Dylan responded to
journalists Jenny De Young and Peter Roch regarding the unstructured aspect
of his songs: "If they could not aspire to this autonomy, then they would not
be what I want them to be. Fundamentally, I admit that I am more sensitive to
writing than to musical composition." In Bob Dylan, Portrait and Testimony,
he also states: "I consider myself a poet first, a musician second. I live as a poet
and I will die as a poet."

I l i o s  C h a i l l y



Unlike figures such as Jim Morrison, Patti Smith, or David Bowie, whose
interest in Artaud is well-documented, evidence that Bob Dylan read Artaud is
sparse. However, it is worth noting that Suze Rotolo, Dylan’s companion
during the 1960s, reportedly introduced him to various literary works,
including those of Brecht, Rimbaud, and possibly Artaud.
Once we establish the crucial role literature played in Dylan’s lyric-writing
process, we can analyze his style. While it may seem reductive, one can
discern mechanisms in Dylan’s songwriting drawn from artistic avant-gardes
—Surrealism, Dadaism—movements themselves influenced by poets like
Nerval, Baudelaire, and Rimbaud. This lineage of influence is strikingly
apparent in Artaud’s work as well.
A fair question arises: if Artaud himself was inspired by Rimbaud's style—
evident in Les Illuminations or Une saison en enfer—why not consider
Rimbaud’s direct influence on Dylan’s style, especially since Dylan openly
acknowledges this literary heritage? Yet the reverse question is equally
intriguing: does what is most "Rimbaudian" in Dylan’s work stem directly
from Rimbaud, or from Artaud’s interpretation of Rimbaud?
To clarify my point, it is often overlooked that Dylan was not only a close
associate of Allen Ginsberg but also deeply influenced by Ginsberg’s seminal
poem Howl. A careful analysis of Dylan’s lyrics reveals striking parallels with
this iconic work: the use of repetition, the deconstruction of traditional rhyme
schemes, and the rejection of classical metric conventions. Inspired by
Ginsberg’s long-form poetry, Dylan—like the Beat poets—favors a style that
prioritizes surprise and innovation over strict meaning, exploring
unconventional structures and poetic forms.

As Rafael Panza notes in his book Rock et littérature: “In Like a Rolling Stone,
much like in Land, the use of poetic language draws on linguistic and
semantic techniques largely influenced by the Beat Generation. Both texts
employ repetition in a way that redefines the value of words."



The subject takes on particular interest at this stage. Howl was written in
homage to Carl Solomon, whom Ginsberg had met in a psychiatric asylum. At
the time of their meeting, Solomon was deeply obsessed with Antonin Artaud,
whose writings, particularly Van Gogh, The Man Suicided by Society, exerted an
intense fascination over him. This obsession allegedly even motivated his
wish to be institutionalized, as part of a quest to resonate with Artaud’s lived
experience.

A close reading of Howl reveals striking stylistic influences from Artaud:
staccato phrasing, as well as a recurring use of assonance and alliteration—
these repetitions of vowels or consonants within the same verse. These
stylistic devices are also evident in Bob Dylan's lyrics, as exemplified by the
line "You used to be so amused," to cite just one instance.

Could Bob Dylan have been a reader of Artaud? In my view, it is more than
likely. A 2004 statement Dylan made to a journalist seems, to me, sufficient
evidence: "If I had wanted to be a painter, I probably would have wanted to be like
Van Gogh." This remark does not seem random, especially considering the
influence Van Gogh, The Man Suicided by Society had on Allen Ginsberg.

If this theory holds true, Artaud might be seen, indirectly, as a precursor to
the movement of "more literary" rock influenced by Dylan. I would go even
further, arguing that Artaud—alongside the Dada movement and Edgard
Varèse, the father of electronic music with whom he collaborated—can be
regarded as a precursor to a more experimental rock, transforming music into
an authentic sonic experience.

Given the era in which he lived, Artaud undoubtedly brought to rock a
dimension that Rimbaud could not have conveyed. While Rimbaud theorized
poetry as a means to disrupt the senses and open new worlds, Artaud, and
later rock musicians, embodied and actualized this vision. Although Rimbaud
may have lived his poetry through his flesh, his time did not allow for the
preservation of any tangible trace of this embodiment.



While Rimbaud confined himself to the written word, Artaud gave language a
body—his hoarse, raspy voice, his unforgettable stage performances. He left us
with striking audio recordings where his declamations merge with frenetic
sounds, amplifying his screams in To Have Done with the Judgment of God. This
kinship with Rimbaud lies not only in form but also in raw energy, the
rejection of conventions, and the quest for a liberated language that oscillates
between scream and breath.

Although Artaud's radio recordings—widely acknowledged as precursors to
punk-rock aesthetics—are easily accessible today, it is unlikely that Bob Dylan
had direct access to To Have Done with the Judgment of God. However, Dylan
had attended Ginsberg's performances of Howl, a poem dedicated to Carl
Solomon. Interestingly, Solomon had witnessed Artaud vociferating his poetry
during the latter's famous performance at the Pierre Gallery. During his
confinement, Solomon imitated Artaud in front of Ginsberg—though, more
precisely, it was an echo of Artaud, embodied by one of his doubles, Roger
Blin, who had been influenced by Artaud. Indeed, although Artaud screamed
and even read Theatre and Science, it was Roger Blin whom Carl Solomon
mistook for Artaud. (See: Pierrick Dufray, Artaud Meets Beats.)

To claim that Ginsberg, in his readings of Howl, was “channeling Artaud”
would be an oversimplification. Yet, in his fiery declamations, the resonance
is undeniable—an almost palpable influence. His staccato cries and
fragmented words strongly echo the raw intensity Artaud delivered in To Have
Done with the Judgment of God. An indirect yet potent lineage connects these
figures through their shared embrace of unbridled energy and liberated
language, poised between poetry and incantation.

For Artaud, as with the Dadaists before him and rock or Lettrism after, was
never merely a man of words. Through his performances, he emerged as a
revolutionary of the stage, treating the text as raw material, an incandescent
force. Among the rare artists to exploit the radio medium before the rise of
rock, Artaud used it to scream, project his voice, denounce injustices with
unrelenting rage, and defy established norms. Listening to Artaud—especially
in To Have Done with the Judgment of God—offers an experience akin to the
psychedelic landscapes conjured by Pink Floyd.



It’s not just about listening; it’s an immersion, a journey into the flesh and
the very essence of being. With Pink Floyd, as with Artaud, the revolt against
a utilitarian, industrial, and capitalist world is omnipresent. Yet, this revolt
transcends mere discourse, becoming a foundation and a springboard for an
organic, visceral, and almost cosmic experience. One does not need to
understand French to feel the intensity of To Have Done with the Judgment of
God, just as it is not essential to grasp every word in English to be transported
into Pink Floyd’s universe. Artaud, like Frank Zappa or Pink Floyd, is above all
a creator of atmospheres.

Suppose Bob Dylan is influenced by Artaud—why, then, does he not mention
him directly? One possible explanation is that Dylan, a discreet and reserved
musician, rarely elaborates on his influences. Another possibility is that, like
Jean Genet, he subscribes to the idea that an artist’s role is to create rather
than disclose their sources. Finally, it may simply be that Dylan is not fully
conscious of this influence. For instance, even if his writing draws inspiration
from Ginsberg’s Howl, this does not necessarily imply he recognizes that the
poem, dedicated to Carl Solomon, derives part of its power from Artaud’s
poetic logorrhea.
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In 1937, the Zeppelin Hindenburg bursts into
flames, a fiery spectacle like a wild riff
shattering the silence, a raw scream heralding
the apocalypse. As Guernica burns under a deluge
of bombs and Europe marches to the relentless
drumbeat of totalitarianism, Artaud—a cursed
rocker ahead of his time—plunges headlong into
madness, dreaming of the ultimate road trip to
Ireland. Decades later, Led Zeppelin would channel
this chaos into thunderous riffs, the electric
reverberation of a world in flames.
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I n  a n  i n t e r v i e w  w i t h  M a d a m e  F i g a r o  o n  O c t o b e r  9 ,  2 0 1 6 ,  I g g y  P o p
r e v e a l e d  t h a t  h i s  r o l e  i n  L ' É t o i l e  d u  j o u r ,  w h e r e  h e  p l a y s  " t h e
C o n s c i e n c e "  h a u n t i n g  t h e  a c r o b a t  c l o w n  p o r t r a y e d  b y  D e n i s
L a v a n t ,  w a s  d i r e c t l y  i n s p i r e d  b y  A n t o n i n  A r t a u d .  H e  e x p l a i n e d
t h a t  h e  d r e w  f r o m  A r t a u d ' s  p e r f o r m a n c e  a s  a  g u a r d i a n  a n g e l  i n
F r i t z  L a n g ' s  L i l i o m  t o  b r i n g  h i s  c h a r a c t e r  t o  l i f e .

K e i j i  H a i n o ,  a  J a p a n e s e  m u s i c i a n  b o r n  i n
1 9 5 2 ,  i n i t i a l l y  d e v e l o p e d  a  p a s s i o n  f o r
t h e a t e r ,  d r a w i n g  i n s p i r a t i o n  f r o m  t h e
w r i t i n g s  o f  A n t o n i n  A r t a u d .  H i s
d i s c o v e r y  o f  T h e  D o o r s '  s o n g  " W h e n  t h e
M u s i c ' s  O v e r "  l a t e r  s t e e r e d  h i m  t o w a r d
m u s i c ,  w h e r e  h e  f u s e d  e l e m e n t s  o f  r o c k
w i t h  a n  a v a n t - g a r d e  a p p r o a c h .  I n  1 9 7 0 ,
h e  b e c a m e  t h e  s i n g e r  f o r  t h e  a v a n t - g a r d e
g r o u p  L o s t  A a r a a f f ,  w h o s e  n a m e  w a s
i n s p i r e d  b y  E d g a r  A l l a n  P o e ' s  1 8 2 9  p o e m
A l  A a r a a f .
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Sid Vicious / Nihilistic Madness : Arrogant, vicious, and vulgar to the core—the Sex Pistols
epitomized bratty rebellion. Pure, delirious chaos. Their first London concert on February 12, 1976:
a stage in turmoil, violent anarchy, an all-out brawl. Provocation coursed through their veins,
riots erupted in the streets, leading to mass arrests and countless bans. God Save The Queen,
their anti-establishment anthem, was a punch to the face of the system. Their U.S. tour was a
traveling disaster. Sid Vicious, a cyclone of madness and destruction, spiraled out of control:
overdose after overdose, a murder scandal, and a shattered bottle to the face of Patti Smith's
brother. From prison to a failed suicide attempt, his body waged war on itself until a fatal dose
of heroin marked the end. The Sex Pistols were an explosion of raw chaos—a scream of hatred,
a bullet to the skull.
Peter Doherty / Hemorrhagic Madness : Obsessed with Kate Moss, Doherty painted with his own
blood, blurring the line between art and self-destruction. After a fight with a paparazzo, he
showed up to a photoshoot with a bruised, swollen face, claiming his injuries were his latest
artwork.
Axl Rose / Tyrannical Madness : Kidnapped—and possibly abused—by his father at the age of
two, ignored by his mother, Axl Rose grew up amid pain and conflict. Struggling with manic
depression and infamous for his authoritarian behavior, he embodied raw violence, often
directed at himself and others. In 1991, during a concert in St. Louis, he abruptly stopped the
show to attack a fan with a camera, sparking a riot.
Keith Moon / Dionysian Madness : Hedonistic and mischievous, Keith Moon's antics were
legendary. At a 1967 birthday party in a Holiday Inn, "Moon the Loon" drove a Lincoln Continental
into the hotel pool, smashed TVs, and discharged fire extinguishers. The result? The Who were
banned for life from every Holiday Inn. His new cocktail of choice? Horse tranquilizers mixed with
cognac.
Ian Curtis / Inner Madness : A devoted reader of Artaud, Ian Curtis, who suffered from epilepsy
and depression, took his own life at the age of 23. His dark lyrics shaped post-punk, leaving an
indelible mark.

F I R K I S  O  F I N I K I O T I S

" T h e  r e l a t i o n s h i p  b e t w e e n  r e a s o n  a n d  m a d n e s s  c o n s t i t u t e s  a
f u n d a m e n t a l  d i m e n s i o n  o f  o r i g i n a l i t y  i n  W e s t e r n  c u l t u r e ;  i t  e x i s t e d
l o n g  b e f o r e  H i e r o n y m u s  B o s c h  a n d  w i l l  p e r s i s t  f a r  b e y o n d
N i e t z s c h e  a n d  A r t a u d . "

 M i c h e l  F o u c a u l t



Jim Gordon / Murderous Madness : Legendary drummer of the '60s and '70s, Jim Gordon
balanced a meteoric career with growing mental health struggles, ultimately succumbing
to schizophrenia. In 1983, under the influence of hallucinatory voices, he tragically murdered
his mother, marking the grim conclusion of an extraordinary yet tormented journey.
Charles Manson / Sectarian Madness : Before becoming one of history’s most infamous
criminals, Charles Manson sought musical fame with the help of Dennis Wilson of the Beach
Boys. However, his unstable and violent tendencies soon emerged. In 1969, he founded "The
Family," a hippie commune with sinister undertones, orchestrating a series of murders
inspired by the Beatles' White Album.
Ike Turner / Dissonant Madness : A guitarist and rock pioneer, Ike Turner was both
celebrated and condemned. His violent behavior, drug addiction, and $11 million cocaine
binge overshadowed his musical achievements. Turner, who inflicted abuse on his wife Tina
and struggled with exacerbated bipolar disorder, died in 2007, leaving a legacy as turbulent
as his life.
Kurt Cobain / Introspective Madness :  Grunge icon Kurt Cobain channeled themes of
mental anguish and alienation into his music. Before taking his own life in 1994, he left a
poignant note addressed to his "imaginary friend," Boddah, lamenting his inability to find joy
in life or music. His final words echoed Neil Young’s lyric: "It’s better to burn out than to fade
away."
GG Allin / Provocative Madness : Pushing the boundaries of performance art, GG Allin
shocked audiences with his extreme antics—performing naked, smeared in excrement, and
self-mutilating onstage. Declaring that "music must shock and destroy," he promised to die
by suicide during a live show. Instead, he succumbed to a drug overdose, cementing his
notoriety.
Roky Erickson / Paranoid Madness : Diagnosed with schizophrenia, Roky Erickson was
convinced of being watched by supernatural forces. He wrote countless letters to the FBI
and claimed alien possession, channeling his paranoia and mysticism into his music, which
remains a testament to his unique perspective on reality.
John Bonham / Wild Madness : Nicknamed "Bonzo," Led Zeppelin drummer John Bonham
epitomized the excesses of 1970s rock. Infamous for drunken escapades, he once rode a
Harley Davidson at full speed through a hotel corridor during an American tour in 1977,
leaving a trail of destruction—a chaotic symbol of the era’s hedonism.
Varg Vikernes / Destructive Madness : A central figure in the Norwegian black metal scene,
Varg Vikernes pushed extremity beyond music. In 1993, he brutally murdered Øystein
"Euronymous" Aarseth of Mayhem and participated in the arson of several Norwegian
churches, acts he described as symbols of pagan rebellion.
Dead / Macabre Madness : Mayhem vocalist Dead gained notoriety for his morbid
fascination with death. Known for self-harming during performances and carrying dead
crows to "inhale the scent of death" before singing, his obsession culminated in his 1991
suicide, accompanied by a note reading: "Sorry for all the blood."
Ivar Bjørnson / Viking Madness : As a member of the Norwegian black metal band
Enslaved, Ivar Bjørnson engaged in rituals inspired by Nordic paganism. These ceremonies
included animal sacrifices and drug-induced performances, designed to evoke mystical
experiences reminiscent of ancient Viking culture.
Glen Benton / Diabolical Madness : Deicide’s vocalist Glen Benton cultivated a reputation
for extremity, branding an inverted cross onto his forehead and claiming a pact with Satan.
Vowing to end his life at 33 as an "inverted Christ," he later abandoned the plan, but his
provocative persona continues to define his legacy.



Alan Vega / Minimalist Madness : A pioneer of electronic music, he reinvented sonic chaos
with hypnotic and visceral performances.
Alex Chilton / Melodic Madness : A teenage prodigy who turned failures into art, oscillating
between luminous pop and dark experimentation.
Alice Cooper / Macabre Madness : The master of shock rock, redefining the music scene
with provocative performances and gothic aesthetics.
Amy Winehouse / Melancholic Madness : With a powerful voice and tormented soul, she
transformed personal pain into profoundly sincere music.
Armand Schaubroeck / Narrative Madness : A storyteller of eccentric rock tales, his songs
oscillate between satire and raw confessions.
Arthur Brown / Flamboyant Madness : The "God of Hellfire" in rock, turning concerts into
unforgettable theatrical and pyrotechnic spectacles.
Arthur Lee / Psychedelic Madness : A tormented visionary who fused baroque pop with
acid melancholy, leaving an indelible mark on music.
Bon Scott / Electric Madness : AC/DC’s charismatic frontman, embodying the rock ’n’ roll
spirit with bravado, partying, and unforgettable performances.
Brian Wilson / Harmonic Madness : A visionary composer who married sonic perfection
with a slow descent into psychedelic depths.
Bryan Gregory / Vampiric Madness : With gothic makeup and eerie riffs, he infused The
Cramps with sinister, theatrical energy like a ghost haunting the rock scene.
Can / Cosmic Madness : Pioneers of krautrock, they explored hypnotic, futuristic sounds
blending free improvisation with rigorous minimalism.
Captain Beefheart / Dadaist Madness : A strange and defiant visionary, rewriting musical
rules with compositions as absurd as they were brilliant.
Courtney Love / Provocative Madness : Leader of Hole and grunge icon, mixing vulnerability
and rage in music that cemented her controversial legacy.
David Crosby / Melodic Madness : A folk-rock legend whose gentle voice concealed a
tumultuous spirit marked by excess and a quest for redemption.
Dee Dee Ramone / Reckless Madness : Punk’s wild poet, his life and lyrics celebrating
chaotic excess and carefree spirit.
Dr. John / Voodoo Madness : The ambassador of New Orleans funk, merging hypnotic
rhythms and mysticism into a spellbinding sound.
Frank Zappa / Satirical Madness : A musical genius and sharp societal critic, blending
virtuosity with irony to shatter conventions.
George Clinton / Eccentric Madness : The father of P-Funk, creating a delirious universe
where hypnotic grooves and visual eccentricities merged into collective trance.



Hawkwind / Stellar Madness : Pioneers of space rock, they took fans on intergalactic
journeys with futuristic and psychedelic sounds.
Hunter S. Thompson / Gonzo Madness : A rebellious author and pioneer of gonzo
journalism, he blended raw truth with hallucinatory fiction, living a life without limits.
Iggy Pop / Primal Madness: A punk icon, he unleashed raw, uncontrollable energy on stage,
embodying wild freedom.
Ian Dury / Poetic Madness : The punk dandy, blending satire and tenderness, turned
physical struggles into life anthems, distilling sharp irony and unexpected melodies.
James White / Avant-Garde Madness : A musical anarchist, he deconstructed jazz and
funk to forge sharp, cutting sonic weapons.
Jeff Beck / Introspective Madness : With his guitar, he crafted sonic worlds, choosing music
over fame.
Jeffrey Lee Pierce / Incantatory Madness : With Gun Club, he summoned the demons of
blues and punk in raw, apocalyptic visions.
Jerry Lee Lewis / Incendiary Madness : The Killer of rock 'n' roll, he lived with brutal intensity,
famous for musical feats and scandals alike.
John Belushi / Burlesque Madness : An extravagant actor and master of comic chaos, he
left his mark with boundless energy.
John Cale / Avant-Garde Madness : A Velvet Underground co-founder, he turned music
into a laboratory of unclassifiable experiments.
Johnny Thunders / Electric Madness : A rock 'n' roll decadence icon, he fused abrasive riffs
with tender charm, embodying dazzling rebellion.
Julian Cope / Esoteric Madness : A modern psychedelia prophet, he embraced an
untamed universe, leading listeners into collective trances.
Keith Moon / Self-Destructive Madness : The Who's drummer, a human tornado, lived every
moment like an explosion, leaving a chaotic legend.
Keith Richards / Immortal Madness : The pirate of rock and miraculous survivor, he wrote
the Rolling Stones’ history with iconic riffs.
Kevin Coyne / Poignant Madness : A troubadour singer, he explored the human soul’s
depths with raw intensity and truthful tales.
Killing Joke / Apocalyptic Madness : Prophetic and haunting, their hammering music and
dark lyrics foretold the world’s end with fury and mysticism.
Kim Fowley / Manipulative Madness: A producer and provocateur, he played the rock
demigod, creating stars and orchestrating scandals.
Lee Perry / Alchemical Madness : A dub genius, he turned the studio into a sonic laboratory,
fusing innovation and spirituality.
Lemmy Kilmister / Raw Madness : A heavy metal icon and Motörhead frontman, he lived a
life of excess, with savage riffs and an uncompromising ethos.



Lene Lovich / Magnetic Madness : With her unique voice and theatrical performances, she
defied norms and embodied an inimitable creative energy.
Little Richard / Volcanic Madness : The father of rock ’n’ roll, his boundless energy and
jubilant screams ignited the flame of a musical revolution.
Malcolm Owen / Furious Madness : A blazing punk force, his devastating onstage energy
spared neither himself nor his audience.
Marc Almond / Dramatic Madness : The tormented soul of Soft Cell, he delivered tales of
passion and tragedy against a backdrop of enchanting synthpop.
Nina Hagen / Vocal Madness : A punk chameleon and eccentric diva, she transcended
genres with flamboyant, unpredictable performances.
Ozzy Osbourne / Gothic Madness : The prince of darkness and heavy metal master, he
shocked as much as he fascinated, biting bats and revolutionizing a genre along the way.
Patti Smith / Prophetic Madness : Poet and punk priestess, she channeled raw intensity and
visionary wisdom into her art.
Peter Green / Isolated Madness : The tormented genius of blues-rock, he traded fame for
an introspective quest in the depths of his soul.
Peter Tosh / Revolutionary Madness : A militant reggae trailblazer, his indomitable spirit
carried messages of resistance, armed with his guitar and convictions.
Phil Spector / Wall-of-Sound Madness : A visionary sound architect and controversial
figure, he elevated pop music to orchestral epics.
Psychic TV / Esoteric Madness : Pioneers of industrial music and the occult, they merged
mysticism and chaos, pushing the boundaries of art and sound.
R. Stevie Moore / Prolific Madness : The father of DIY music, his tireless creativity produced
thousands of songs—intimate, quirky capsules of his unique universe.
Randy California / Transcendent Madness : A mystical, dreamy guitarist, he blended
spirituality and psychedelia into unforgettable musical flights.
Roger Chapman / Vocal Madness : With a raspy voice and raw energy, he transcended
genres, delivering visceral and powerful performances.
Ronnie Van Zant / Southern Madness : The charismatic leader of Lynyrd Skynyrd captured
the soul of southern rock with an explosive mix of bravado and melancholy.
Screamin’ Jay Hawkins / Voodoo Madness : A shock rock pioneer, he turned concerts into
voodoo rituals, exuding a terrifying yet captivating intensity.
Screamin’ Lord Sutch / Theatrical Madness : The ultimate eccentric, he fused rock ’n’ roll
and political parody, delivering zany performances at the crossroads of circus and
spectacle.
Sky Saxon / Psychedelic Madness : The leader of The Seeds embodied the spirit of garage
rock and psychedelic hallucinations, living in a constant musical trance.
Sly Stone / Innovative Madness : A funk and soul genius, he shattered norms with visionary
albums, succumbing equally to brilliance and excess.`
Stiv Bators / Anarchist Madness : A punk with boundless energy, he lived every moment as
an act of defiance against all forms of authority.



The Count Five / Dracula Madness : Masters of theatrical and extravagant rock, they turned
every performance into a strange and fascinating ceremony.
The Residents / Conceptual Madness : Enigmatic figures of musical avant-garde, their
absurd and masked performances defy all logic.
Tommy Lee / Hedonistic Madness : Drummer of Mötley Crüe, he transformed his life into an
unending party where excess and debauchery met explosive performances.
Vince Taylor / Mythomaniac Madness : The self-proclaimed King of Rock 'n' Roll lived in a
world of paranoia and grandeur, imagining himself as a modern-day messiah.
Wild Man Fischer / Compulsive Madness : An erratic singer, his disjointed melodies
reflected a chaotic yet strangely captivating psyche.
Willie 'Loco' Alexander / Offbeat Madness : Eccentric and elusive, he blended punk with
unconventional art, turning each song into a piece of a unique puzzle.
Wilko Johnson / Stoic Madness : Master of sharp riffs, his magnetic presence combined raw
intensity with implacable control, even in the face of adversity.
Wolfman Jack / Radiophonic Madness : An icon of the airwaves, his raspy voice and
nocturnal charisma embodied the wild and free spirit of 1960s rock 'n' roll.
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