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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. Thundexous. It
is obviously not Artaud, but one wondexrs 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
cxies 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 Jexry Lee Lewis
lead, Elvis dynamites. Rock is a raw, primal force born from the profound rhythms of African
Amexrican 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. Arxrtaud-rock! An electric sabbath, a
furious ritual where we scream, sweat, bleed, and are reborn.

The woxrd rock is a hammer, a shattering blow from the depths of African-Amexrican 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 woxrd, morxre 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 gduitar 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 iIs 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 enerxrdy. No need to polish or arrande: 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
trigder 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
Echo 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 Jagder: the great specialist Olivier Penot-
Lacassagne explores the relationship between Artaud and fanzines; Petexr Valente analyzes the links
between Nick Cave and Artaud; Professor Matt Melia delves into Artaud’s influence on post-punk;
Pierxick Dufray highlights Artaud’s iImpact on the Beat Generation; Pacome Thiellement offerxs a
vibrant iInterview around rock; Eleni Politou examines the connection between Artaud and Jim
Morrison; and Pierre Kerxroc’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 paintinds (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 choxd
that shakes the guts. Rock is his legacy: a shock machine to awaken sluggish minds, an apocalypse
pluggded into an amp.

Ilios Chailly






Stephen Barber

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, preferrlng
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.



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 Griinewaldsee (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 Bibliothéque 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.
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When Marcus Reichert directed Mick Jagger in
the role of Artaud.



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 Ferdiére. (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 iiber 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 Ferdiére, 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, Ferdiére 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 hospltal near
Vienna. It was always a fractious movement of quarrels; Ferdiére 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, Ferdiére 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 Ferdiere
at the Rodez asylum, but Ferdiére 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 Einstiirzende 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 Ferdiére 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 Nimes, 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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Stephen Barber, professor at Kingston University,
is a renowned researcher and writer specializing
in the work of Antonin Artaud. Between 1985
and 1990, he conducted in-depth research in
Paris, where he met several friends and doctors
who had known the artist. Barber is the author of
three seminal works on Artaud: Artaud: Blows
and Bombs (1993), Artaud: The Screaming Body
(1999), and Artaud: Terminal Curses (2006), the
last of which delves deeply into the author's
notebooks.

In addition to his biographical studies, Barber
has translated and published two collections of
Artaud's writings: Artaud 1937 Apocalypse (2018)
and A Sinister Assassin: Artaud's Last Writings,
1947-48 (2023). He is also responsible for the
first English translation of Suppots et
Suppliciations, scheduled for publication in April
2025 by Diaphanes/University of Chicago Press.
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Peter Valente

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.”* 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 oft% 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.”



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;,l/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.

4 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.
ot % 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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Eleni Politou

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.






Jaap Blonk is a daring Dutch performer, celebrated for his
raw and striking vocal artistry that fuses humor,
improvisation, and wild sound poetry. Drawing inspiration
from the Dadaist texts of Hugo Ball, he delves into a realm of
verbal chaos, pushing the limits of language with absurd
compositions and vocal experiments that are as uninhibited
as they are electrifying. Blonk has also immersed himself in
jazz, singing over records to forge a style uniquely his own—
a true sonic tempest unleashed in his performances.

In the 1980s, Blonk opened for punk bands, fearlessly
stepping onto the stage without a safety net. His explosive
and provocative style didn’t always resonate with audiences—

i such as the night he opened for The Stranglers before a crowd

of 2,000 fervent fans. Booed and pelted with objects, Blonk
stood his ground, finishing his performance with unwavering
determination. Despite the hostility, he earned applause from
those who stayed, captivated by this sonic maverick who |
defies every convention.




llios Chailly
Artaud Rock: The Fury Beftore 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

lc)ertain America.” The Artaud-Rock myth—and the passions it provokes—are
orn!






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 feehng
“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
twl()) 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, T 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/0 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.






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 Madscaras y Enigmas, featuring the song
Artaud, el Momo. 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 Frére, Manson confessed: “I sold my soul to the dewl to become a rock
star, and this album is my way of repaying that debt to him.”
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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 Tétes
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.0.D.), led by the enigmatic
Artaud Seth, invokes the poet’s shadow. In 2012, the Poeta Negro Antonin
Artaud project by Somos Jardin 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 Fantome
(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 Ndihe 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 Eric 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, Eric!

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.



STRIKING AND SCREWING

ANTONIN ARTAUD

"The words we use have been handed to me, and I use them, but only to
make myself understood, not to finish emptying myself of them.

So why?
It's precisely because I don't use them.
In reality, I do nothing but remain silent and strike.

As for the rest, if I speak, it's because it's copulating—I mean, the
universal fornication continues, which makes me forget not to think.

The reality is that I say nothing and do nothing, that I use neither words
nor letters—I don't use words, and I don't even use letters.

I have never founded, launched, or followed a movement.

I was a surrealist, that's a fact, but I think I had to be one in fact, and I
was one in fact, but I wasn't when I launched or signed manifestos unless
it was to insult: a pope, a dalai lama, a buddha, a doctor, a scientist, a
priest, a cop, a poet, a writer, a man, a teacher, a revolutionary, an
anarchist, a cenobite, a hermit, a rector, a yogi, an occultist.

As for reactionaries, fascists, the now-installed communists, right-
wingers and leftists—they can't be insulted, they can't be disintegrated,
not even decomposed. This, what is said when one says: nature does it, it
happens, but it's not enough; there is something more serious to be done
in such a case.

So, then why, once again, a paper from you, Artaud, and why haven't you
yet cleared out, after all the signs you've been given to leave. 'Make way
for the young, the newcomers, those who have nothing left to say but who
are here.

(Excerpt No. 1)



"I know a state beyond the mind, beyond consciousness, beyond bein%;
where there are no longer words or letters, but which one enters throug
screams and blows.

Striking and screwing,

in the infernal blaze where the question of words or ideas never arises
again.

Striking to death and screwing the face, screwing upon the face,
is the last language, the last music I know,

and I swear to you, bodies emerge from it,

and they are LIVING BODIES.

ya menin

fra te sha
vazile

la vazile

a te sha menin
tor menin

e menin menila
ar menila

e inema imen."

Excerpt No. 2

“Striking and Screwing” by Antonin Artaud / Henchman and Supplication



Héliogabale is a noise rock band formed in Paris in 1992. From the start,
the group distinguished itself with an unpredictable musical style that
blends raw intensity and artistic sincerity. In 1995, they recorded their
debut album, Yolk, with legendary producer Iain Burgess, laying the
foundation for their unique sound. However, tragedy struck that same
year when drummer Klaus Sélosse passed away. Undeterred, the band
continued their journey, releasing the To Pee EP in 1996.

In 1997, Héliogabale worked with Steve Albini to produce The Full Mind

o2 Is Alone the C ear, a pivotal album in their discography. Two years later,
they recorded Mobile Home under the guidance of Al Sutton (known for
his work with Today Is The Day and Don Caballero), which was released
on the independent label Prohibited Records. With intense and
unforgettable live performances, the band cemented its place in the French
noise rock scene, alongside acts like Condense and Portobello Bones.

After a period of intense activity, the band took a step back in the early
2000s to pursue other projects. Sasha Andreés gained acclaim in cinema
for her role in Slegride Alnoy's Elle est des notres, while Philippe Tiphaine
toured globally with M83. Their return to the studio resulted in the 2004
album Diving Rooms, a milestone in their career. Fans had to wait until
2010 for their next_release, Blood, an album produced by Les Disques du

ar 221 and A Tant Réver Du Roi, which explored brighter sonic
lan scapes while remaining true to the band’s essence.

ince 2008, the members of Héliogabale have also been involved in a side
oject, Simple Appareil, which produced a seven-track demo. Balancing
xperimentation with their side projects, Héliogabale continues to evolve
and stands as a significant reference in the independent rock scene.




HELIOCABALE

HELIOGABALE

JEAN GENET

HELIOGABALE

Drame en quatre actes
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EDITIONS PHILOMEMNE ALCHIMIE

The cover was created by the artist
Katonas Asimis.

www.editionsphilomenealchimie.com

Dive into the historical and esoteric
mysteries with an in-depth analysis of
Heliogabale ou l’anarchiste couronné by
Antonin Artaud. This work unravels the
fascinating story of Emperor Heliogabalus,
a visionary and controversial figure who, at
just fourteen years old, challenged the
foundations of established power. Through
a bold exploration of his reign, Artaud
portrays him as the epitome of a spiritual
anarchist—a ruler who defied convention,
elevating himself to divinity in a Rome
consumed by decadence.

Far from being a mere historical account,
this volume delves into the philosophical,
mystical, and alchemical dimensions that
infuse Artaud’s writing. Each chapter sheds
light on recurring themes in Heliogabalus’
story, such as chaos, power, and the
interplay between the sacred and the
profane. Through this lens, Artaud offers a
profound reflection on the destruction of
societal and religious structures to carve
out a realm of absolute freedom rooted in
the sacred.

This analysis transcends the bounds of a
fictionalized biography, exploring key
themes like esoteric numerology, the
symbolism of Eastern deities, and the
pivotal role of Syrian temples—essential
elements in grasping the cosmic vision of
this extraordinary emperor.

Additionally, the book draws unique
connections between Heliogabalus,
Apollonius of Tyana, and Ram-—figures
emblematic of a primordial tradition
tracing its lineage back to Atlantis and
Hyperborea.



John Zorn
Six Litanies for
Heliogabalus

The infamous
Moonchild/Astronome
Trio of Patton,
Dunn and Baron
returns to the studio
this time aided by
the searing organ of
Jamie Saft, the
complex electronics
of lkue Mori and a
small female chorus
to realize Zorn's
latest project
Six Litanies for
Heliogabalus. Inspired
by the decadent
excesses of the
Roman emperor/
child-god who made
Caligula and Nero
look Tike reasonable
human beings—
smothering his dinner
guests to death in a
rain of perfumed
rose petals—these
six compositions
(including an outra-
geous new piece for
solo voice) explode
with color, imagery
and intensity. A star-
tling blend of Metal,
.ontemporary
Classical, Jazz and
Mediaeval Music.
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Patti Smith, an iconic figure in rock music and a celebrated
American poet, has long held a profound admiration for
Antonin Artaud, the French poet and playwright. This
fascination has inspired several artistic endeavors in homage
to Artaud.

In 2019, Patti Smith collaborated with the Soundwalk
Collective to create the album The Peyote Dance, inspired by
Artaud’'s journey to Mexico and his encounter with the
Tarahumara Indians. The album explores themes of spirituality
and transformation, central to Artaud's work. Between 2022
and 2023, the Centre Pompidou in Paris hosted Evidence, a
sound and visual installation conceived by Patti Smith and the
Soundwalk Collective. This immersive piece traced the travels
and writings of three French poets—Arthur Rimbaud, Antonin
Artaud, and René Daumal—highlighting their quests for the
absolute and the otherworldly.

On March 4, 2023, the anniversary of Artaud's death, Patti
Smith and Stephan Crasneanscki presented a performance at
the Centre Pompidou titled Ivry: Remembering Antonin
Artaud. The event honored the writer through readings of his
letters, recitations of Patti Smith's poems, and discussions
about the creation of The Peyote Dance.



Ivry

In a room like any other
in a room like no other
in this solitary cell
clouded with night

at the foot of the bed
straight at his length
the conjured twist

and nascent spark

of a yawning soul

In the comic stillness
straining dangling feet
minus one leather shoe
slowly stepping past
an image of himself

in a favored chair

in his old dark coat
enacting gone ritual
through him revived

In the spreading dawn
thecross and the sword
and the unholy mother
form the blood vine
the ignited tallow

the born, unborn
excrement of sorrow
in the burning hollow
of Ivry, as time mourns

A Poem for Antonin Artaud
By Patti Smith

This photograph of Patti Smith depicts the
shoes that Antonin Artaud might have worn. It
was also published in the book Patti Smith, un
livre d’un jour, released by Gallimard in 2023.
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| In Aprll 1984, Issue No. 206 of Le
| Magazine littéraire featured an |
article by Patrice Bollon titled
Artaud-Rock, accompanied by a
& photograph of Artaud and Varese.
2 The article begins with the question:
"If Artaud were alive today, would he
be making rock music?" According to
A the author, bands such as The Doors,
& Suicide, the Sex Pistols, Joy Division,
and artists like Janis ]oplln reallzed
i/ the v181on Artaud had once 1mag1ned
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Dear DjakY

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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Antonin Artaud,

In issue 1 of the rock fanzine Anomalie, Olivier Cathus, in his
article Antonin Artaud, le peyotl et la cruauté, compares
Artaud's escapades to those of the Beatles and the Rolling
Stones: "The parallel, however, does not end there. These
mystical journeys are only a secondary aspect when compared to
the similarities one can observe between the performances of
the Theatre of Cruelty and the massive rock concerts of the era.”
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Olivier Penot-Lacassagne

"If Artaud were alive today, would he be into rock? Posed so abruptly, the question seems incongruous—an
ill-conceived joke, an easy paradox,” wrote Patrice Bollon in 1984. "And yet!" he added. "One only needs to
carefully read The Theater and Its Double to constantly notice obvious parallels between Artaud’s
conception and the way rock operates—or should operate. This 'spectacle of temptation where life has
everything to lose,’ this 'language of sounds, cries, lights, and onomatopoeias’ (The Theater of Cruelty)
that 'uses vibrations and vocal qualities,’ 'desperately tramples rhythms, 'hammers sounds,’ and 'aims to
exalt, numb, enchant, and seize sensitivity'—where today could one find a better illustration of this than in
rock, in its best moments, of course?”

Alongside academic studies attempting to untangle the complex threads of Artaud’s work, the rock
scene has occasionally shown interest in Momo. Thus, in The New York Times Magazine on December
21, 1975, Tony Hiss and David McClelland detected Artaud's influence in the stage performance of
the young poet and singer Patti Smith: "Patti’s a smart performer. Using techniques similar to those
recommended by Antonin Artaud, who created the 'Theater of Cruelty,” she sets up a powerful dramatic
tension by alternately scaring and eliciting protective feelings from an audience.” In an interview with
journalist Lisa Robinson, the singer later confirmed Artaud’s importance in shaping her vision of
rock, where certain recently deceased figures—particularly Jimi Hendrix and Jim Morrison—rubbed
shoulders with the author of The Theater and Its Double: "Jim Morrison probably got the closest to
being an artist within rock and roll, I think. I don’t know what Hendrix was—he was like some
prophet madman. He was like a rock and roll Artaud, because he had some kind of demon within
him agd he was trying to express it, or to find a forum for it, but it just swallowed him up like it did
Artaud.”

A certain image of Artaud, clearly far from academic, was thus shaped and disseminated by the
Anglo-American rock scene, which, at the time, often mixed music, performance, and poetry. The
involvement of Beat Generation poets and writers such as Allen Ginsberg, William Burroughs, and
Michael McClure, as well as the 1965 publication of an Artaud anthology by City Lights Books in San
Francisco, likely facilitated this crystallization. But this interest would also manifest itself in France
a decade later, in the fragile and marginal pages of fanzines born from the punk wave of 1976-1977,
which freely exploited Momo’s sulphurous persona.

[1] Patrice Bollon, "Artaud rock,” Magazine littéraire, no. 206, April 1984, p. 40.

[2] Before the album Horses (1975), Patti Smith published several poetry collections: Seventh Heaven, Early Morning Dream, and
A Useless Death in 1972, Witt in 1973.

[3] Antonin Artaud. Anthology, edited by Jack Hirschman, San Francisco, City Lights Books, 1965.



The relationship between the music scene and literature is well established, as exemplified by
figures such as Bob Dylan (recipient of the Nobel Prize in Literature in 2016) and Jim Morrison, lead
singer of the Californian band The Doors. The band’s name was inspired by Aldous Huxley’s The
Doors of Perception (1954), and Morrison famously described himself as a man of words rather than a
singer [4]. Similarly, it is impossible to discuss the psychedelic scene of the 1960s (The Grateful Dead,
Quicksilver Messenger Service, Jefferson Airplane, Spirit...) without referencing key works by Timothy
Leary, the confessions of Thomas De Quincey, Baudelaire’s Artificial Paradises, Carlos Castaneda’s
The Teachings of Don Juan, or even the peyote rituals of the Tarahumara people, as recounted by
Antonin Artaud.

The punk counterculture marked a stark break from the utopian idealism of the 1960s, offering
instead a disenchanted vision of the world [5]. While punk thrived in London, its musical roots lay in
raw American urban rock (The Stooges, MC5, The New York Dolls). The Sex Pistols, the flagship band
of British punk, captured the disillusionment of working-class England, grappling with a severe
economic and social crisis. Their cry of No Future in God Save the Queen, released in 1977—the year
of (%ueﬁn Elizabeth II’s Silver Jubilee—became an anthem for an impoverished and marginalized
England.

However, after the Sex Pistols disbanded in January 1978, punk—now heavily publicized and
commercialized—sought to shed the trappings and clichés imposed by a sensationalist press.
Alongside this commodified version of punk, a post-punk wave emerged, often referred to as the
cold wave (Siouxsie and the Banshees, Public Image Ltd, Joy Division, Wire, Cabaret Voltaire, Cocteau
Twins, Dead Can Dance...), which explored the "new ice age" of the 1980s [6].

It was in this context that the English band Bauhaus released the album Burning from the Inside in
1983, featuring the track Antonin Artaud. Bauhaus had first gained recognition with Bela Lugosi’s
Dead [7], their debut single released in 1979, which appeared four years later in the opening scene of
Tony Scott’s film The Hunger [8]. Following the success of Bela Lugosi’s Dead, Bauhaus intrigued
their audience once more with Antonin Artaud, a figure unfamiliar to many fans but one who piqued
their curiosity. The song, rich in striking imagery, helped to mysteriously popularize this enigmatic
literary and theatrical icon.

The young man held a gun to the head of God/ Stick this holy cow
Put the audience in action/ Let the slaughtered take a bow

The old man’s words, white hot knives/ Slicing through warm butter
The butter is the heart/ The rancid peeling soul

Scratch pictures on asylum walls/ Broken nails and matchsticks

Hypodermic hypodermic hypodermic/ RED FIX

One man’s poison another man’s meat/ One man’s agony another man’s treat
Artaud lived with his neck paced firmly in the nose/ Eyes black with pain

Limbs in cramps contorted/The theater and its double

The void and the aborted/ THOSE INDIANS WANK ON HIS BONES (repeat) [9].

[4] Jim Morrison’s poems were translated and published in France in 1978 by Bourgois Editions under the title Une Priére
americaine et autres écrits.

[5] See Olivier Penot-Lacassagne, "What Is a Counter-Culture?” (pp. 3-19) and "1968-1978: The Metamorphoses of Counter-
Culture” (pp. 211-231), in Contre-cultures!, Paris, CNRS Editions, 2013.

[6] Nick Kent, "Bansheed: What’s in an Image?", New Musical Express, August 26, 1978.

[7] Bauhaus, maxi-single Bela Lugosi’s Dead (London, Small Wonder Records, 1979). Bela Lugosi (1882-1956) was a Hungarian-
American actor who portrayed Count Dracula on stage and in film.

[8] The Hunger (French title: Les Prédateurs) by Tony Scott (1983), starring David Bowie and Catherine Deneuve.

[9] Bauhaus, Burning from the Inside (London, Beggars Banquet/Virgin Records, 1983).



The name of Artaud was certainly not unknown in certain musical circles, but its circulation
remained limited: only a few individuals, bands, and fanzines focused on industrial music or
outsider art spoke of him, presenting him as a man of extremes, a devotee of the “theatre of
plague,” “ cruelty,” and hallucmatory experiences. Bauhaus’s striking reference to him managed to
ignite the interest of a broader audience. Artaud’s denunciations of his era, his mystical outbursts,
his singular interpretation of anarchy, and the rumors surrounding his name made him a
captivating figure. Here and there, individuals drew inspiration from his rebellious spirit, much like
Héliogabale, in that splrlt of profound anarchy at the root of all poetry” Artaud had claimed in his
1931 essay La Mise en scéne et la métaphysique. Yet, despite Bauhaus’s unexpected appropriation of
Artaud, few French fanzines mentioned his work. Nevertheless, while the phenomenon remained
marginal, it did exist. Here are four examples.

Hello Happy TaxPayers, or The Suicide of Society

The fanzine Hello Happy TaxPayers, printed in Bordeaux in the 1980s, was primarily devoted to
contemporary post-punk music. Several musical trends were covered: cold wave, hardcore,
industrial, and noise music, along with various forms of cultural and artistic expression, including
literature, painting, cinema (even pornography), comics, and outsider art. The authors and artists
featured embraced an "underground” approach.

In issue no. 2, published in March 1984, a text titled Le suicidé de la société (pp. 27-28), written by
Philippe Sauquere, appeared. The piece revolves around quotations from Artaud and recounts a long
tragic descent, beginning in childhood (“In the beginning, there is the body — The child’s body already
suffering from troubllng psychological disorders, where each second already counts as an eternity of hell”)
and ending in March 1948, when the Mémo performs “his final dance”: And he will dance. (But the
earth will persist in moving in the same direction, like an implacable marching army). And it will be
his last dance, the dance of the end, through which he will never return. Today, at the borders of the
impalpable and the immaterial, the poet has flown away one last time, above our heads, to become
once again the archangel of his dreams, while for us life continues sadly to unwind on the great reel.
Farewell Cloud, Farewell Antonin!

The story, loosely inspired by Artaud’s biography, becomes that of a man waging war on his own
body: “He tortures it and displays it on stage. He openly exposes it on screen or furiously destroys it in his
writings.” It is also the story of a man who experiences mystical visions: “He is seen leaving human
reality and becoming, for a tlme, an archangel, as in Fritz Lang’s Liliom, or an Indian in the Tarahumara
tribe somewhere in Mexico.” Finally, it is the story of a patient at Ville-Evrard and Rodez: ...J] all of
hell [...] closes in on him, with its procession of walls and bars,” released shortly before his death ut never
fully regaining his freedom “We know how difficult it is for a man to detach himself from the alienation of
the world and society.”

[10] Liliom is a film directed by Fritz Lang in 1934 (black and white, 118 minutes). Artaud appears in the role of the knife grinder
guardian angel.



«° HAPPY
TAXPAYERS

CLASSE X

BusH
TETRAS

ARTAUD

CAMERA
IWENS

le rock,
ci pod=

terre maintenant,
fois, le 1 st
ad i 3 I y AT Alo b v la santé d'Artaud.

Radio lui

Antonin Artaud, le

n'est pas pour ce monde-ci,
cotte terre-ci
travailld,
té
bramé 1'horreur de faim, de misbre,
scandale et de dégout,

Artaud
n Gogh, le sulc

s'agite pour
transparattrs que la douleur {14 1'homme i
@t leo laissent

"J'ai le culte nen
sens sensible du mot

part mlors en guerrs
le torturs et l'étale sur les pla
g s encors le d furieusemont dans ses
le dépouiller de son c ue, Son ¢
I ar 11 lui faut sortir des limites de sa
o . long processus introspectif qui va le
xpérience mysti

re peau,
3 sire inexo-
rablement & 1

tte paralysis qui m'étouffe
nosud d'mxphyxie centrale
mon étouffement.,
'n estomac dont les mosu
me rejoignent A la putréfaction de la vi

otte humaine réalité ot devenir un tem
de Fritz Lang TR re indien dans la

humaras quelque part au Mexigque,

Parteut, il crie, ot toute sa révulsion mbme

travers lui, gui b

du monde - Et le soulement pour prolonger cette la

plainte, laissant "1'homme seul, raclant déses

on mquelette sans phre, mhre

existence est i

propre conscience finit par a,
conduire la soience, clont 2
sur lui, av a

- nouve
de murs ot
pérations,

haque nuit, mon 14t

eontre initintigue dif
subis quelgues mutilatio
mo réveills chague matin, un pe
axphyxid et ti aveo des

amend dans

libertdé cependant quand on sait est dur
dé tnchor de 1'alidnation du_mear A ¥l



This initial text, accompanied by a brief biographical note, concludes with a short unsigned essay on
madness. Indeed the story of Le Momo, as detailed in established biographies (notably those by
Paule Thévenin and Alain Virmaux), purportedly reveals nothing about his courage, lucidity, or
unique condition, which "forces him to become a prophet or poet despite himself." The author
ultimately draws a comparison often made between literature and music, asserting that “the raw
and wounded also exist in rock,” citing “the poetry of Jim Morrison, the anguish of Ian Curtis [11],
the cruelty of The Birthday Party {12], the screams of The Stooges, and the destructive spirit of
Einstiirzende Neubauten.” Such parallels are not new; certain names from the rock scene appear here
as continuators of a tradition of creative and occasionally destructive madness, following in the
footsteps of Van Gogh, Nerval, Munch, and Baudelaire.

Other rock fanzines also reference Artaud: Destructor, Fog, Fogzine, and Upanishads/Le Morbaque.
Despite differences in content, they operate similarly: they reproduce excerpts of his work, highlight
various references to his name in the musical scene they chronicle, and create collages of texts
and/or images, thereby self-producing “Artaud” and keeping his presence alive beyond traditional
cultural and intellectual networks.

Destructor, or Theater and Culture

Destructor is a fanzine associated with the punk movement, drawing inspiration from the English
anarcho-punk collective Crass. Its design reflects the aesthetic of the movement: photo collages,
press clippings, drawings, short texts, and slogans reminiscent of British fanzines like Sniffin’ Glue,
founded by Mark Perry in 1976.

Artaud appears in issue no. 4, dated April 1984. His presence, though unexpected, is justified by the
fanzine’s declared purpose—stated from its very first issue—to denounce the established order and
to align itself with figures who, at various moments, attempted to defy that order and invent new
paths, breaking with what Artaud described as “the sinister state of current affairs.” Accordingly,
the text reproduced on pages 37 and 38 of Destructor includes the opening sentences of the preface
Le Thédtre et la Culture, which introduces Le Théatre et son Double (1938): “Never, when life itself is
slipping away, has there been so much talk about civilization and culture. And there is a strange parallel
between this generalized collapse of life underlying the current demoralization and the concern for a
culture that has never coincided with life, and that is made to govern life. [...] Above all, we need to live
and to believe in what makes us live, and that something makes us live.”

The translation of Crass’s statement—"You are already dead"—appears in the issue’s table of
contents and, echoing Artaud’s text, introduces a reflection on the desire to escape a reality
perceived as 1n31p1d and absurd. It reads: “The sudden thought, the illumination, that tells us there is
something beyond the slavery in which we live, when for some obscure reason we are ’thrust back into early
childhood, before the nightmare was implanted in our heads. Life is such a profound miracle. It is a
tragedy that so few people can truly grasp its depth, its purity, its wonder.” (pp. 9-14)

This desire to escape from a reality deemed suffocating and meaningless, and the hope of finding a
path away from the “air-conditioned nightmare” (H. Miller), drive the ruptures of punk and post-
punk. Artaud’s words thus serve as mirrors in which they see themselves, as calls for secession, and
as a resource for envisioning a genuinely possible life.

[11] Ian Curtis, singer and lyricist of the English band Joy Division (1976-1980), committed suicide on May 18, 1980.
[12] The Birthday Party, an Australian post-punk band (1977). Originally from Melbourne and initially known as The Boys Next
Door, they relocated to London in 1980, adopting the name The Birthday Party. Nick Cave is their most well-known member.



Fog et Fogzine

Fog is an eclectic, Marseille-based fanzine dedicated to a variety of musical genres (punk, 1950s
rock’n’roll, blues, new wave) and open to literature (Lovecraft, Tennessee Williams, among others).
In issue no. 1, published in June 1985 (pp. 10-12), Artaud’s famous "Letter to Monsieur the Legislator
of the Law on Narcotics," taken from L’Ombilic des limbes (1925), appears. The text is briefly
introduced by a few lines underscoring its relevance, while also announcing the forthcoming release
of writings, photographs, and tapes on Artaud, produced by the industrial music label Les Ballets
Mécaniques. Notably, Artaud is not only cited but also mentioned (on page 3) as having figuratively
"contributed” to the production of this first issue. This convergence of perspectives, shared
intentions, and rhetoric is explicitly affirmed by the note, "Antonin Artaud (quite willingly),"
underscoring the fanzine's militant appropriation of his legacy

The editorial team of Fog soon split into two distinct fanzines: Crazy Bear (focused on rock’n’roll and
related genres) and Fogzine ("The Zine of Modern Rock’n’Punk"). The first issue of Fogzine continues
in the spirit of Fog, featuring on its cover—without further explanation—a photo of Artaud from Carl
Dreyer's 1927 film The Passion of Joan of Arc. In issue no. 2-3, published in June 1986, a brief review
of the latest album by the Marseille-based noise band Parazites Murderprompts this comment from
reviewer Gustav C.: "On the packaging, a few words from Antonin Artaud [...] which I leave for you to
chew over [words then cited]." In issue no. 7, the final issue, published in May 1987, Artaud reappears
in a series of photos cut from newspapers and accompanied by "subversive" quotations on culture
and Europe, taken from Messages révolutionnaires. Here’s an illustrative excerpt of the editorial
stance (p. 33): "When governments speak of culture today, they think of opening schools, running printing
presses, and pouring ink, whereas to truly ripen culture, schools should be closed, museums burned, books
destroyed, and printing presses smashed.”

Clearly, the editors aim once again to highlight Artaud’s rebellious persona, even at the risk of
exaggeration through arbitrary excerpts and provocative collages, portraying him as a precursor to
the May 1968 protesters and the most radical punks.




Upanishads/Le Morbaque, or the Rite of Tutuguri

A late offshoot of Why, the oldest rock fanzine in Marseille, which published over twenty issues, the
fanzine Upanishads/Le Morbaque seeks, through its very title, to position itself under the sign of
Artaud. The publication bears a double title: Le Morbaque and Upanishads, whose enigmatic nature
is partially elucidated on page 3, where the following brief clarification can be found:

“UPANISHADS! Why, here is the answer to your curiosity. Enamored with this marvelous vision of
Antonin Artaud when he writes: ‘Born of a womb in which I had no business and with which I have
never had anything to do even before, because being copulated and masturbated for 9 months by the
membrane is no way to be born, the shining membrane that devours without teeth as the ‘UPANISHADS’
say, and I know that I was born otherwise, of my works and not of a mother, but the MOTHER wanted to
take me, and you see the result in my LIFE.” (n° 0, Marseille, 1990)

Although the articles in Upanishads/Le Morbaque are less rock-oriented than those in Why, they
display a sharper tone of derision and critique: parodies of advertisements, compilations of press
clippings highlighting societal ills (pollution, epidemics, etc.). Amid this corrosive collage, the
fanzine dedicates two pages to Artaud, accompanied by photos of Tarahumara Indians and textual
collages from his Mexican writings, including the poem Tutuguri (1948), where Artaud is said to
speak of magic and hallucinatory experiences. This compilation of citations, evocative of Carlos
Castaneda’s works, aims to situate Artaud within the literary tradition of artificial worlds that rock
music has consistently drawn upon—from The Doors to The Ramones (“Sniffin’ Glue”), from Lou Reed
and the New York Dolls (“Looking for a Kiss”) to Ian Dury (“Sex and Drugs and Rock’n’Roll”).

KA
a*

A systematic examination of the vast fanzine landscape from the 1980s to the 2000s would
undoubtedly reveal the increasingly prominent presence of Artaud, showcased and appropriated in
multiple ways. It would, of course, be easy to criticize or mock such approximate and sometimes
inappropriate uses. However, engaging in such an exercise, which would be both inept and
irrelevant, holds little interest. In the unique sphere of fanzines, a narrative emerges where Artaud’s
name becomes a dynamic, living reference—constantly reinvented, a presence both fleeting and
enduring, circulating and exchanged, entangled with others in the rapid interplay of striking
insights and sharp allusions. What fanzine readers retain from Artaud are the abrasions, distortions,
and the violence inflicted on the official narratives upheld by academies and institutions. The
collective output of these independent micro-publications offers, beneath the radar, a passionate
and militant image of Momo, far removed from the refined light of academic readings. Depositing
the fruits of their rebellious cogitations in a few rare distribution points, the fanzine creators
persistently explore the antitheses of political and cultural orthodoxy. With punk and post-punk
music as a unifying thread, they assert their freedom of creation, appropriation, détournement,
tinkering, repurposing, and invention.

The selection of references is never arbitrary. Artaud rejected the dogmas and dogmatism of his era.
A free thinker, he paid a high price for his commitment to freedom. This same commitment is
perpetuated, in its own original way, through the (provisional, precarious, spontaneous) practice of
fanzine-making—exploding into a myriad of practices and postures that constantly renew,
transform, and sustain it.

A first version of this text, co-written with Alain Clerc, was
published in the book Artaud en revues (edited by Olivier
Penot-Lacassagne), Lausanne, Editions L’Age d’Homme,
2005, pp. 177-188. I am revisiting it here with slight
modifications.
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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 théatrales (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:
I’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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Pierrick Dufray

ARTAUD MEETS BEATS

"A young man with black hair came down the stairs, trembling, and read what I later discovered to be Ci-
Git by Artaud. I also remember a turbaned man shouting... For a long time, I believed the young man was
Artaud, but one day I learned that Artaud was much older,” Carl Solomon recounts in his book
Emergency Messages: An Autobiographical Miscellany, describing what he believed to be his
Parisian encounter with Antonin Artaud in July 1947.

Carl Solomon had just attended a reading of Artaud’s texts, part of the exhibition Portraits et
dessins par Antonin Artaud at the Galerie Pierre—not at Artaud's lecture at the Théatre du Vieux-
Colombier, as is often mistakenly claimed. The young man he heard reading was likely Roger Blin,
Artaud’s assistant and close friend. Blin, reflecting on their relationship in an interview, said, "I only
know Artaud through his trajectory within me, which will never end."

At the time, Carl, a 19-year-old Jewish American, was newly discharged from the U.S. Navy, where
his ship had docked in La Rochelle’s port of La Pallice. Overwhelmed by a desire to immerse himself
in surrealism, existentialism, and post-war Marxist thought at their source, he spontaneously
deserted and traveled to Paris. Living in Montparnasse, he visited the Louvre, attended a lecture by
Jean-Paul Sartre on Kafka, and befriended students at the Cité Universitaire who introduced him to
Prévert, Michaux, Isou, and Lettrism. One day, while wandering through Saint-Germain-des-Prés, he
stumbled upon the Galerie Pierre, where a crowd had gathered. What followed was a life-altering
encounter. Since that day, the young American had been captivated by Artaud—by his poetry, his
cries, and the spirit channeled through Roger Blin. That Parisian afternoon seared itself into Carl's
memory, and throughout his life, he worked tirelessly to spread the Artaud myth in America,
influencing one of the most compelling literary movements of the 20th century.

After spending six weeks in France, hunger and practicality drove Carl back to the Navy, where he
avoided punishment for his desertion. A year later, he returned to Paris to purchase Van Gogh, le
suicidé de la société, the Artaud book that would mark him most profoundly. This visceral
meditation on the “suicides of society” resonated deeply with Carl, who, in 1949, voluntarily
committed himself to a psychiatric asylum in New Jersey to undergo a lobotomy. In the asylum's
corridors, as he emerged from a hypoglycemic coma induced by insulin therapy, Carl opened his eyes
and saw Allen Ginsberg, newly admitted and waiting for a bed. To avoid prison, Allen had accepted
psychiatric internment after being convicted of drug-related charges. The judge hoped this
intervention would "cure"” him of his homosexual urges.

Alongside Gerd Stern, another young Jewish man from New York whose family had fled Nazi
Germany in 1936, Carl formed an "infernal trio” in the heart of this literary asylum. Carl, who
seemed to have brought his entire library with him, lent books, recounted his travels, and shared his
love for French writers: Michaux, Isou, Genet, Céline, and, above all, Artaud. He mimicked and
quoted Artaud tirelessly, reliving and retelling the extraordinary Parisian encounter that had
indelibly shaped his life.



Allen, already familiar with Baudelairean poetry and the works of the accursed poets through Lucien
Carr, was profoundly moved by the writings of Artaud and, naturally, by Carl’s extraordinary story.
In a letter to Kerouac, he recounted: “Solomon was wanderlng through Paris when he suddenly
heard barbaric, electrifying screams in the street. Terrified, transfixed, utterly shaken, frozen, he
saw a madman dancing in the street, repeating bebop phrases in a voice so fierce, his body rigid like
a lightning bolt radiating energy—a madman who had flung open all the doors and was striding
through Paris, shouting.” After Gerd’s departure, Carl and Allen would continue to philosophize and
discuss literature, quoting Antonin Artaud and mimicking his screams—like those in the asylum at
Rodez, like those under the torment of electroshock therapy. During these sessions, Allen Ginsberg
meticulously recorded everything: Carl’s anecdotes, his madness, his antics, and his screams.

After their release, Allen and Carl settled in New York. Carl began working for Ace Books, a
publishing house owned by his uncle, A.A. Wyn. Meanwhile, Ginsberg, flourishing in his role as
agent, editor, and promoter—both for his works and those of his circle—suggested the publication of
Junkie, a manuscript by his friend William Burroughs. Though initially dismissed as unpublishable,
Burroughs, under Allen’s encouragement, revised the text to meet editorial standards. It was Carl
who had the ingenious idea to publish Junkie in a dual-format paperback, pairing it with Narcotic
Agent, a text by Maurice Helbrant chronicling the pursuit of drug addicts. This format allowed
readers to flip between Burroughs’ raw narrative and Helbrant’s official account. Carl Solomon
himself penned the preface, cementing his role as a critical figure in disseminating the works of his
contemporaries. For Ginsberg, this success validated his burgeoning talent as an advocate and
promoter.

When Ginsberg arrived in San Francisco in August 1954, the “Artaudian virus” had already taken
hold among the poets of Big Sur and the Bay Area, albeit in a new form. This strain was less oral and
performative, more literary and intellectual. One source was Van Gogh: The Man Suicided by Society, a
text that resonated with Artaud’s defiance of conventional reality. Another was The Peyote Dance,
translated and published in 1948, which chronicled Artaud’s encounter with the Tarahumara
Indians and their peyote rituals in mystical, transformative terms. These works detonated like
seismic waves in the hearts and minds of the Bay Area poets. Artaud’s visionary calls—sometimes
whispered, sometimes screamed—compelled them to explore the infinite, surrendering themselves
to the spiritual and existential quests he described.

The post-surrealists, post-Dadaists, and proto-Beats of the San Francisco Renaissance could not
resist the allure of peyote. This miraculous plant, once condemned by a religious edict as a threat to
Catholic purity, had been forbidden under penalty of excommunication—a prohibition that only
heightened its mystique. For poets drawn to Artaud’s proclamation that “the world... has become
abnormal,” peyote offered a means of accessing Truth and the Self. Artaud’s revelations resonated
deeply with those who saw themselves as societal suicides, leading them to embrace nature’s
mystical forces. In the Bay Area, thls message reverberated like a prelude to Timothy Leary’s later
mantra: “Turn on, tune in, drop out.”



Phillip Lamantia, hailed by New York’s avant-garde as a kind of American Rimbaud and recognlzed
by André Breton during their meeting in New York as “a voice that rises once every hundred years,”
was deeply drawn to Artaud’s writings and the psychotropic effects of peyote. He was among the
first to partake in peyote during a religious ceremony with the Washoe, a Native American tribe of
the Sierra Nevada. Later, he traveled to a mountain village in Mexico with avant-garde poet and
filmmaker Christopher Maclaine to relive and document these mythical rites. Upon his return to the
U.S., Lamantia introduced peyote to the Bay Area scene, where Allen Ginsberg would later have his
first experiences in San Francisco. It was during one of these peyote trips that Ginsberg envisioned
Moloch, the iconic figure of Howl. Meanwhile, in Mexico, William Burroughs, inspired by Artaud’s
peyote journey, sought out Yage, the hallucinogenic ayahuasca vine, eventually finding it in
Colombia. However, Yage never attained the legendary status of Artaud’s peyote.

In San Francisco, Ginsberg immersed himself in the poetic energy of the San Francisco Renaissance,
meeting figures who would later define the Beat Generation. Inspired by Kerouac’s spontaneous
method and fueled by the bebop rhythms of the time, Ginsberg began writing Howl a year after h1s
arrival: “I saw the best minds of my generation destroyed by madness, starving hysterical naked...
Drawing on years of notes, lived experiences, and imagined sensations, Ginsberg crafted seven pages
of howls, cries, and visions—the first pages of his magnum opus—before the sun had set.

Dedicated to Carl Solomon, Ginsberg’s friend from a psychiatric hospltal Howl became h1s
breakthrough work. “Carl Solomon I’m with you in Rockland where you’re madder than I am.’
Solomon’s suffering echoed the cries of Artaud under electroshock treatment in Rodez, resonating
deeply with Ginsberg. In Howl, he revisited his own life, his friends, and his mother, 1nvok1ng idols
like Rimbaud, Genet, and Cézanne while screamlng of Carl Solomon: “who sat on the granite steps of
the madhouse, a harlequln shaved head,” delivering “suicidal soliloquies, demanding immediate
lobotomy, and administering the concrete void of insulin... of electricity,” alluding to the brutal
psychiatric treatments endured by both Solomon and Artaud before losing themselves “in the total
animal soup of time.”

In October 1955, Ginsberg gave the first public reading of Howl in a converted garage. He invited
Philip Lamantia, Michael McClure, Philip Whalen, and Gary Snyder to read alongside him. Jack
Kerouac, too shy to take the stage, spent the evening passing gallons of cheap California wine
among the poets and audience. Michael McClure, who had moved to San Francisco in 1952,
remembered asking Lamantia in one of their first conversations where he could find more works by
Artaud. That night, McClure read his own poems, including For the Death of 100 Whales, inspired by
the senseless slaughter of whales by bored NATO soldiers in Iceland, and POINT LOBOS: ANIMISM,
written in response to Artaud’s declaration: “It is no longer possible for the miracle not to burst forth. »
McClure replied in his poem: “It is possible, my friend /.../ This talk of miracles!”



Philip Lamantia begins his reading by immediately renouncing the idea of presenting one of his own
texts. Instead, he decides to read Journey to the End, a piece written by and in honor of John
Hoffman, his friend—a young surrealist poet found dead on a Mexican beach, a "suicide of society,"
like many young Beats who sought to transcend the limits of body and mind.

Around 11 b.m., with all the participants already slightly tipsy from the cheap wine provided by
Kerouac, it’s Allen’s turn to read Howl. Also drunk, Allen delivers his performance, punctuating
each line with Jack’s encouraging shouts of ° “Go!” The spectators, equally intoxicated by the
atmosphere and Allen’s words, echo the cries in a growing chorus. His reading lasts about twelve
minutes, and when he finishes, Ginsberg bursts into tears, his gaze meeting Kenneth Rexroth’s, who
is also wiping away tears of joy. The audience erupts into frenzied applause, everyone sensing that
something monumental has just occurred—even if most couldn’t articulate the spirits lingering in
the air. A liberating bomb had detonated! Allen Ginsberg had found his voice—a powerful poetry
that grips the soul and transports listeners to a new world, one free of lies, where madness and
death, asylums and prisons, are confronted head-on. It’s a world of men embracing and more, a
world of the hallucinated and the lost, where you can take drugs or slit your veins—a world that is
total, raw, and intense. An Artaudian world?

A few months later, Allen Ginsberg would repeat his reading of Howl in a small cabin in Hollywood,
this time in the presence of Anais Nin, who had personally known, admired, and deeply loved
Artaud in the 1930s—even though their first night together had been a failure. Artaud, ravaged by
his opium use, had been unable to make love to her. After attending the Howl reading, Anais Nin
would write in her Journal 1934-1939 that Ginsberg’s performance had "a wild power. At times, it
sounded like animal howls. It reminded me of Artaud’s mad lecture at the Sorbonne.” Yet, she
criticized the Beats for fetishizing Artaud. “They only love his madness and his drug use. They know
nothing of the seven volumes of collected works he wrote. Artaud would have repudiated them,” she
confided to her journal. Kenneth Rexroth, a recognized and widely respected pacifist anarchist,
thought Artaud’s true place would have been with them, on the West Coast of the United States. But
were they speaking of the same Artaud? No, of course not! Anais remembered the genius beside
whom she strolled through 1930s Paris, her head gently resting on his shoulder, while Rexroth, the
libertarian poet, envisioned the rebellious Artaud reading Surrealism and Revolution in Mexico or
taking peyote with the Tarahumara Indians. The world had changed; Artaud had been adopted by
the Beat poets, and the revolution was only beginning.

Thus, the first chapter of the history of the Beat Generation was written. The term, attributed to
Jack Kerouac—then a virtually unknown writer who had only published The Town and the City
(Before On the road) to little success—was first used in November 1952 by essayist and novelist John
Clellon Holmes in a New York Times article titled “This is the Beat Generation.” According to
Holmes, it implied “a feeling of being raw, a kind of nakedness of the mind and, ultimately, of the
soul.” Deeper discussions about the Beat Generation would not truly begin until 1957, when the
obscenity trial against Howl was in full swing and Jack Kerouac’s On the Road had been published in
tlﬁe Unitelc(l States. The Beat poets would use these moments to expand their influence and promote
their works.



One might naturally wonder what might have happened had Carl Solomon not attended Antonin
Artaud's performance in Paris and subsequently entered the psychiatric asylum where he met Allen
Ginsberg. Without Carl, there would have been no Howl, and without Howl, no obscenity trial, and
thus no resulting publicity. Without Carl and his connections—without his publication of Junkie and
the $500 advance from ACE Books to Jack Kerouac—would Allen have had the energy to persevere, to
champion his friends' work, and to pursue his dream? What would have become of William S.
Burroughs’ literary career without Allen's indispensable guidance in shaping and publishing his
seminal book, Naked Lunch?

So, without Carl, would there have been no Ginsberg, no Burroughs, no Beat Generation? No, I don’t
believe so. History doesn’t stop, poetry doesn’t stop, and spiritual revolutions don’t stop. Madmen,
poets, and visionaries don’t simply halt, as long as they don’t lose hope, surrender entirely to
addiction, or succumb to despair. Yet, it’s worth pondering whether Carl Solomon’s meeting with
Antonin Artaud was, for the Beat Generation, akin to that famed butterfly effect of chaos theory.

In 1957, Ginsberg embarked with his lover, Peter Orlovsky, on a Yugoslav cargo ship bound for
Morocco, where they planned to meet William Burroughs, who had been living there for several
years, attempting to ‘purge himself once and for all of his Western education.” Ginsberg and
Kerouac collaborated with Burroughs to organize and shape his creative chaos into the finalized
Naked Lunch. Later, Ginsberg, Orlovsky, and Gregory Corso crossed the Mediterranean to Paris,
settling in a nameless one-dollar-a- night hotel at 9 rue Git-le-Cceur in the Latin Quarter—Ilater
immortalized as the legendary Beat Hotel.

Rather than spending his days in trendy cafés, Allen roamed Parisian cemeteries. He left his Fleurs
du Mal on Baudelaire’s grave and meditated at the tomb of Jacques Rigaut—a Dadaist and heavy
drug user who had lived in New York before returning to France, where he ultimately ended his life.
Allen visited Pére Lachaise cemetery, seeking the grave of Guillaume Apollinaire, the Polish-born
creator of Surrealism, and even dedicated a poem to him: At Apollinaire’s Grave. “I’ve eaten the blue
carrots you sent from the grave and Van Gogh’s ear and Artaud’s manic peyote, and I will walk
through the streets of New York in the black cloak of French poetry.”

In Paris, Ginsberg began writing Kaddish, a funeral lament for his mother Naomi, inspired in part by
André Breton’s Union libre. It was here, too, that Allen sought Artaud’s ghost—and found him. One
evening, during a literary reading, Ginsberg, Burroughs, and Corso—on the hunt for hashish—
approached a young man they hoped might assist them. By sheer luck, this young man was Jean-
Jacques Lebel, who had grown up in New York surrounded by André Breton, Marcel Duchamp, Max
Ernst, and other European exiles. Lebel guided them to an Arab café in the Latin Quarter, where
even the house dog was stoned, and quickly became their friend. Fascinated by Artaud, Lebel
introduced the Americans to his legendary radio play, To Have Done with the Judgment of God,
recorded months before Artaud's death with Maria Casarés, Roger Blin, and Paule Thévenin,
accompanied by percussion instruments, gongs, and haunting screams. The work, censored for years
by the French state, had been illicitly preserved by Lebel, who played it for his companions.

That night, seated on the floor around a tape recorder, high and captivated, the group listened to
the otherworldly sounds—a torrent of screams and sonic explosions they couldn’t fully grasp but
which transcended them. It was an unforgettable encounter with Artaud’s spirit, vibrating through
time and space.



Ginsberg, perhaps a bit less stoned than the others—or simply more discerning—requests to hear the
tape again. It’s then that Jean-Jacques realizes he’s played it backwards. Correcting his mistake, he
replays it. Artaud’s voice thus enchants them anew, but this time, it stirs entirely different regions
of their minds. It’s in this moment that Ginsberg hears, for the first time, the voice Carl Solomon
had so often praised and mimicked—a voice that has continued to hover above the heads of poets
ever since.

Utterly mesmerized, Allen makes several copies and sends them to his American friends, including
Michael McClure. McClure shares it with Lawrence Ferlinghetti, Philip Lamantia, and a few other
San Francisco eccentrics. After hearing this historic recording, McClure is said to have been inspired
to write his Ghost Tantras, a collection largely composed in “beast language.” He also gives a copy to
Gerd Stern, who uses Artaud’s howls one evening as the backdrop for a Timothy Leary lecture. LeRoi
Jones also receives this legendary recording of Antonin Artaud, the French author who, alongside
Jean Genet, had deeply influenced him.

In 1965, Le Monde, critiquing Jones’s plays The Slave and The Toilet, remarked: “The art of cruelty
recommended by Artaud seems like a pleasant intellectual exercise compared to the visceral cries of hatred
emitted by the Black Theater that has recently emerged in Harlem, of which these plays are the first
echoes.” This review was further proof, if any were needed, of Artaud’s visionary legacy—and of
Amiri Baraka gthe African name LeRoi Jones adopted in 1965 after Malcolm X’s assassination),
whose call for “poems that kill” made him a fitting recipient of this legendary recording.

The publication of On the Road and The Dharma Bums by Jack Kerouac would inspire thousands of
young people in the 1960s to seek their own paths to beatitude. Ginsberg transformed into a hippie,
chanting Hare Krishna, while Artaud’s influence extended to rock musicians like Jim Morrison,
David Bowie, and Iggy Pop. Later, Patti Smith, the “Godmother of Punk,” would merge her voice
with the primal sounds of the Sierra Tarahumara in her musical project The Peyote Dance, dedicated
to Artaud. Meanwhile, Burroughs distanced himself from the Beat Generation, ultimately regarding
it as more of a sociological phenomenon than a literary movement.

To conclude this story tied to Carl Solomon: Claude Pélieu—a young French Beat poet and translator
of William Burroughs, who honored Carl in his poem L.S.D. 25 by dubbing him “Carl the Momo”—
summarized his thoughts on the cut-up method in Le Tout ¢ca d’un instant with this line: *“In the
beginning was the Beat Generation. The beginning of what, jerk? ... Because in the beginning, it was
in the air and in the minds of a few”—*the Hashishins, Rimbaud, Artaud, Dada, Isou, and others like
Pélieu, Trocchi, Lebel, Boris Vian, and the Pataphysicians.






I was born in 1952 in Caen. After a peaceful childhood in a small Norman village of 300 inhabitants, I
spent several years by the sea in Granville. At the age of 13, a serious accident involving the police
and the French army—whose role in the incident was particularly questionable—left an indelible
mark on the rest of my youth and, undoubtedly, my life. One day, I will likely write a book about this
event and its consequences, perhaps in the form of a political thriller. It is very likely to become one
of my future projects.

After recovering from the accident, I returned to Caen, where I found inspiration in Dada and the
surrealists, Henry Miller and Boris Vian, the films of Fellini and Pasolini, the magazine Actuel, the
counter-culture of the Beat Generation, and, of course, Antonin Artaud, the May '68 revolt, and Lao
Tzu. During this time, I wrote several texts, which I distributed myself in the form of leaflets—some
of which even made their way into libertarian publications. In the late 1960s, inspired by the spirit of
Jack Kerouac, I left everything behind to live on the road for several years, traveling through Europe
anil1 (‘lfﬁrious lV{luslim countries in Asia Minor. This experience became the subject of my first book, On
Bu a's Head.

I immersed myself in the music of the legendary
festivals of the era: the Amougies Festival, featuring
Frank Zappa, Soft Machine, Pink Floyd, Gong, and Sun
Ra, and the Isle of Wight Festival, showcasing Hendrix,
The Doors, Leonard Cohen, Donovan, and Richie
Havens - who closed the festival with the evocative
sounds of Freedom. Those years were also a time of
experimentation: hashish, LSD, opium,
amphetamines... but never heroin, whose devastating
impact on so many lives I witnessed helplessly.

Hommage a Antonin Artaud

Upon my return from Asia in 1972, I left France to et a la Beat Generation

avoid military service and sought refuge in Germany.
There, I had to learn not only the language but also
immerse myself in German culture to establish roots.
Returning to France was unthinkable without risking
imprisonment, and Switzerland - where my best
friend, who had accompanied me to Asia, was living -
was off-limits due to a territorial ban (an episode
recounted in Sur la téte de Bouddha). My only option
was to integrate into this Germanic world, which I had
already begun to appreciate during my earlier travels.

Pierrick Dufray




In Germany, I built a family, joined pacifist and Third World movements, and filed a request
for political asylum, which was ultimately rejected by the authorities. I narrowly avoided
extradition and struggled to support my growing family, which was blessed by the arrival of
two wonderful boys. Overwhelmed by life’s responsibilities, I wrote less and less, to the point
of partially losing my fluency in French. As the French say, C’est la vie.

A few years ago, I revisited my old texts, which I had carefully preserved, with the intention
of transforming them into something more ambitious. I reworked them, alternating between
French and German, navigating the nuances of both languages. In 2022, I published my first
book in French, Sur la téte de Bouddha, along with its German version, Auf Buddhas Kopf.
The idea for writing Hommage a Antonin Artaud et a la Beat Generation, my second book,
came as I rediscovered scattered texts and poems jotted down in an old school notebook. This
led me on a journey inspired by Artaud le Momo and other visionaries.

My current projects include the German version of Hommage a Antonin Artaud et a la Beat
Generation, which will go beyond a simple translation. I intend to incorporate German Beats
and their East German counterparts, who are often overlooked. Another project, which has
been evolving slowly over the past year, is titled Bamiyan, the Divine Valley. This work will
trace the history of a mythical valley in the heart of Afghanistan, traversed by Alexander the
Great, Greco-Buddhist kings, and Gandhara artists, before its devastation by Genghis Khan.
Known for its monumental Buddhas, this valley was disfigured by the Taliban, yet its story
remains profoundly compelling.

Pierrick Dufray
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"l SAW THE BEST MINDS OF MY GENERATiON DES'I'R[IYED BY MADNESS, STARVING
HYSTERiCAL NAKED, DRAGGING THEMSELVES THROUGH THE NEGRO STREETS AT
DAWN LOOKIiNG FOR AN ANGRY FiX, ANGELHEADED HiPSTERS BURNIiNG 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 F 7 L i

N F -

“AH, CARL, WHILE YOU ARE NOT SAFE | IIN Nl]'l' 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 ViBRATIiNG 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 iINTELLiGENT 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 PUTTIiNG 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
AMERIiCA’S NAKED MiND FOR LOVE iNTO AN ELi ELi LAMMA LAMMA SABACTHANi
SAXOPHONE CRY THAT SHiVERED THE CiTiES DOWN TO THE LAST RADi0 WiTH THE
ABSOLUTE HEART OF THE POEM OF LiFE BUTCHERED OUT OF THEiR OWN BODIiES
GOOD TO EAT A THOUSAND YEARS.”
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CARL SOLOMON! I'M WiTH YOU iN ROCKLAND
WHERE YOU'RE MADDER THAN | 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 WRIiTERS ON THE SAME DREADFUL TYPEMRITER ! (...)

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 CATATONIiC PiANO THE SOUL iS iNNOCENT AND
iIMMORTAL iT SHOULD NEVER DiE UNGODLY iN AN ARMED MADHOUSE !

I'M WiTH YOU iN ROCKLAND
WHERE FiFTY MORE SHOCKS WilLL 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 !
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Ilios Chailly

ARTAUD AND DYLAN: THE INUISIBLE 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."



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 her1tage'7 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
Gmsberg 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
Varese, 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.




KATONAS ASHIS



The ghilo ophical ideas of Antonin Artaud
in BOb Dylan's songs :

1. Nothing is fixed in life; change is a constant to which one must adapt. To be
cultured is to burn forms in order to embrace life.

Bob Dylan: The Times They Are A-Changin / Artaud: The Theatre and Culture.

2. The horror of war and its truth are neither found in books nor in televised
debates. They reside in the breath of the wind, and if ignored, they will explode in
your face like a plague bomb.

Bob Dylan: Blowin’ in the Wind / Artaud: Theatre and the Plague.

3. Power is often a masquerade, emptied of meaning and a source of destruction.
Bob Dylan: Masters of War / Artaud: The True Story of Artaud the Momo.

4. Modern consumer society drives deep alienation.
BBob Dylan: It’s Alright, Ma / Artaud: To Have Done with the Judgment of God.

5. Love, in its purity, transcends existence and human suffering.
Bob Dylan: Shelter from the Storm / Artaud: Letters to Anie Besnard.

6. Society's complicity in injustice.

Bob Dylan: Hurricane / Artaud: Van Gogh: The Man Suicided by Society.

7. Spirituality and the quest for transcendence.
Bob Dylan: Knockin’ on Heaven’s Door / Artaud: Heliogabalus: The Crowned Anarchist.

8. The dispossession of everything reveals a raw truth about the human
condition.

Bob Dylan: Like a Rolling Stone / Artaud: The New Revelations of Being.

9. Life is often bewildering, absurd, and inexplicable; one must decondition
oneself from enchantments and embrace this incomprehension.

Bob Dylan: Ballad of a Thin Man / Artaud: Henchmen and Suppliciations.

Of course, this is a matter of personal perception, but I see the connections.



Marc¢c Chalosse
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ARTRAUD ROCK

Artaud Rock. I discovered Rock music around the same time I discovered Artaud. Fourteen
' ‘old-?Foutteen years old. I'd already been listening to Rock for a while—The Strokes,
‘heé; White Stripes, Franz Ferdinand, and the like. But discovering the Spirit of
ock miething else entirely. It gave shape to our rebellion against all forms of

autho he) parent, the teacher, the cop, the judge, the politician, the doctor, the
\ ph}lbs " heI; Jdn'short: the Adult. We wanted to overturn everything. They all had to go.

€ "'.e? fs old. That was also when I started singing and writing songs. I’d been writing

since, I‘)Nas nine, but now I began reciting the poems of others by the dozen. Among
; WOfk$£ I was drawn to La Nuit Opére: "Dans les outres des draps gonflés / ou la nuit
- ‘entiére .esplre .." And Priére:"Ah donne-nous des cranes de braises. / Des cranes briilés aux
. Q\?lél ."I devoured passages from his prose works too: Héliogabale and Van Gogh.

e 115 old. Declaring these poems out loud had as much impact—if not more—than
hese) words and rhythms became the soundtrack to our adventures. Our charges
Ourrdives into clubs. Our revels in parks. Our feasts in forests. Our road trips

any ‘and beyond. Ethylic dawns. Ecstatic noons. Lysergic midnights. All paced by
a hundred poems. Pairing epic deeds with verse might just be the dream of

5 ;pld And then there was the music. Everyone belonged to a school, a tribe of
vith its totem spirit. Every group of teenagers worshipped their idols. 'And everﬁ
ought its vision of the world, its method of resistance, its style of life— throuﬁ
;' ‘compassionate Lonely People of The Beatles. Lennon’s utopian Youhou. T
‘Break on Through of The Doors. Cobain’s tormented Nirvana. Brian Warner’s
H rist Superstar. Each Rock star radiated a model to follow. Tell me what you
! 1 tell you who you hate.

- fifng parallels between certain Rock stars and the so-called Western Shamans—
‘ he, Rimbaud, Céline, and Artaud. These were the first heroes of my
«The first guldes through my labyrinth. What they shared was a desire to
7 of transmute Western civilization itself. They replaced my earlier idols: the three

triple-A hei es—Achilles, Alexander, Arthur. For when antique heroism is no longer
/\ p0331b1e, Qne

rns to mystical odysseys, to visionary conquests.

And Artaud was one of those heroes of vision.
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Ar"%aud Réck ! The common thread betweenArtaud and Rock first and’foremost it’s the Cry., N
- What poet knows how to scream better than he does? I mean: &)hysma ly scream, /ﬁut also;
- what poet has screamed more than he has? From the theater to the’ radlo, through /th big §
.- screen, and the atrocities of insane asylums; from that stormy young man’s’ han'dsome face to o
' . that final convulsive, toothless, witch-like countenance: sometimes it feels like thls man isa”
““cry. A cry that donned a hundred costumes to be able to emerge. hatemlght be: the meaning -
of the famous “Burn forms to gain life.” And this almost metaphyslcal\rage mlght be enough«
 to/justify the phrase: Artaud Rock.’ A

o ‘/ "\, ~A !
, 'OROBORO: It’s true that you sometimes find elements of rock performances in: TA& “IE
- and| Its Double. People have occas1onally told me that there’s something .of Artaud in our ,4;\
roc ncerts It’s hard to say. But I can give an example: Circus Imperator. I created thls\ track(
while thinking, among other things, of the four main mad emperors of Rome:' Gallgula,/N éro, |,
~ Commodus, Elagabalus. These four tyrants are, in a sense, prophets of the West: Th y’ '
~ embodied, to the extreme) what we now call the star system. A d1st{‘1butlon \ Caesar l
' Cahgula in the "living god" category, Nero in the "artist” category, Commi modu s\m tlib
ladiator” category, Elagabalus in the "magician" category. On stage,I rlng these chard 8§~
ack to the surface in a wave of Roman cruelty. i f
day :
\r

v\ oA ¢

EHAOS Our first album takes us through the history of the W\est fr(;@ts origins tcz;
/The question it asks is: in what state do we return from this journey through time? We go
through the Greek Bacchant‘es, the Roman empefors,, the rth/urlan ma 1c1ar{s, carnNal.‘
p‘rocessmns, witch sabbaths, and so on. I had even writtenfour other songs't at/weré cut Hue T

- to lack of space: one on the healing kings, one on/tlfGnostlcs, one on the Alche,mlsts,«and 14

ohe on the Adamltes In other words, we summarize Western history, but/from Ats! carnlv?ﬂ 0
perspectlve \ % \¥.

" HELLS : Our second album tak s us through the contemporary hell)to i s\deepes deptlfs' ’l?he

quesflo'/n it asks is: in what state do we return from this journey into the, darknes 2 The wi rld \
\}\has turned upside down: heresy is in power, the \carnival is crowned. | verﬁ)ne des1res this ¢

1nf1h1te festival, without realizing they are celebrating a feast of/ the dead. That th he 5.

‘apo lypse has already hap ernéd And that the West is in the mldst \an 1inm1nent death - |.

> experience.- Carnlval on the surface,\Halloween in truth. Our time 1n\a sentence In other )%

. words, we summatrize ur era, but f\i;om its Halloweerylke perspe’ctlve P \‘(, = -

o
-

Thel universe is like a \torque, sw1ng1 ﬁ “from oné extreme to the other. Rock l‘sf 1m”lar it
“oscillates. It lives in its révolt against the entire culture. Agamst all established . 1nher1"ted='
order Its/formula could almost be: against ei‘ze,, thing, no matter what.. Bup\ if its own_values
become w1despread and domlnant, then .it become accs:l[)table, 1nst1tut10na11zed thus
” inefféective, and above all harmless \And ultlmdtelfr /dev1ta zed Like peetry: it becomes’ | /
_powerless because it has tri mphed, It 1s\_o ysolete and without 9‘pponemt siirvwmg only 3s
{ arelic, Hence the strange rumor that whispefs that Rock died i 1n 69, Sixty-nine: erotic year.
_And the moment of its climax.-Woodstock for the Utopian: a beautiful dream, but ong that ‘E
*/sl'(ows a crowd dissolving into the L1ml)d ; and reyeals that rock lover ultimately d or'rly &
quietism and atdraxia. Altamont for' the Tragic: ax 1ghtm re that, sliows4a bar a’rlc ‘ss, 1n
: Tartarus\ and reveals tha‘t rock violence is ltn"nat y just a attltuﬂ/é' a Pose oy Y , _,,/
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” And perhaps the same issue applies to Artaud. Certalrily, he was a orerunner of seyeral
\ temporary forms. But Artaud among the Tarahumaras? That i levitably leads/ the ¥
) ‘Tourlst on Ayahuasca. Artaud through Peyo‘te, then Tarot, then the Driiid, then Chf’ 1st Stheﬁ ~
- Mémo, /and so on. At worst, it devolves into the kind of grand style cavnrval Nietzsche wa ned
~about; at best, it aligns with the ethos of chaos magicians, who treat behe‘l'] sy/’stem as

temporary tools — an idea I drew 1nsp1ratlon from for our first album; /. Ll Yoy "“*;aj

Artaud the theater theorist gave rise to everything that followed: fro\fh ‘the L1471ng Theate to e
theater therapy, from the Panic Movement to Psychomagic, passing t rougH Grotowskl
— 'arrl,x/lng at today’s New Clown. My favorite? Typhus Bronx. As for the illuminated 1ma§1 i ﬁs\

, il Artaud in Ireland and other Grail-crazed fanatics — I encounter thelr ilk daily“in’ I

- Brocéliande Forest, where my family has lived for centuries. And. yet, none of it séems to b A
/ regenerating the West. Not to mention Artaud the cursed poet... Ultimately, fthoﬁgh there’s i
nothing here that constltutes a true counterculture. Nothing co cluslve Nothlﬂg‘f(partu)iila ly N
dangerous. | . _ : M VAN Q, '

I understand the disgust th\at an Artaudlan evokes for Artaud, just as a R1mbald1a doﬁs f .
Rimbaud, a Nietzschean for' Nietzsche, a Freudian for Freud, or a Jungian for/f]ﬁﬁg o«
vt‘inderstand that a tree isn’t judged by its fruits, nor an atroc1ﬁy by its n01ses F'when b
systematic refusal hardens into a system, when total rebellion becomes iotalrtérlan, 1ﬁ9s/6ver' [
eliogabalus has won, and his Inversion reigns. Surrealism wa owed in’ de auc e\ 1%“\‘
'decades. Even if Roger Gilbert-Lecomte ended in drugs and Reneé- aumal uccumbed to/ ﬁ
guru, Le Grand Jeu at least had the elegance to die young and the ch\arm of avnfg no v1sr{nle %

~ heirs. \ , / { -/ ~. :

And Artaud? He no longer 1nsl51res anything-that measures up. Measﬁre ﬁ[ﬁ“to th”e(Shock h\b A
sought Measures up to the El ctroshock he endured. Cut. Artaud is no longer Rock, because‘ N4

. Rock- is no longer Artaud. ud is no longer my hero. Nelther her hor hrsxttrlbe /:[‘helr 7

‘ cg‘rrcerns/are/no longer mine. So I attempt to speak of them — if not w \ih eleva 1on,uthe at .
/least with distance. I speak from Brittany, a land where Celtlc/antlhmty/\l‘hﬁg/ers fai tly, ‘
though clouded by Romanmcrs tainted by Esotericism, gahg‘fened by Nationalism, and\;
debased by Freemasonry. Yet I've always felt an affinlty for the Ancient Bards — those Celtic’ A
poe’ts\who pra(ised heroes and sat rized cowards. It is another set of qu stions T NOW ralsﬁf Rt
through writing and mﬁ/{ sic. Ouest\lo s that might !\ead us too fdr from \rtaudwRog Lét’s /
»-mov on. ' / o R A "‘;{/

\ .

e

- “traces of the Father of all Celts, the God of the’ Urﬁlerwbrld whom Caesar called Dis Pater. But -
Celtlsm Druidism, and Bardism presented a/ cult Tture he could neither digest nor regufgltate
* No vlrrltmgs remain from his Irish- advehtureﬁ— faﬂed ne tobe sure. B / ( S ¢

Letus not forget that he “ ent mad in the same ‘year as Geﬁne 193 /Celln th Breton of f
{ Paris who lived in Renrres,l called hlm lf \a Celt\ic Bard and /tl‘l to resurrect e1t1c e 1{/
o poetry Where Artaud stumbled on the (-‘:\1 Christian stratum of Celtlsm,j Céline transk u/n; ed his (‘E
o Bardism into antl/ Semitism.|Of their meet,ln%jfa dinner with their, publisher just before. .

J ‘ i
. One observatlon might’ smll be wortﬁ notlng Artaud came a Hammer in Irelan FHe sought,? 3
)

"'/ their mutual implosion — w remember one thin rtaud,mad ehhe confess.that, ‘e@plte ,‘
. - being a man of\anger, he Ioved life. The1r fihal/(halo e One end \up in an: asyf m, /the other -

rln pl‘lSOn - \k \/\ . /Yg/( >\\ { Y \/:‘ /'n/{/ ’ &/\ / . N "}/l: M
v (' /// ‘\xZ ) ’( - .l ;7 '/:w . N \/ . ? /A’
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" And her I 1nvoke one of our Breton poets a figure at’ tlmes strlklngzy s1m11ar to A aud*

~ Afmand %Xobln A peasant poet, a translato ¢ fluent in twenty langlééges, an antl -Sta 1nlst

. cr1t1c of pro J)aganda, an anarchist com anion of Georges Brassens, and ‘a man tlm elig

 met his end, beaten to death in' a police station. Robin authored what migh be the' nlost

~ bardic collection of the 20th century, La Fausse Parole, and arguably its- mos% Al taud n” 1 -

. _work. In it, propaganda is depicted as a form of rationalized witchcraft—a colgssal nterp ;se~ .
< of, totalitarian enchantment and planetary psychophagy. ThrougH thls,., Robln 1naugurat, sa.

k1ndfof metaphysical satire. , AN ‘

‘ &j

—". Our Album and concerts conclude with Parodie Perdue, a piece ‘tha percelves ‘the unlvei;séxa a\{ v
vastfarce. Artaud, too, inscribed himself into this millennial lineage—a vision of the'world A8

. one/great gag. Durlng the tnree happiest days of his life, in the midst of a peyote ti“ip with'the 4
¢ Tarahumaras, life revealed itself to him as a ceaseless factory of Lcreatlon, with hflimor as
ultimate key. ) IS AR

A

Pe sonally, I've kept from rtaud everything Antique—the idea of the Reign of C@ueft —hnu '
refected everything Romantic, such as the yearning for a Return to Unity. Yet, Ive pres :

Ar\taud who resonates with me the most: the one who returned-fror om [the asylum

o‘f organic writings such as Su pots et Suppliciations and Van’G/ h, le »‘su1c1de de la'soc fete el

- Artaud censored on the radio.,The Artaud barred | from his o tribute evevﬁnf The one who
sought to revive the Theater of Cruelty. Thatcry, shattered into fragmé\;the‘t gatherlng 1tse]f /

'mto ten thousand forms, a %{uaﬁ:sés to be forgotten. \

“Ta mla(chj_ldﬁf the *90s and a'teenager of the 2000s—a generatlbn m {<ed by }the Inte%nét

g, and partying, the Fall of the Berlin Wall and the ftise bf; a -united ‘Europe, -
transhumanlsm and ecological &oncerns, terrorlsrn and fest1v1ty, the reign of rap and efeét\m,
&\woklsm and COVID, networks \a*nd the Metaverse. We are a 'generation ca\ught between\s ‘.
i utbplas and reactlons Born not just atheist, without God, but atout (a ﬂun in French meanmg o,
= "wi out\everythlng "), vithout én?thlng—we are left w1th everythlng ‘to cr1t1c1ze and |,
eve hing to rebuild v L \/-. Nt 7.

G =~

what is Classical in him despite everything: the “Athlete of the Heart” 1dea1 or. ‘inst c" P

nd, of course, I cherish the Epic quality of his life, even though it largely s étem o

inystlcal quest. To me, Artaud is neither irrational nor anarchlstlc At bes%;h iS¢ fgg o
igure. Gravely ill, he descended into chaos only to rise stronger, shaping Horfo t into ’ih}e 1 \

ate’ f

he auth/o Y

'Still, there are personal reasgns why I continue to hold Artaud in such regare¢ y

S— \ )

e
| Artaud is dead. Rock is dead Yet both-Artaud and kock had. everythlng to reb d(And S0 f
— here we are. A w1nter“‘m(fht “that", refuses to erid. I'm s1ck'Ton1ght there S" COncertv

x‘.

J
i
4
Everyth1n§ feels wrong And yet, we go on agamﬁt all odds. A7, _ , //\ , . ,‘,«,; o
I N A )
/ S 1
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ETHILIEL GAUTIER
Batteur

Oroboro, quatuor de rock sombre et sauvage, est né du chaos
d’une nuit armoricaine et des insomnies créatives de Pierre
Kerroc’h en 2021, avant de prendre forme dans les rues
bouillonnantes de Rennes. Ce groupe balance des riffs
électriques, des mélodies entétantes et des textes bardiques
taillés dans la révolte et la poésie. Entre la rage de Muse, la
transe électro de Daft Punk et I’ame celte des bardes
bretons, Oroboro déchaine les scenes et séme sa furie
musicale de festivals en clips envotitants. En route vers leur
premier EP en 2025, ils embarquent le public dans un voyage

au verso des choses, ou le rock devient rituel.

STEPHANE LAMOUR
Guitariste

PIERRE KERROC'H
Chanteur - Compositeur

« Qroboro, cquatuor rennais, au confluent d’'un rock
sauvage et d'une transe celtique contagicuse, nous
transporte dans son univers délirant, sulfureux et
savourcusement chaotique. »

- Lustédlive

https://www.youtube.com/2oroborofficiel

«Allume-toi jusqu'au chaos
Et bats ton rythme jusqu'au c¢haos.»

TRISTAN PAWLAK

Bassiste

] . HP 2\ -1 3
Shaman en Mania oroboro.officiel2gmail.com
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« Cette ville ¢"est 1"asile a ciel ouvert
£t ses délires ¢a reste un mystére

Mais moi je sais ¢e que ¢’est. »

Parodie Perdue

« Je veux que ¢a hurle je veux
que ¢a saigne. Je fais des
allers-retours dans l'aréne. Je
veux des séismes et je veux la
peste. Pour hanter tes réves
jamais je m'arréte.»

Circus Imperator
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Embark on a Journeyi into the heart of

.. darkness with MERRIMACK and experience the

enigmatic power radiating from  the
atmospheric depths of French black metal. Of
- Grace and Gravity dares to challenge the
" fabric of readlity, exploring the dichotomy
between partial truths and divine particles.
This album heralds a return to the primal
Luciferian revolt, resonating with Antonin
, Artaud’s haunting declaration: "We are the
microbes of God."
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Born in 1985, Francois Audouy delves into music
and poetry in his literary work. His publications
include Brighton Rock(s) (2011) and Les Harmonies
(2020), which explore the musical universe, as well
as Antonin Artaud, le sur-vivant(2016), a poetic
immersion into Artaud's thought and resilience.

He is also the translator of Artaud's unpublished
texts into English, released in the United Kingdom

by Bloomsbury. With numerous literary projects
. underway, he continues to expand his creative

endeavors and is set to fully design Issue 13 of the
journal Echo Antonin Artaud, scheduled for release
in May 2025.
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PNAGOMIE
rHEELLEMENT

My first question is as follows: In your essays, how do you
connect Artaud's thought with the contemporary mythologies of
rock? Do you think there are direct correspondences between
Artaud and the world of rock, particularly in their vision of iconic
figures and the revolts they embody?

Pacome Thiellement : To answer this question, I would say that, as a
principle, my essays navigate across various fields, encompassing very
different texts—be they cultural or intellectual. I might draw upon
mystical writings, elements of pop culture, or poetry. For me, figures
like Nerval, Rimbaud, Artaud, or Roger Gilbert-Lecomte embody a
prophetic and visionary voice.

INTERVIEW

From an early stage, I noticed the profound
influence of French poets such as
Baudelaire, Rimbaud, Artaud, and Genet on
the great artistic figures of rock and pop.
The history of their reception and the =
interplay of these influences is a topic that
fascinates me. I’'m unsure if such a history
exists, but if not, it is certainly a notable
omission. This is closely tied to the history
of how heretical writings influenced the
poets themselves, particularly those of the
'gnostics’ or 'Sans Roi' mentioned by Nerval
or Jarry—a subject for which a
comprehensive account of their reading and
application is similarly lacking.
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The influence of French visionary poets extends from Jim Morrison to David
Bowie. I'm also thinking of Soft Machine and Canterbury rock, inspired by
Alfred Jarry’s pataphysics—a term that even appears in the Beatles’ song
Maxwell’s Silver Hammer. Of course, there are also significant influences from
the Anglo-Saxon world, such as those of William Blake and Edgar Allan Poe.
Perhaps this is due to the impact of the Beatniks or art schools, as exemplified
by Pink Floyd.

What unites these visionary poets and rock artists, in my view, is a shared
desire to transform life—a spirit of revolt against the constraints imposed on
humanity. It’s a quest for something beyond, pursued through experimentation
with language, innovative forms of expression, and even drug use. For me, this
connection forms a coherent corpus. It begins with the Beatles and Bowie and
takes on a more defined shape in the 1980s with bands like Bauhaus, who
explicitly reference Artaud. This influence remains alive today in music that
fuses jazz, experimentation, contemporary styles, and rock—artists like John
Zorn, for example, who even invokes René Daumal.

I had the privilege of witnessing such experimentation firsthand when I invited
Jessika Kenney and Eyvind Kang to Bourges for a residency in 2014. During this
time, they set Antonin Artaud’s poem Faites le mal (“Do Evil”) to music. It was
an extraordmary experience: Hermine Karagheusz first read the text, and Jessika
then sang it, creating a deeply moving and unforgettable performance.

J Bang Bang Maxwell's
silver hammer came
s down upon his head J



When reading your essays, I sense that you often explore a concept that
might be described as "gnostic,” centered on the idea of "creative
disorder." In other words, the revelation or anamnesis of our true nature
seems to arise only after a deconditioning of the oppressive structures—
both mental and tangible—imposed by society and the powers that
sustain it. My questions are as follows: How can a revolution of
consciousness, expressed through literature or music, achieve genuine
effectiveness? How can the externalization of revolt and the messages
conveyed by these artistic creations contribute to creating a fairer and
better world?

Pacome Thiellement : I have no idea what could make the world a better
place, as I neither control the people nor the minds that govern it, and I lack
the means to directly influence others. However, I believe that, in the long run,
art and poetry hold the power to transform the expectations of certain
individuals who, by growing in number, can ultimately make a real difference.
Of course, every victory is inevitably followed by a new struggle.

For me, the only example we have of such a revolution is Jean-Jacques
Rousseau who, with a single gesture, transformed the world. This gesture—
until then unthmkable even unimaginable—was his refusal of King Louis XV's
pension. By dechmng the pension, Rousseau alienated the Enlightenment
thinkers of his time but simultaneously opened up a revolutionary field of
possibilities. In this act of refusal, he exposed the obsolescence of the
monarchy and, in an almost magical way, set the stage for the French
Revolution.

Nerval acknowledges this influence in Les Filles du feu (Angélique). Inspired by
Rousseau, Nerval sought to understand how, as a poet, it is possible to
transform the world. The opening of Sylv1e reflects on this idea. The
connection between politics and poetry in Nerval’s work is less pronounced
than in that of Lamartine or Victor Hugo; it is much more subtle, resembling a
butterfly effect—a delicate thread that, when pulled, can unravel an entire
system. This notion of a quest for the word capable of igniting a revolution of
the mind, and consequently of the world, also appears in the works of Rimbaud,
Artaud, Roger Gilbert-Lecomte, and certain figures in rock music.



In your personal and subjective opinion, if Artaud were to embody a
figure in rock, which artist or band do you think would best represent his
thoughts and philosophy, and why?

Pacome Thiellement : For me, the artist who most closely embodies the spirit
of Antonin Artaud is Captain Beefheart, due to his absolute creative freedom
and total disregard for any form of norm. The experimental processes behind
the composition of his albums, such as Trout Mask Replica (1969), are a striking
example of this.

To offer a more concrete glimpse into his compositional methods: he begins by
improvising on the piano, records these sketches on cassette, and then entrusts
them to his musicians to transcribe. During recording sessions, he sings
without using headphones, a practice that renders the process exceedingly
challenging, if not outright grueling.

Furthermore, like Artaud, Captain Beefheart is a multidisciplinary artist. His
paintings bear a strong resemblance to Artaud's, marked by their intensity and
singularity. He represents an extreme apex in the history of rock: a passionate
and untamable trajectory that still awaits full interpretation and
understanding.




As often, you skillfully weave subtle links between esotericism and pop
culture. In your opinion, how does rock music align with Artaud's
spiritual visions?

Pacome Thiellement : What immediately draws my attention to Artaud is the
concept of Doubles. I perceive a connection with John Lennon, who, like
Artaud, delved into realms where reality fractures, notably influenced by Lewis
Carroll. Artaud achieved something remarkable with his work on Through the
Looking-Glass: a passage he initially celebrated before later questioning.
Similarly, in popular culture and rock music, both Artaud and Lennon exhibit a
desire to generate variations on preexisting motifs, driving them to their
absolute extremes. Furthermore, Lennon was the first rock artist to explicitly
reference the "Gnostics," forging another link between visionary poets and the
world of rock.

From a less intellectual but more form-focused perspective—centered on
aesthetics or energy—if you were to imagine an artistic performance
inspired by Artaud, which elements of rock (artists, genres, or styles)
would you incorporate into it?

Pacome Thiellement : I believe that Captain Beefheart, Albert Ayler, and
Donny Hathaway each embody, in their own unique way, a purity comparable
to that of Artaud. Their performances demand extreme forms of expression—
irreducible, uncompromising, and stemming from a deeply personal artistic
necessity. Sadly, this kind of purity is exceedingly rare in the realm of rock,
where the majority of artists are creatures of compromise, much like in all other
art forms. Even subversive figures like David Bowie conform, to some extent, to
societal norms, including the pursuit of success. This is not a criticism, but an
observation.

Artaud, by contrast, strove to live a life without compromise. Like Roger
Gilbert-Lecomte and Colette Thomas, his existence defied conventional norms.
Was this a conscious choice or an existential necessity? I cannot say. What is
certain is that his life opened new doors of perception and revealed other
possibilities of being.



Pacome Thiellement, an essayist and filmmaker
born in 1975, has established himself as a
distinctive voice in French cultural criticism,
operating at the crossroads of philosophy, pop
culture, and mysticism. Profoundly influenced
by Antonin Artaud, Thiellement views him as a
radical thinker whose explorations of the
boundaries of consciousness and language align
with the libertarian and rebellious ethos of rock
music. To Thiellement, Artaud's work, much like
rock, embodies a quest for the absolute—a space
where the artist transcends conventions to
uncover deeper, more subversive truths.
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Pacome Thiellement




Pacome

Thiellement

Esotérique du rock
Cabala et autres textes

QUADRIGE

The legendary guitarist of Led Zeppelin,
Jimmy Page, has never concealed his
affinity for the mystical arts. In December
1970, he told Rock & Folk magazine: "For a
very long time, I have been studying magic.
It is a fascinating and deeply enriching
field. Everything I learn from my books or
from life finds its way into my music in one
form or another. In this sense, I share these
enrichments with others."

In this work, originally published by
Hoébeke in 2009, Pacome Thiellement
explores the band’s ties to the occult,
revealing how Led Zeppelin was conceived
as an esoteric project. Even today, the band
exerts an unparalleled influence on pop
culture. Here, Thiellement uncovers the
deeper reasons behind this enduring
fascination.

Priface
PHILIPPE MANGEUVRE
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David 1. Little
. Anne Waldman

Artaud in the Black Lodge is a contemporary rock-theater opera, with text by
Anne Waldman, that explores the imagined connections between Antonin
Artaud, William S. Burroughs, and David Lynch. Set in a space reminiscent
of the Bardo—where dreams and reality intertwine and demons are
confronted—the work delves into the suspension of time and the
communication between different planes of existence. Currently in
development with Beth Morrison Projects for Timur and The Dime
Museum, the Burroughs section was first performed on November 22, 2013,
at the BAM Harvey Theater as part of the Next Wave Festival, featuring
Timur Bekbosunov as William S. Burroughs.







Johnny Depp, Artaud et Jean-Michel Marcias
photographie de Ross Halfin

Johnny Depp stands out as one of the
most fervent admirers and collectors of
Antonin Artaud, nurturing a passion that
is both profound and visceral. Beyond
amassing rare objects and invaluable
manuscripts, Depp has delved into
Artaud's universe through his own artistic
expressions. He has created a series of
paintings dedicated to Artaud, aiming to
channel the fury and intensity that
pervade his work. For Depp, this passion
transcends  artistic admiration; it
embodies a deeply personal quest—an
exploration of the themes of creative
torment and defiance of convention. By
drawing inspiration from Artaud, Depp
honors a free spirit whose influence
continues to resonate profoundly in his
artistic journey.




"Artaud was the first to say, 'Fuck you. I won’t do what you tell me." He truly
embodied strength—the strength to question everything, to confront whatever
came his way. Because, you know, Artaud never compromised. He was always
exactly where he wanted to be. Even after enduring fifty-one electroshock
sessions for his so-called 'subversive thoughts,' he remained true to himself.

In his work, you find profound and powerful emotions, alongside elements I
personally don’t agree with at all. He was a provocateur—the first, in a sense, to
express what Rage A%ainst the Machine would later put into song: 'Fuck you. I
won’t do what you tell me.' It’s an extraordinary philosophy of life.

How did I discover him? Many years ago, someone handed me a book that had
once belonged to Jim Morrison. Inside, passages from Artaud’s writings were
underlined. That sparked my curiosity. So, I started reading him, and it was like
being struck by divine power. I felt an immediate connection; I deeply understood
what Artaud was saying.

Artaud managed to transcend himself without ever betraying who he was. He
pushed himself as far as he could go, to the point where Ke could barely stand
anymore. I believe his influence remains incredibly strong today, even amon
those who may not know his name. You can feel his presence everywhere: in roc
music—it’s unmistakable—but also in literature, poetry, and, I must add, in the
performances of some actors."

Johnny Depp by Johnny, Studio Magazine, No. 153, February 2000.




Rock band Les Pompiers

https://www.youtube.com/watch?v=ZidaKIR]5uw

After three years in the French National Education
system, Alain Besset resigned to devote himself
fully to theater, becoming the director of the Chok
Théatre. Since then, he has focused exclusively on
theater and music, notably with the alternative
rock band Les Pompiers, which he co-founded. In
2012, he wrote, directed, and performed the play
Moi, Antonin Artaud, j’ai donc a dire a la société
qu’elle est une pute, et une pute salement armeée....




Philippe Pascal, an emblematic figure of the Rennes rock
scene, made a lasting impact on French musical history as the
singer and lyricist of the post-punk band Marquis de Sade,
active from 1977 to 1981. The band's frequent references to
poets, particularly Antonin Artaud, lent it a distinctly literary
identity. However, in an interview with Libération on
September 15, 2017, Pascal clarified: “I was fascinated by
Antonin Artaud’s voice—I must have mentioned it once or twice—
but too many people assumed we aspired to be poets. Poetry
bored me. Frank and I, at least, agreed on that: this image of an
overly serious band annoyed us.”



The ECHO of a CRY

IN THE BEGiNNiNG WAS THE WORD...

But on September 4, 1896, it was a different kind of "

sound that shattered the silence: the first scream of
Antonin Artaud. From that instant, everything turned
into cries and chaos. The stifled cry of his sister
Germaine, who passed away six months after his birth.
Artaud’s screams as he fell down the stairs at the age
of four. The anguished outburst of his mother upon
hearing the doctors' grim verdict: meningitis. They
declared Artaud doomed, convinced he wouldn’t
survive. But he screamed, he fought, he refused to
yield. Each cry became an uppercut to death, a
defiance of the established order, a visceral rejection
of a world far too narrow for him.




Depressive crises, nervous breakdowns, economic turmoil—crisis after crisis,
everything collapses. Then the verdict is pronounced: hereditary syphilis. To
endure arsenic treatments, hard drugs become indispensable. One day, Artaud
becomes an actor. He roams the streets of Paris, rehearsing his roles like a man
possessed—shouting, gesticulating, frightening passersby. Artaud writes,
chaotically chronicling his crises, his unbearable suffering. He is prescribed
cries as poison, cries as narcotic. He is sacrificed: the 11v1ng man gives way to
the writer of cries. "A criminal,” some will say. "A writer,"” others will respond.

The first cry of pleasure comes with Génica. Then follow domestic quarrels,
cries of jealousy. Génica can no lon ger endure his shouting. And Artaud cries
out: "You know nothing of the mind, nothing of illness. You judge everything
by appearances. I—I know, don’t I"—my inner self; and when I scream at you,
there is nothing in me, nothing in what constitutes my being, that is not born
of a pre-existing evil, one preceding my will. (...) I can bear it no longer—I cry
out enough at you. Stop thinking with your sex and finally absorb life."

Then comes a sublime, silent, slowed-down cry of strangulation in his first
film, Fait divers, in 1924.

On January 29, 1924, Artaud sent his poem Cri to Jacques Riviére, and the echo
of that cry surged within him, embodying a surrealist revolt. Le Pése-nerfs is
nothing less than an extended cry—a clenched cry of despair, suffering, and
agony, striving to survive the crushing suffocation of an ill-constructed body. It
is the cry of anxieties, the cry of detoxification sessions. A cry of fury and rage,
seeking to dismantle everything that stifles the vital impulse, in order to
become solar once again. Ultimately, it is a cry that tears down the mask of
inner ills and words, allowing one to rediscover their authentic self, freed from
the internal tyranny of the other. A cry rejecting the other, so that "I" is no
longer another. A cry that transforms "I"... into a cry! "Neither my cry nor my
fever belongs to me,"” he writes in Fragments d’un journal d’enfer.



Position of Flesh is a Cry of Poetic Brutality: "These unformulated forces that
besiege me—one day my reason will have to welcome them; they will have to take
the place of lofty thought. These forces that, from outside, have the shape of a cry.”

In the Theatre of Cruelty, the cry reveals a raw vibration. What matters is not its
meaning, but its vibratory power. What’s essential is the intensity of the
actor’s cry in flames, not the literal reality of torment. It is a theatre that
shatters the voice and makes it tremble like a landscape. In The Theatre of the
Seraphim, Artaud seeks to explore the "cry of trampled revolt”—the one that
"instills fear in the noise of rage.”" "Nobody knows how to cry in Europe anymore,
and especially actors in a trance no longer know how to let out cries... Reduced to
abnormal throats, it’s no longer even an organ but a monstrous abstraction that
speaks: actors in France now only know how to talk," cries Artaud again.

A lecture at the Sorbonne on the plague, where Artaud cries. Michel Leiris, in A
cor et a cri, writes: "Feeling of a vertiginous hole suddenly dug in the flow of daily
minutes, the dreadful discomfort caused by Antonin Artaud (...) giving a sample of
theatrical cry—a shout emitted at full lung capacity and of a certain duration—
during a lecture delivered at the Sorbonne."

And then there are Artaud's cries 1n The Cenci. In issue No. 2 of the journal
Ecrit du Nord, René Daumal writes: "The cry, it’s Antonin Artaud who uttered it,
with The Cenci. (-..) For the Chinese, Hindus, Australians, Native Americans, ]ews—
for all peoples except ours—theatre is action before it is spectacle; sacred action,
meaning real knowledge, a way to connect with the present moment. The Hindus
say that the goal of theatre is to make one taste—that is, to know in the most
intimate sense—a state of being.” On May 12, 1935, the famous Colette writes in her
Journal about The Cenci:"Spectator, grind your teeth cry ‘To the shower!’, laugh,
leave the room slamming doors—otherwise, applaud wildly. If you stay until the
end, having hated, loathed, booed the play, admit that an experiment like Artaud’s
serves the theatre better than a neat little comedy that considers itself clever
because it took no risks."

Prophetic cries, apocalyptic cries in the streets of Dublin, which turn into
paranoid cries in Le Havre. The cries of psychiatric asylums. Then, in 1938, at
Ville-Evrard, the creation of the first gri-gri or cri-cri: word-cries slipped onto
small pieces of paper with which the inmates roll their cigarettes. Cries that go
up in smoke. But also audible cries—cries of exorcism against spells, to protect
oneself from the dictatorship of the other. I am no longer the other. I am a cry:
despair, anger, suffering, agony—to survive the crushing suffocation of social
prison. A cry of rage, of fury, to reclaim vital momentum, to deconstruct that
which oppresses.



Screams of anguish, destructive screams, roaring warrior cries, screams of
anxiety provoked by the looming threat of war. Screams of terror, crushed cries
of revolt, ecstatic screams, spasmodic cries brought on by electroshock.
Screams of abyssal dread, heartbreaking supplications erupting from the
depths of hell, screams wrenched from the soul for a meager mouthful of food
or a few precious drops of life-saving opium. Whip-like cracks of screams,
lashing the mind into exhaustion; healing screams, soothing cries that temper
pain. The soothmgi1 echo of Tarahumara songs, where the scream transforms
into breath, breath into song, and song into solace. Screams reverberating
through the recitations of Nerval’s poetry, where each word becomes an
otherworldly cry. Blazing screams, dazzling bursts of onomatopoeic flashes
inscribed in Artaud’s final notebooks, eruptions from a mind ablaze. And yet,
also mystical cries of exaltation - the jiji-cricri, those chant-cries sometimes
inscribed in Sanskrit, fragments of a soul where delirium transcends into
mysticism, and the scream transforms into prayer.

Then come the screams of the Ivry Pavilion. Blocked cries, Martaud-cries
erupting to relieve his torment and raise the vibratory density of his soul.
Toto-screams - constructions and deconstructions forged with hammer and
nails - aimed at tearing man from his bearings and uprooting the body from
imposed shackles. It was with these force-cries that Artaud shaped states of
trance in Jacques Prevel and Colette Thomas, opening doors of perception they
never knew existed: door-cries, where each beat echoed like a key to deeper,
darker, undiscovered realities.

And then erupted the forbidden cries of the radio broadcast To Have Done with
the Judgment of God: a defiant scream surging from the depths of Artaud’s
being, where he howls his revolt, his thirst to exist fully through flesh. A cry
that transforms his human tuning fork into an organ of fury. A cry that
shatters the tyranny of words and breaks our mental chains. Screams, sounds,
noises—forming active, visual, audible signs in space that destabilize and
liberate us from habit. A cry that deconditions, pulverizes beliefs, and makes
each person master of their destiny. Artaud and the theater of cruelty are
nothing but a scream! In his Revolutionary Messages, Artaud writes: “It is the
theater of human revolt that does not accept the law of fate; it is a theater filled
with screams—not of fear, but of rage, and beyond rage, of the sense of life’s
worth.” Screaming replaces arbitrary, false, polished, worldly language. It
silences everything in life that rings hollow. Dream-cries that devour illusions.
Screams that shatter the dream-cage in which we imprison ourselves.

Lucien de I’Ecrié
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Introduction: Artaud, Freaks and Beats

This article explores how Antonin Artaud's writings and the legacy of the Theatre of Cruelty
resonated within early 1980s post-punk and its Gothic and Industrial offshoots. By tracing a matrix
of Artaudian influence, this article establishes Artaud as a catalyst in the formation of the period
and various Avant Garde artists and groups engaged creatively with Artaud's legacy. To date there
have been useful instances of critical insight which help us to the Artaudian legacy in the post
punk and industrial scenes but this is an area which has largely gone unheeded. Both Simon
Reynold’s Rip it Up and Start Again, Post Punk 1978-1984, [1] and S. Alexander Reed’s Assimilate: A
Critical History of Industrial Music,[2] are particularly, however in framing and finding key points of
intersection between Artaud and the Post Punk moment. There has, however, been no sustained
study, however. It’s therefore the hope of this author that this article will come at the start of a
much wider critical and archival research project.

During the mid-1960s Artaud began to re-enter the (counter) cultural ether and imagination. This
renaissance of interest in Artaud and his writings was prompted by two major publications: the 1965
Artaud Anthology published by City Lights in San Francisco (and edited and in part translated by
Jack Hirschman - who had been Jim Morrison of The Doors tutor at UCLA) and later, in 1976,
Antonin Artaud, Selected Writings (edited and with an introduction by Susan Sontag). The City
Lights Bookshop actually began reviving a cultural interest in Artaud several years earlier through
its own close and influential relationship to the Beat movement In the latter half of the 1950s, City
Lights owner Lawrence Ferlinghetti had published Allen Ginsberg’s poem Howl after seeing him
perform the work at the Six Gallery in San Fransisco in 1955.

Ginsberg’s own pre-occupation with madness overlapped with Artaud’s own experience and
Ginsberg said of Artaud that “I had been fascinated by the thought and the poetry of the French
Maudite, anti-physical, mystical poet, Antonin Artaud, who had died toothless, and, it is said, mad,
in Paris in 1948, only seven years before our Six Gallery reading”.[3]

[1] Reynolds, Simon. Rip It Up and Start Again: Postpunk 1978-1984. (London: Faber & Faber, 2005)
[2] Reed, S Alexander. Assimilate: A Critical History of Industrial Music. (Oxford: OUP, 2019)
[3] The Allen Ginsberg Project, https://allenginsberg.org/2011/09/antonin-artaud/, Sept 4, 2011. Last Viewed: 10/12/2024
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https://en.wikipedia.org/wiki/Simon_Reynolds
https://en.wikipedia.org/wiki/Faber_%26_Faber
https://allenginsberg.org/2011/09/antonin-artaud/

Scholar Johanna Pawlick observes as well that “Ginsberg [and poet Mike McClure’s] contributions in
particular bore witness to the influence of Artaud and contributed further to the dissemination of
his modalities of revolt to a wider West Coast audience.”[4]

Both Artaud-based publications emerged and became culturally resonant at two interconnected and
co-incidental subcultural moments - during the “Freak scene” of the mid 1960s and at the birth of
Punk in both the UK and the US. Artaud scholar and author Stephen Barber has already provided a
detailed account of the genesis, and seismic influence of, the Artaud Anthology noting that it is
Artaud’s ‘poetry of the insurgent human body” dating from the last 22 months of Artaud’s life, that
comprises the context and contents of the collection (but “actively exclude[ing] Artaud’s writings on
theatre and performance, which constituted a major strand of his work’s impact during the 1960s.”)
[5] Barber notes that “Many American artists, poets and musicians first experienced the impact of
the City Lights Artaud Anthology around the time of its publication” and through its publication
Artaud became part of a wider discourse of radical creativity during the period - not least on the
poet, performer and punk pioneer Patti Smith for whom it was a

“Launching-point for an exploration of Artaud’s work deeply embedded within her own preoccupations
with the creative act |...] it also formed an element in the creation of combative alliances of imagination
between contemporary artists and now-dead artists: a strategy which Artaud himself had instigated in the
final period of his work.” [6]

The Freak scene of late 1960s to mid-1970s was a subcultural milieu, centred mostly in California,
adjacent to the hippies, but whose outlook, style and performances was more radical, politicized and
avant Garde. The ‘Freaks’ were literate and radical creatives: artists, musicians, performers whose
own work was influenced by both the Avant Garde and Modernist. Leading the charge was the
musician, film-maker and anti-censorship campaigner Frank Zappa, whose Laurel Canyon home
became a Mecca, drawmg in participants in the Freak scene from all over the US and UK. In 1973
Zappa stated that “"Freaking out is a process whereby an individual casts off outmoded and
restricted standards of thinking, dress and social etiquette in order to express CREATIVELY his
relationship to his environment and the social structure as a whole"[7]. While Zappa never
outwardly expressed the influence of Artaud over his own work one might argue it is there at one
remove in the influence of the French Avante Garde composer Edgard Vareése over his work. In 1933
Varese had handed over to Artaud his electronic science fiction opera L’Astronome (developed
between 1928 and 1932) to develop as a scenario for performance. This would become the
cataclysmic but incomplete scenario There is No More Firmament (1933).

It’s also worth notin§ here that in 2017 the American avant Garde/jazz composer John Zorn released
a collection of work from 2013-2016 under the same title, and in 2019 released the 8th volume of his
improvisational Hermetic Organ series “For Antonin Artaud”. Zorn had, in the late 1970s, been
strongly associated with the “No Wave” music and art scene out of New York City which had rejected
the emerging new wave and the commercial clichés of punk in favour of more experimental and
dissonant Avant Gardism and aesthetic.

[4] Pawlik, Johanna. “Artaud in performance: dissident surrealism and the postwar American literary avant-garde” in
Papers of Surrealism, Issue 8, 2010. https://research.manchester.ac.uk/files/23098506/POST-PEER-REVIEW-
PUBLISHERS.PDF. Last Viewed: 10/12/2024

[5] Barber, Stephen. “Artaud’s Last Work and the City Lights Anthology,” in City Lights: Pocket Poets and Pocket Books
(galermo Italy: ILA Palma, 2004)

[6] Tbid

[7] Cohn, Nic. AwopBopaLooBopaLopBamBoom: Pop from the Beginning (Paladin 1973), pp. 222-223
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Artaud’s intersections with Post Punk and The Freaks

The “Freak scene” and its leading exponents - chief amon§ them Frank Zappa and Don Van Vliet
aka Captain Beefheart exert a strong influence over the performers, groups and artists of post punk
— not least (in the UK) on Ian Curtis lead singer of Joy Division, Mark E Smith of The Fall and
Genesis P. Orridge of British noise experimentalists and pioneers of industrial music, Throbbing
Gristle. In the US, bands such as Factrix cited Artaud as a key formative influence. Artaud’s presence
and influence filters down from the cultural moment of The Freaks and is manifested through
embodied stage performance and in the dissolution and collapse of pre-held ideas of music, derived
from post-punks attachment to the modernism’s early avant Garde (of which Artaud is at the
centre).

Artaud’s legacy filters down from publication of The Artaud Anthology, through the Freak Movement
- which found its own Avant Garde and radical legacy in the work of not only post punk and but that
of Industrial artists too. Reed offers that Industrial Music is a Theatre of Cruelty in and of itself and
referrs to the San Francisco band Factrix as not so much Art damaged but “Artaud damaged”[i]k
Factrix frontman Bond Bergland stated that “We were trying to bring the Theatre of Cruelty to the roc
stage. It was really about confrontation, pushing people over the edge — something you’d seen at full steam
with the living theatre in the 1960s.[9] The hippy thing was culturally played down during punk, but it was
a clear revolutionary predecessor.”[10]

Reed further notes that San Francisco was “uniquely equipped to introduce Artaud as a pre-
condition for Factrix” via the publication of the City Lights Anthology and the Nonprofit Arts
complex Project Artaud - “their interest in Artaud compelled them to shock audiences with the
grotesque, the dreamlike incomprehensible and the excruciating interruption of dreamless,
womblike texture.”

As Reynolds observes Post Punk was a reaction to the perceived death and commercialisation of
punk which had “become a parody of itself.”[11] Those who came after, notes Reynolds, aimed to
fulfil punk’s “incomplete mission”,[12] to broaden the scope of punk’s language through the
assimilation of a diverse range of seeminily antithetical styles - electronic music, funk, disco, jazz
(Throbbing Gristle’s 1979 breakthrough album was the ironicalli: titled 20 Jazz Funk Greats), musique
concrete (and the work of Varese). As with No Wave, Post Punk moved punks mission closer to the
Avant Garde often looking back to early to mid-period modernism. Early instigators, Sheffield band
Cabaret Voltaire, for instance, took their name from the Zurich club which had originated the
original Dada happenings under Hugo Ball. Reynold’s notes “The entire period looks like an
attempt to replay virtually every major modernist theme and technique via the medium of pop
music”.[13] Furthermore, Post Punk itself fragmented and diversified into the abrasions of
Industrial music and Goth. Reed notes “Artaud’s ideas about performance are insightful lenses for
looking at Industrial music [...] their interest in Artaud compelled them to shock audiences with the
grotesque, the dreamlike incomprehensible and the excruciating interruption of dreamless,
womblike texture”.[14]

[8] Reed, p.168
[9] The Living Theatre was an experimental theatre group in New York in the 1960s known for their confrontational and radical
performance style.
[10] Reynolds, p.247
[11] Ibid, p.1
12] Ibid
13] Ibid
[14] Ibid, p.108



It’s at the juncture of these sub-generic diversifications that Artaud’s presence may be keenly felt.
German industrial noise pioneers Einstiirzende Neubauten (EN), are a clear example of the legacy of
Artaud and the Theatre of Cruelty. Formed in Berlin in 1980, their name translates literally as
“Collapsing New Buildings” (an allusion to the cheapness and insubstantial nature of German post-
war reconstruction, a moniker which took on further resonance after roof collapse of the Berlin
Congress Hall two months after they formed - and where they had played). Early albums, such as
Kollaps (1980 - their first) feature a conflagration of electronic sounds, drum machines,
DIY/homemade percussive instruments, pneumatic drills, sheet metal etc. Parallels may be drawn
between their performances and recordings and the conditions for a Theatre of Cruelty set up in
Artaud’s manifestos and in The Theatre and its Double — which called for a total and experiential
theatre shorn of and liberated from its attachment to the imprisoning structures of narrative and
conventional language. The notion of collapse, which is central to EN’s ethos derives from its
Artaudian source which establishes theatre as a fragmentary and collapsing architectural system
(Artaud took his own inspiration from painting by Lucas Van Leyden, Lot and His Daughters, 1520).
Music itself is a language conditioned by the rules and syntax which within the framework of groups
like both EN and Throbbing Gristle are ‘collapsed’. Music itself has its own syntax, rules and
language which themselves collapse under the weight of EN deconstructive attack. In a 1992 essay
‘Einstiirzende Neubauten and Antonin Artaud: Relating to the Body and Scream in Music’ ]oshua
Switzer sees a number of key correlations, noting how EN relate to the “‘Self-assessment of one’s body;
how it moved to something and how it reacted to noise, pain and cruelty [...] Antonin Artaud [...] took a
very unique approach in dissecting, writing and laying out his foundational beliefs around the faculties of
theatre, poetry and directing with special interest in human responses and tendencies. He explored the
mysteries of the early twentieth century [...] through the body and the voice [...] comparable to how the
music and live performances of Einstiirzende Neubauten was expressed |[...] both Artaud and Neubauten
have underlying ties to each other.”’[15]

Furthermore, frontman Blixa Bargeld, has been forthright about the totallty of influence of Artaud
on the work of the group stating (when asked about key influences): “I can’t say any author has an
influence, apart from Antonin Artaud”.[16] Atte Oksanen has also observed: “Industrial music set the
bodies of musicians violently in the line of flight”[17] Blixa Bargeld, for example treated his body
with disregard, a method reminiscent of Artaud’s theatre of Cruelty” in which performers where
required to become living gestures: ‘“‘Sometimes he becomes an instrument himself: his ribcage was
miked up and the sounds were the effects of blows dealt by his bandmate Mufti. He became a body reduced
to musical noise, and his body to be violated in becoming music [...] the soundscapes of EN explores the
limits of the body without organs.” [18]

[15] Switzer, Joshua “Einstiirzende Neubauten and Antonin Artaud: Relating to the Body and Scream in Music” (1992)

[16] In Reed, p.168

[17 Oksanen, Atte. “Anti-Musical Becomings: Industrial Music and the Politics of Shock and Risk” Secessio: Imagination
and Experience After Modernity, Vol 2.1 Autumn 2013, https://secessio.net/vol-2-no-1/anti-musical-becomings-industrial-
music-and-the-politics-of-shoc “and-
risk/#:~:text=Industrial%20music%20set%20the%20bodies,of%20Artaud's%20theatre%200f%20cruelty. Last Viewed:
10.12.2024

[18] Ibid
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This form of total, embodied Artaudian performance may also be seen in the stage performances of
Ian Curtis, lead singer of UK post-punk band Joy Division. Joy Division’s monochromatic musical
style has, perhaps retrospectively, become the soundtrack to a orthern industrial Britain devastated
by the privations of early Thatcherism. However, the roots of Curtis’s lyrics and performance style
extended beyond immediate local and national politics. As bandmate Bernard Sumner told punk
historian Jon Savage: “He wanted to make extreme music, and he wanted to be totally extreme onstage,
no half measures [...] Ian’s influence seemed to be madness and insanity...his sister had worked in a
mental home”.[i] On stage Curtis’s performance style was twitching and convulsive as if he were
suffering from electroshocks, Curtis would later commit suicide — the result of a combination of
both depression and the worsening epileptic fits he had been suffering. His onstage performance
style would relive this bodily trauma, incorporating these fits into the performance itself - not
dissimilar to Artaud’s own performance in 1947 at the Vieux-Colombier Theatre in Paris, during
which he would relive, onstage, the corporeal trauma of his internment experience and his 50+
sessions of electro shock therapy in a visceral exhibition of screams, gloassailia, and bodily
contortion. It’s worth noting as well that Curtis’s library and bibliographic influences, gathered and
reproduced in the book So this is Permanence, edited by Savage and Deborah Curtis (his wife),
included not only copies of Burgess, Ballard, Dawn Ades book on Dada and Surrealism, Nietzsche
and Orwell, but also Artaud’s The Theatre and Its Double.

Artaud exerted and influence over other groups in the British post-punk and Industrial / Goth scene.
Pioneering Goth band Bauhausincluded a track on their 1983 album Burning from the Inside with
the title "Antonin Artaud”. Built around a high pitched collapsing guitar riff and propulsive,
repetitive drum beat, the song is perhaps unique in being lyrically about Artaud - referencing The
Theatre of Cruelty (“put the audience in action, let the slaughtered take a bow”), The theatre and
its double, Artaud’s asylum incarceration and addiction (“Scratch pictures on asylum walls, Broken
nails and matchsticks, hypodermic red fix”) and his trip to Mexico (“Those Indians wank on his
bones”). In an interview for Shades in 1983, bassist David J Haskins clarified this last line saying
“Artaud had gone to Mexico to investigate the Tarahumara Indians. After a while they initiated him
into their peyote cult and did the Peyote Dance for him. And his one image of the Indians dancing
wildly round a fire, masturbating and throwing dirt at him haunted him for the rest of his life."[ii] -
a somewhat truncated summation of Artaud’s own description of ‘The Peyote Dance’ in A Voyage to
the Land of the Tarahumara.

As Reynold’s has noted “Post Punk was a period of astonishing experimentation and vocal
technique”, highlighting two of its key proponents he notes that “The Fall’s Mark E. Smith invented
a kind of North of England magic realism that mixed industrial grime with the unearthly and
uncanny, voiced through a unique one note delivery somewhere between amphetamine-spiked rant
and alcohol-addled yarn[iii] while The Pop Group’s Mark Stewart “yowled imagistic incantations
like a cross between Antonin Artaud and James Brown”.[iv] In carrying out research for this article,
I ventured the potential parallels between Smith and Artaud on a Fall fan site.

19] Savage, John. So, This is Permanence: Joy Division Lyrics and Notebooks, (London: Faber & Faber). Xiv.
[20] Haskins, David J. Interview in Shades, 1983.

[21] Reynolds, Prologue (no page number)

[22] Ibid



My suggestion was met with a positive and revealing response: Artaud, while never directly cited by
Smith as a direct influence over the band, is certainly someone who is associated in the minds of
some of the more literate fans. Smith was known to be interested in Artaud’s contemporary Louis-
Ferdinand Celine, as well as Isadore Ducasse and Les Chants du Maldoror; the track City Hobgoblins
references Jarry’s Ubu-Roi — a direct influence on Artaud’s Theatre of Cruelty. It’s not impossible
therefore to hypothesise that Smith was at least aware of Artaud’s writing and theories of
performance.

Any Artaudian presence (intentional or otherwise) certainly becomes more pronounced in the latter
years of The Fall’s forty year existence in which on tracks such as the opening volley of “Victrola
Time” on the album Re-Mit (2013) Smith (a devotee of early Zappa also) pushed “the texture of
utterance/delivery and making the most of the way his voice was becoming affected by age, health,

substance abuse etc to create texture, energy and strangeness”. One fan noted, “‘Seeing him live domg
Dedication not Medication there was i moment when I had chills down my spine - transported to or rather
grounded into an Artaudian realm. His approach to history too always connected to Artaud too for me.
Not afraid to use history and characters for contemporary rhetorical force...The last photos of Artaud
weirdly look like late Mark somehow [Images 1 and 2]. An influence something I felt in my gut rather than
could definitely argue for. Artaud was such an influence on 1950s 1960s drama and culture And such an
implicit Dadaist/Surrealist force that he was kind of in the water supply.”’ [23]

[23] The Mighty Fall Facebook Group.

Georges Pastier,
Portrait of Artaud, 1948

Mark EE. Smith



Comedian and Fall fan Stewart Lee, writing in the Guardian said that on The Fall’s final album New
Facts Emerge (2018) “Smith took the persona of the incoherent animal-shaman he’d been perfecting
for the last decade to a whole new level of total theatre.”[24] He stated that by the time of the album

“Smith had shed the burden of being the clipped and articulate wordsmith in chief to become
instead a kind of abstract presence, haunting his own work and with growls and slurs and
yammerings and hammerings that reaffirm rock and roll’s primal power to bypass sense.”’[25] The
mythological image of Smith as a shamanic figure is one that repeats itself in discourse around the
singer and by extension the group. Furthermore, Smith’s habit of changing the levels on the amps
mid performance (much to the fury of other band members) became a form of on-stage gesture, with
sound and utterance collapsing in with one another.

If the Artaudian influence on The Fall is more by inference, then lead singer of The Pop Group,
Mark Stewart, explicitly stated Artaud’s influence in interview. Reynolds observes “Sparks flew as
systems of thought collided: Willhelm Reich’s libidinal liberation, Antonin Artaud’s Theatre of Cruelty,
Situationism’s revolt against boredom. Drunk on ideas the group dedicated itself to breaking
systematically down all assumptions and received ideas.” [26]

Francesco Nunziata noted that “In the case of the Bristol group, music becomes magmatic, sharp,
Dionysian, all-encompassing. Artaud's "theatre of cruelty” seems to be realized through a sound
assembly that is the most shocking thing one could imagine in the England of the time”.

I’d like to conclude this discussion by referencing UK noise experimentalists and industrial pioneers
Throbbing Gristle, whose founding member Genesis P. Orridge, placed his/her own body, at the
centre of a lifelong performance - a process which included physical body modification. Perhaps of
all bands of the period it was Throbbing Gristle that most took on Artaudian precepts of
performance, cruelty and theatre and who were also in the dept of the both the 1960s freak scene
and the 70s new York avant Garde . TG emerged out the Art and performance collective COUM
transmissions, whose early 1970s performances ‘included Taboo breaking activity similar to what
Viennese actionists had already performed in shamanic improvisations including self-mutilation,
bodily excrement and anal penetration - gaining the nickname the “wreckers of civilisation”. [27]
Later Throbbing Gristle would engage with the occult, fascist imagery, and come to embody the
more extreme and apocalyptic end of Artaud influenced post punk. Throbbing Gristle’s debt to
Artaud, however, deserves more space and detail than is allowed in the space allowed for this
discussion and will be the subject of a further, more dedicated discussion.

[2451] Llffi Stewart, “The Fall - the Case for the Last Two Decades” March 2018,
[25] Ibi

[26] Reynolds p.76

[27] Oksanen

Dr Matt Melia was awarded a PhD in 2007 for a thesis in
‘Architecture and Cruelty in the Writings of Artaud, Genet and
Beckett’. Over the past few years his archival research has been
largely based on the work of the filmmakers Ken Russell and
Stanley Kubrick and has published widely on both - including ‘The
Films of Ken Russell’ (EUP) and Anthony Burgess, Stanley Kubrick
and A Clockwork Orange (Palgrave). He teaches across Media and
English literature at Kingston University.
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In an interview with Madame Figaro on October 9, 2016, Iggy Pop
revealed that his role in L'Etoile du jour, where he plays "the
Conscience” haunting the acrobat clown portrayed by Denis
Lavant, was directly inspired by Antonin Artaud. He explained
that he drew from Artaud's performance as a guardian angel in
Fritz Lang's Liliom to bring his character to life.

Keiji Haino, a Japanese musician born in
1952, initially developed a passion for
theater, drawing inspiration from the
writings of Antonin Artaud. His
discovery of The Doors' song "When the
Music's Over" later steered him toward
music, where he fused elements of rock
with an avant-garde approach. In 1970,
he became the singer for the avant-garde
group Lost Aaraaff, whose name was
inspired by Edgar Allan Poe's 1829 poem
Al Aaraaf.
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On October 10, 2019, in an interview with
Rock Cellar, Henry Rollins of Black Flag
reflected on the 1980s, stating:

"It was also around this time that I started
reading Rimbaud and Artaud, and the world
literally exploded in front of me. I realized
just how much there was to discover. You can
hear it in the music and see it in my writings
from that time; you can sense how precious
culture and everything surrounding it is."

"Jean-Louis, some people compare you to
Antonin Artaud. What do you think about
that?"

"Yes, there’s something to it, clearly, except
that Artaud didn’t actually do anything. I
did—that’s the difference between Artaud
and me. Someone had me read Artaud
recently, but I don’t like the myth around
him. I don’t agree with it, whether it’s about
him or anyone else, by the way. When you
look at the prescriptions he gave l{or theater,
I’ve done them all. There’s a book called
Artaud for Dummies, do you know it? (...)
Van Gogh, The Man Suicided by Society by
Artaud is an amagzing text! In terms of style,
Artaud says anything and everything, and
somehow it seems coherent to us. But he
didn’t think it through with a network of
philosophical concepts. He just throws stuff
out. Throws it out, throws it out.”

—Jean-Louis Costes: L’art brutal
December 20, 2006, Interviews



FIRKIS O FINIKIOTIS

THE SONS OF ARTAUD

FRENZIED CHAOS & MAD ROCKSTAR RAGE

"The relationship between reason and madness constitutes a
fundamental dimension of originality in Western culture; it existed
long before Hieronymus Bosch and will persist far bevond
Nietzsche and Artaud.”

Michel Foucault

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 stcr e In turmoil, violent onorch an all-out brawl. Provocation coursed throug their velns
rrots rupted in the streets, leading to mass arrests and countless bans. God e The Queen,

heir on i-establishment anthem, Was a punch to the face of the system. Their U.S. tour was d
trcrve ing disaster. Sid Vicious, a c:}/clone of madness and destruction, spiraled out of contraql:
overdose after overdose, a murdef scand al, and a shattered bottle to the face of Patti Smith's
brother. From prison to a failed suicide attempt, his bo waged wor on itself until a fatal dose
ofbhe“rotlrt1 rr[wr?r ekd ﬁhe end. The Sex Pistols were an explosion raw chaos—a scream of hatred,
a bullet to the sku

Peter Dohert r¥ / Hemorrh ic Madness : Obsessed with Kate Moss, Dohert emted with his own

blood, blurri the line b&tween art and self-destruction. After a fi Veor arQzzo,
shtowek up to a photoshoot with a bruised, swollen face, claiming s |nJur|es ere his Icrtest
artwor

Axl Rose | Tyrannical Madness : Kidnapped— ond ossrbh/ abused—by his father at the age of
two, ignored by his mother AxI Rose éew u and conflict. Struggling with mianic
depression and infamous for his quthoritar on beh vior, he embodied r vidlence, often
directed at himself and others. In 1991, during @ concert in St. Louis, he abruptly stopped the
show to attack a fan with a camera, sparking @ riot.

Kelth Moon [ Dionysian Madness : Hedonistic and mischievous, Keith Moon's antics were
%jendar At a 1967 blrthdaé ;%arty ina Hollday Inn, "Moon the Loon" drove a Lincoln Continental
otel pool, smashed TVs, 'and discha ged 'fire_extinguishers. The result? The Who were

bcrnned for lite from every Holiday Inn. His new cocktail of chdice? Horse tranquilizers mixed with

cognac.

lan Curtis [ Inner Madness : A devoted reader of A ud, lan Curtis, who suffered from epileps
ora%mﬁgr%sasiron took his own life at the age of 23. H dqu lyrics shaped post-punk, Ieovrng o]
in



Jim Gordon [ Murderous Madness : Le%endor drummer of the '60s and '70s, Jim Gordon
balanced a meteoric career with growi g mental health stru\;:; les, ultimately succumblng
to schizophrenia. In 1983, under the influence of hallucinatory voices, he tragically murdere
his mother, marking the grim conclusion of an extraordinary'yet tormented journey.

Charles Manson I 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
Fa _|Ig, a hll'%me commune with sinister undertones, orchestrating a series of murders
inspired by the Beatles White Album.

lke Turner I Dissonant Madness : A quitarist and rockor)lqneer, lke Turner was both
celebrated and condemned. His violent™ehavior, drug addiction, and $11 million cocaine
binge overshadowed his musical achievements. Turner, who inflicted abuse on his wife Tina
an h_stlr_thé;;gIed with exacerbated bipolar disorder, died in 2007, leaving a legacy as turbulent
as his life.

Kurt Cobain [ Introspective Madness : Grunge jicon Kurt Cobain channeled themes of
mental anguish and ‘alienation into his music. Before taking his own life in 1994, he left a
|00| nant note addressed to his "imaginary friend,” Boddah, Idmenting his inability to find jo
n life or music. His final words echoed Neil Young's lyric: It's better to burn out than to fdd
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
bgtsu,lctlde during a Iive 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 Ietters to the FBI
and claimed alien possession, chanheling his paranoig and mysticism into his music, which
remains a testament to his unique perspé&ctive on reality.

John Bonham [ Wild Madness : Nicknamed "Bonzo," Led Zegrloelln drummer John Bonham
epitomized the excesses of 1970s rock. Infamous for. drunken escapades, he once rode a
HorlerY Davidson at full speed through a hotel corridor durlng an American tour in 1977,
leaving a trail of destruction—a chaotic symbol of the era’s hedonism.

Varg Vikernes I Destructive Madness : A central figure in the Norwegian black metal sceng,
yor§ Vikernes pushed extremltg/ beyond music.”In 1993, he brutdlly murdered Qystein
Euronymous’ Aarseth of Mayheém and participated in the arson of several Norwegian
churches, acts he described as symbols of pagan rebellion.

Dead I,Macqbre Madness : Mayhem vocalist Dead gained notorietx for his morbid
fascination with death. Known for sglf—harmlng delr}% erformances and carrYlnﬁ, dead
crows to ‘inhale the scent of death’ before si gln%, s obsession culminated in his 1991
suicide, accompanied by a note reading: "Sorry for afl the blood.

Ivar Bjernson | Viking Madness : As a member of the Norwegian black metal band
Enslaved, lvar A@rnson,en o%ed in rituals inspired b}/ Nordic pogq ism, These ceremonies
included animal_ sacrifice§ and drtﬁ—_mduce gerfo mances, désigned to evoke mystical
experiences reminiscent of ancient Viking culture.

Glen Benton {)Diabplical Madness : Deicide’s vocalist Glen Benton cultivated a reputation
for extremity, branding an inverted cross onto his forehead and clolmlng a Roct with Satan.
Vowing to end his lifé at 33 as an ‘inverted Christ,” he later abandoned the plan, but his
provocative persona continues to define his legacy.



Alan Ve q!, Minimalist Madness : A pioneer of electronic music, he reinvented sonic chaos
with hyphotic and visceral performances.

Alex Chilton [ Melodic Madness : A tee_nq%eéo_rodigy 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.

Amny Winehouse [ Melancholic Madness : With a powerful voice and tormented soul, she
transformed personal pain into profoundly sincere music.

Armand Schaubroeck I 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 charijsmatjc 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.

Br&an Gre orY | Vampiric Madness : With gothic makeup and eerie riffs, he infused The
Cramps with sinister, theatrical energy like a 8host haunting the rock scene.

Can [ Cosmic Madness : Pioneers of krautrock, they explored hypnotic, futuristic sounds
blending free improvisation with rigorous minimalism:.

CQgtai_n 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 ragé€ in music that cemented her controversial legacy.

David Crosb I Melodic Madness : A folk-rock Ie?end whose gentle voice concealed a
tumultuous sgmt marked by excess and a quest for redempt

ion.
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
wher€ hypnotic grooves and visual eccentricities merged into collective trance.



Hawkwind, L stellar Madness : Pioneers of space rock, they took fans on intergalactic
journeys with futuristic and psychedelic sounds.

Hunter S. Thompson I Gonzo Madness : A rebellious author_and pioneer of gonzo
journalism, he blended raw truth with hallucinatory fiction, living a life without limits.

| Pop / Primal Madness: A punk icon, he unleashed raw, uncontrollable energy on stage,
qugod;?ir{g wild freedom. P 9 9

lan DurPl I Poetic. Madness : The g_unk_ donda/, blendin% 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 jaozz and
funk to forge sharp, cutting sonic weapons.

Jeff Bfeck/ 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 &nd 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 arid scandals alike.

John Belushi [ Burlesque Madness : An extravagant actor and master of comic chaos, he
left his mark with boundless energy.

John Cale I 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 tehder charm, embodying dazzling rebellion.

Julian Cope I Esoteric Madness : A modern [E')sa/chedelio 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 I 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 inténsity and truthful tales.

Killing Joke [ A ocalga/tic Madness : Prophetic and haunting, their hammering music and
dark glrlcs foretold theé world’s end with fury and mysticism.

Kim fowle"y | Manipulative Madness: A producer and provocateur, he played the rock
demigod, creating stars and orchestrating scandals.

Lee Perr IAIc_hemich Madness : A dub genius, he turned the studio into a sonic laboratory,
fusing inhovation and spirituality.

I,emmg Kilmister / Raw Madness : A heavy metal icon and Motérhead frontman, he lived a
life of excess, with savage riffs and an uncompromising ethos.



Lene Lovich [ Maognetic 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 I 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 %rince of darkness and heavy metal master, he
shoCked as much as he fascinated, biting bats and revolutionizing a genre along the way.

Patti Smith, / Prm:hetic 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 [ Revolution,arg Madness : A mili,tont_reggoe trailblazer, his indomitable spirit
carried messages of resistance, armed with his guitardnd convictions.

Phil Spector I 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
mystlmsm 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
spiritdality and psychedelia into unforgettable musical flights.

Roger Chapman I,Vocal Madness : With g rosgx voice and raw energy, he transcended
genres, delivering visceral and powerful performances.

Ronnie Van zZant | Southern Madness ; The charismatic leader of L}{]n%rd Skynyrd captured
the soul of southern rock with an explosive mix of bravado and melahcholy

Screamin’ Jay Hawkins I 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 t%glllélcol parody, delivering zany performances at the crossroads of circus and
spec .

Skg saxon / Psychedelic Madness : The leader of The Seeds embodied the spirit of garage
rock and psychedelic hallucinations, living in a constant musical trance.

Slg Stone I Innovative Madness : A funk and soulgenius, 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 I Dracula Madness : Masters of theatrical and extravagant rock, they turned
every performance into a strange and fascinating ceremony.

The Residents I Conceptual Madness : Enigmatic figures of musical avant-garde, their
absurd and masked performances defy all logic.

Tommy Lee [ Hedonistic Madness : Drummer of Métley Criie, he transformed his life into an
unendinhg party where excess and debauchery met explosive performances.

Vince Taylor [ Mythomaniac Madness ; The,self-ProcIoimed King of Rock.'n' Roll lived in a
world of paranoid and grandeur, imagining himself as a modern-day messiah.

Wild Man Fischer /| Compulsive Madness : An erratic singer, his disjointed melodies
reflected a chaotic yet stranhgely 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 odver3|t€.

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.

“But not all madness is equal. Madness is like dreams, like films;
there are beautiful and ugly ones, true and false, grand and small,
necessary and unnecessary (...) Despite everything, I have a big
project: not to go mad (...) There's nothing to gain from being part of
the big family of the mad. We think we're joining Nerval and Artaud,
but in reality, it's Nerval and Artaud who must join us.”’

Pacome Thiellement, Tu m’as donné de la crasse et j’en ai fait de I’or






BONE

RECORDED
LIVE
for posterity

11>

In April 2023, at The Tank Theater in New
York City, Bone, a show by Ioli Andreiadi,
was performed by actor Gerasimos
Genattas, accompanied by the rock music
of George Palamiotis. The original
soundtrack by George Palamiotis,
recorded live, will soon be available on all
music platforms.
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Theatre of Cruelty, the latest album by HIV+, ; 4

the synth-punk project of musician Pedro [Wes:. Gesd, ¥ PG

| | A ¢ o
Artaud. Intense and timeless, the album was *m* :

recorded entirely with vintage Korg ER o

Peiias Y Robles, is a compelling tribute to
synthesizers. an
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After training in lyrical singing and classical theater, I began performing in the capital's cabarets in 1999.
At that time, I interpreted realistic texts, such as those by Pierre Mac Orlan, along with dramatic works
written for the great singer-tragedians of the interwar period, including Damia, Lucienne Boyer, and Edith
Piaf.

In 2019, I joined Vincent K, a post-punk musician and member of the band Babel 17, to form a coldwave
music duo. This style, characterized by icy sounds and cold keyboards, is enriched by gothic accents
brought to life through my voice and stage presence.

I discovered Antonin Artaud at the age of 19 in the Sevres studio of the painter and friend Jim Delarge,
who had begun his artistic journey by painting portraits of Artaud. He encouraged me to explore L’Ombilic
des Limbes, Les Lettres de Rodez, and Le Moine to deepen my cultural knowledge. While I struggled to find
Les Lettres de Rodez, I devoured the rest. To this day, L’Ombilic des Limbes remains my bedside book.
During my concert at the Trabendo on November 12, I chose to illustrate one of his poems, Avec moi Dieu-
le-chien, through music and recitation to conclude the show. It was said to be a moment of profound
intensity — the kind of intensity so characteristic of Artaud: an intensity that pierces, jolts, and
(re)awakens the depths of the soul.



In this poem by Artaud, my musician accompanies me
on electric guitar and bow, playing with unrestrained,
raw spontaneity and intensity, perfectly in tune with
the words I distill. We are not far removed from
Fragments pour Artaudby Pierre Henry, a work that
holds a special place in my heart.

For the next project, we will incorporate Antonin's
glossolalia. I will attempt, by plunging into a self-
induced hypnotic state, to recite them as faithfully as
possible to his essence—or at least to "deliver them"
with minimal transformation.

I am therefore awaiting transfiguration! (smile)

As for their future musical arrangement, I trust my
musician, who will undoubtedly craft a soundscape of
dark, ethereal keyboards and stellar guitars to
accompany them.

By the way, the name of my band is The Disease (La
Maladie).

My work, whether musical or Eictorial, primarily
explores madness and its labyrinths. This quest finds
its voice and shape mainly through automatic writing
and drawing.

Antonin Artaud is the artist who has provided me with
the richest source of inspiration. He remains a
cornerstone for countless creators.

"No one has ever written, painted, sculpted, modeled,
built, or invented, except to truly emerge from hell."

Text and painting by Léo de Saint-Germain




NO(W)BODY by Dejan Gacond

NO(W)BODY is not just a text—it is a flow,
oscillating between Lydia Lunch and Antonin
Artaud. Hybrid, strange, intoxicating, and
blood-soaked, this 205-page work delves into
how two artists from different eras and places,
with radically opposing relationships to the
body, converge on  strikingly similar
conclusions. Both share an unparalleled
intensity, a visceral and lexical violence, and an
indelible influence on other artists, all while
evoking near-universal incomprehension from
the general public. What unites them? What
sets them apart?

Beyond this asymmetrical tango between
Antonin Artaud and Lydia Lunch, the book
situates their approaches within the broader
context of their respective times: How do their
eras perceive the body—their bodies—and the
concept of embodiment more broadly? Each
chapter takes its title from a key work by Lydia
Lunch, wusing these as frameworks for
exploration. Between chapters, digressions
expand the narrative to encompass other
perspectives, allowing the text to venture
toward new and unexpected horizons.

Photo: Kit Brown



“What connection could there possibly be between No Wave, Lydia
Lunch, and Antonin Artaud? Artaud envisions a body that confines,
causes anguish, and tears itself apart—a body that must be constantly
reconsidered and reconstructed. It is entirely suffering, pain, spasm,
scream, and violence; it is haggard and terrified. It is this incarnated
"man of sorrows.” (...) If the violence of punk is already an integral
part of a system it cannot fight against—if punk is, as Greil Marcus
puts it, a moment in history, a "situation” in Debord's sense—then
Antonin Artaud represents an otherness so unsettling to society that
he becomes an incarnation of evil, a symbol of what the system fears
more than the plague or any pandemic.”’

Excerpt from No(w)-Body by Dejan Gacond

DEJAN GACOND is a writer based in La Chaux-de-Fonds, Switzerland. He
expresses his creativity through immersive installations, books, and

erformances, engaging in both musical and theatrical projects. For nearly
ifteen years, he has collaborated with New York artist Kit Brown on A
Kaleidoscope of Nothingness, a series of installations. A frequent presence
on musical stages, he works with a wide range of artists and musicians,
including underground icon Lydia Lunch, filmmaker Beth B, and the
legendary band And Also The Trees. In 2022, Dejan published Club Nothing
through Label Rapace, the publishing house of Augustin Rebetez. The
book’s third edition was reprinted in October 2024. Photo: Augustin Rebetez




KRYSTIAN Lupy

River-show, Imagine is an artistic journey into the heart of
counterculture, set during an era of identity and cultural revolutions.

John Lennon, the New Age utopian, is no more...

In a modest New York-style apartment, Antonin Artaud—the father of counterculture—summons his
heirs from the Beat Generation, both the living and the spectral, to deliver the news. On stage, Janis
Joplin, Patti Smith, Susan Sontag, Timothy Leary, and other counterculture icons emerge, where the
passion of twelve actors collides with the stark reality of shattered hopes.

Amid the electrifying chaos of their reunion, this extraordinary generation—one that so fervently
believed in utopia, love, and a world without war, hatred, property, or religion—accuses and
reproaches, rips apart and forgives, rejects and embraces. Together, they grapple with the weight of
tragic questions: “Where did we go wrong?” “What could we have done better?” “Why did we fail ?”

With Imagine, Krystian Lupa revisits his earliest artistic explorations, a time when he and his
contemporaries naively believed in the possibility of another way of being, another way of living.
Through this piece, he asks a poignant question: Why did we stop believing in the realization of the
utopias we so desperately need?

John Lennon is dead... Long live John Lennon!

(Source: Show program)
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Krystian Lupa: Sometimes I wonder— is the artist an
animal that feeds on cruelty, disguised as the pursuit of
art? Or is cruelty something they need to create their
ecce homo? This question brings to mind Antonin
Artaud and others... For us, cruelty is a metaphysical
mystery, the enigmatic inverse of love and happiness. It
is, therefore, tied to the negative thread of the previous
question. I often feel that, like eroticism, cruelty seeps

With into the creative process, independent of the artist's
intentions. A work of art is, at times, a kind of act of
Karolina Adamczyk — Janis Joplin revenge. I cannot explain it better.

Grzegorz Artman — Antonin Artaud

Michat Czachor — Lucy Even so, I believe the artist must remain vigilant over
Anna Ilczuk — Susan Sontag the behaviors and gestures of their unconscious demon,
Andrzej Klak — Antonin 2 who is often more talented than the "good" one—and,
Michat Lacheta — John Lennon incidentally, more marketable. This is an especially
Mateusz Lasowski — Michael precarious topic in today's world. |
Karina Seweryn — Karin

EP\IA(I);rS?(li(I;?SSEaAftI{/)[I;i‘?e{,iV Source: Théitre/Public, no. 240, July-September 2021,
Julian Swiezewski — Timothy Leary Krystian Lupa: Spaces

Marta Zieba — Patti Smith and Antonia

Direction and Set Design: Krystian Lupa

Writing: Krystian Lupa and Ensemble

French Translation and Subtitle Adaptation: Agnieszka Zgieb
Music: Bogumil Misala

Costumes: Piotr Skiba

Video: Joanna Kakitek, Natan Berkowicz
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APOLLONAS KOLiOUSIS SPiTS RAW ENERGY WiTH
"ANTONIiNE ARTAUD", HiS BRAND-NEW WilLD TRACK.

https://soundcloud.com/user-935529260/antonine-artaud
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My music is my life

Since the age of 3, I’ve chosen the music I listen to on my own. My first picks were the Sex
Pistols and The Cure. At 5, Ilios and I composed our first songs, performing them during
summer evenings for tourists on the streets. Natural-born performers, the two of us.
Around that time, my metalhead uncle gifted me a cassette with Metallica on one side and
Iron Maiden on the other. Their raw energy and powerful sound captivated me instantly.

As 1 delved deeper into intense music, my friend Vlavis and I discovered new bands
through Metal Wednesdays, a TV show on public television. The sounds of Sepultura,
Metallica, Iron Maiden, Motorhead, and many others carried us through middle school. It
was then that Leonis, a friend from Athens, introduced me to a Nirvana cassette. Nirvana,
though not punk, inspired me to explore the punk and post-punk eras. Their raw sound,
simple compositions, and Kurt’s iconic screams were a revelation.

With my friends Yuka and Zenta, we spent countless hours listening to bands like The
Clash, Buzzcocks, Vice Squad, The Damned, Dead Kennedys, GBH, Exploited, Joy Division,
Bauhaus, and our favorite: The Mob. On the Greek scene, we were fans of Trypes, Mora sti
Fotia, and Antidrasi.

Growing up on an isolated island like Santorini limited our access to music. There were no
record stores, and the radio picked up only three stations. Our lifeline to new sounds came
from local collectors like Galanopoulos and Kafetzopoulos in Oia, as well as Yuka’s older
brother and Zacharopoulos from school. We would visit them, borrow records or tapes,
and spend hours listening and copying. Through them, we discovered bands like the
Beastie Boys, Archive, Asian Dub Foundation, Rage Against the Machine, Ozric Tentacles,
Residents, Mudhoney, Pearl Jam, and, of course, Nirvana.




It was during that time that we formed our first true band: Apollon, Giannis, Ilios, Yuka,
and Vlavis, with Makis as a guest star on keyboards. We called ourselves Swamp Bpd{yA&g,
a name born out of chance. At the time, I had an obsession: creating something utterly
meaningless. One of my songs, Je mange du tsoureki, reflected this desire to escape
concerns and struggles. During a period when I was seething inside, I wanted music to be a
refuge, a space of serenity far removed from the turmoil.

After high school, although we were scattered for our studies, we merged Swamp Bpd{yA&¢
with Poios Mas Kserei to form Na Funky Kotes. For years, we jammed from midnight to six
in the morning, exploring all styles: funk, reggae, ska, punk, and hardcore. Meanwhile,
the psy-trance and XTC trend introduced us to artists like GMS, Talamasca, Infected
Mushroom, and Eskimo.

Later, we transitioned to stoner rock and changed our name to Tonga. Our influences
included Kyuss, Nightstalker, Church of Misery, Sleep, and Electric Wizard. During my
military service, an officer introduced me to dubstep, and I immediately became hooked
on artists like Skream, Benga, Code9, and Coki. For us, music was both entertainment and
an escape, especially during the bleak winters of Santorini, where there was nothing to do.
We never considered commercializing our music; it was a personal affair, a pure
expression.

Recently, I picked up the bouzouki and discovered rebetiko. A true revelation. I invite you
to listen to The Tétrade of Piraeus: Vamvakaris, Batis, Dellias, and Stratos. These musicians
were anarchists, rogues, rebels—reggae before reggae, punk before punk.

Since 1999, we’ve been organizing a free festival on Koloumbos Beach in Santorini. We
transport the equipment ourselves, buy the alcohol at our own expense, and host the
artists we invite. Admission is free, drinks are free, and nothing is for sale. Since 2014, the
festival has been attracting more and more people, becoming unique in its kind in Greece.
Among the artists who have performed are Vodka Juniors, Bombing the Avenue, Philiam
Sakeshbeat, Ian McCartor, D] Osive, and of course, Tonga. It’s our answer to the
commodification of the island, turned into a caricature of itself, disfigured by mass
tourism. Today, my children have formed their own band, Gods of Cocks, and even
performe(cll at the festival in 2024. They’ve already promised to carry the torch when we
grow tired.

Lately, I’'ve been listening to GoGo Penguin and Immortal Onion on repeat. I also
recommend Fu Manchu, Animosity, Devendra Banhart, The Sword, Velvet Underground, Thee
Headcoats, Bérurier Noir, King Krule, and Austin TV. I hate The Beatles and The Rolling
Stones. The list is endless. Do a little digging yourself, okay?

Thank you. I love you.
Apollonas






Koloumbos free fest

The son of Apollonas Orionas takes over.

.
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BLACK SAND STUDIO SANTORINI

https://soundcloud.com/user-935529260
https://www.youtube.com/@bsssantorini2562/videos

Apollonas playing the bouzouki in his father's workshop.



CHRONICLES OF OIA:
ROCIKK AND LOST PARADISI

I grew up in the early 1980s in Oia, a village perched on the cliffs of Santorini. Today, the name inevitably
evokes Instagram clichés: overpriced jacuzzis, crowds of tourists mesmerized by a sunset turned into a
lucrative spectacle. Yet before this tourist circus arrived, Oia was a genuine paradise. My father, Jean-Marc
Chailly, offers a vivid glimpse of it in his autoblography, Bof, parcours inconscient d’un insouciant: “Oia,
honestly, isn’t just a village; it’s a living postcard. White houses, churches with their blue domes
overlooking the sky—a true visual kick at every street corner. It’s very easy to think you’re dreaming.”

In the 1930s, this remote corner of the world attracted a few adventurous souls seeking an escape, like
Sartre and Dr. Allendy. But after the 1956 earthquake, most of the inhabitants fled, leaving behind only a
handful of locals and ruined homes. Gradually, a few bohemian travelers from all over the world—
exhausted beatniks and aimless dreamers—began to settle there. When I was born in the 1980s, tourism
was just starting to creep in, but Oia still breathed a wild energy, a mix of anarchy and freedom. There were
no cars, only troglodyte houses carved into volcanic ash. Kids like me ruled the narrow streets. We roamed
until the wee hours, often falling asleep on chairs during our parents’ all-night parties. Doors were always
left open, and every morning, a stray dog could appear at the foot of our bed and in our lives, like an
unexpected guest.

In summer, my parents worked hard, earning just enough to afford six-month escapes with me on their
backs to places like India, Indonesia, or Australia. These travels profoundly shaped my backbone. For
example, when I was six, I spent five months in India, counting elephants from trains, mingling with
hippies on Goa’s beaches, and eating nothing but bananas and masala in tiny street restaurants. I still
remember the immense joy I felt the day I finally ate an egg. At seven, I crossed Australia from north to
south in a truck. Country music, Janis Joplin, Dire Straits, and Pink Floyd blared from the speakers, and I,
utterly fed up, hated both the cigarettes they chain-smoked and the music I'd already overdosed on. My
father recounts that journey in Bof: “We fully equipped the van: icebox, gas, mattress, even a child seat for
the kid! The feeling I had leaving Darwin via the Stuart Highway, a beer can on the dashboard and country
music playing, remains one of my strongest memories! The highway only lasted about 20 kilometers before
I realized driving in the northern outback was nothing like anything I'd ever known. First, the road
narrows, with signs like ‘Last gas station 380 km,’” and then there are the famous road trains barreling
towards you without bothering to move aside! Another major issue: wildlife—kangaroos, wallabies, cows,
even camels (imported from India in the 19th century!), and, more dangerously, massive wild buffalo
weighing up to two tons!”

Back in Oia, school consisted of two poorly insulated rooms where about thirty children of all ages mingled.
The teachers, very young—barely 21 or 22 years old—were sent there to start their careers. If we felt like it,
we’d squeeze five onto the same bench. To use the bathroom, we’d simply ask the teacher, who’d let us
leave school to do our business at home. And what a pleasure it was to sit in those bathrooms, with the
door casually left open to the caldera, without fear of being seen.

In winter, Santorini became almost deserted, battered by fierce weather. Today, Oia has turned into a giant
Airbnb. Back then, it was a real village, alive with an authentic community, isolated from the rest of the
world, marked by nearly pagan ancestral rites wrapped in a veil of Orthodox Christian religiosity. As a
child, I even witnessed one of these rites during Orthodox Easter celebrations—a ritual reminiscent of
Beltane in Ireland, where a giant straw effigy is burned. Here, it represented Judas.



The beauty of Oia concealed harsh realities: poverty drove some children to earn a few coins by throwing
puppies off the cliffs, while others fell into delinquency. We, the children of newcomers—sometimes
Franco-Greek or Greco-German—lived modest but peaceful lives in this village where water was delivered
by truck and electricity had only just been instaﬁed. Oia attracted a bohemian crowd: heroin addicts,
drifters, rockers, former prostitutes, and borderline personalities. For us, children and teenagers, these
atypical figures were an integral part of our daily lives. We interacted with them naturally, blurring the
lines between childhood and adulthood. Yet the harshness of life sometimes imposed itself violently, like
those nights when we learned that a village figure, seen the previous evening at Marikay’s bar, had died of
an overdose. That was the case with Theodoris, nicknamed “Bukowski” for his vast knowledge. At 15, I
wrote this poem for him: “Where you’re going, drink only milk, You’ve turned the final period into a halt.
In your wild, no-nonsense Far West, With your broken guitar, you compose the end of the day.” The
translation isn’t perfect, but it captures the sentiment.

Apollonas’s father, a painter and iconographer, had an electric guitar in his studio. When we were 9 or 10,
we often gathered there—a group of 5 or 6 friends—to let loose. With music blaring, we imagined playing
Metallica and Nirvana tracks. Apollonas took his father’s guitar, and the rest of us wielded brooms as
makeshift guitars. By 11, we started writing our first songs: The Girls and the Bikers, The Little Hairy Devil,
and our biggest hit—a rock adaptation of the prayer we recited every morning in the schoolyard. Let’s not
forget that Greece isn’t a secular country. The lyrics went something like this: “God, I pray to you, make me a
good child, May I love everyone, may I have compassion, May I be useful to the world.” One stormy day,
Apollonas and I ran through pouring rain, singing this prayer at the top of our lungs, driven by a visceral
rage. And then, a flash. Literally. Lightning struck us and threw us to the ground. My first and last
electrocution. Since then, though I’m not religious, I prefer not to toy with the sacred.

Our adolescence was explosive. We explored abandoned houses, jumped across terraces, skied down cliffs,
and dove off the rock of Saint Nicholas. With a Super 8 camera brought back from Japan, we shot hour-long
guerrilla-style films like Quasimodo of Notre-Dame of Oia or 1Is Dracula’s Son a Transvestite? And then there
was our punk band. We were 14-16 years old: Swamp Bpd{yAe¢. Apollonas on guitar, Giannis on bass,
Panagiotis on drums. Me, incapable of playing an instrument, relegated to singing and writing lyrics with
Apollonas. We wrote absurd songs like I Eat Tsoureki and socially conscious tracks condemning war and
society. We rehearsed in Kyklos, Giannis’s father’s abandoned nightclub, which had appeared in the movie
Summer Lovers (1982). That’s where we held our first rock fairs. Officially, to reassure our parents, we
served orange juice. Unofficially, alcohol flowed discreetly. It was raw. Intense. Chaotic. It was us.

After high school, I left for Paris to study at the Sorbonne Nouvelle University and began acting with the
Epée de Bois theater company at the Cartoucherie de Vincennes. In 2002, I played Artaud on stage for six
years and, in 2011, completed a doctorate dedicated to him. Gradually, rock drifted from my core interests.
Apollonas, however, stayed true to it. His band evolved, merged with another from a neighboring village,
and thrived. Today, his sound is denser, more mature. He plays festivals and even organized his own rock
festival on Colombos Beach, one of the last places untouched ir)y mass tourism. Now, it’s his son who takes
the stage with his own band. In Santorini, everything changes, everything falls apart, yet the essential
things remain. Artaud or rock, it doesn’t matter. What matters is what they allow: enduring, just a little,
the gloom of life. What counts is the energy, the breath. Without them, the world would be nothing but an
endless hangover.

Ilios Chailly
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Jean Marc Chailly

BOF

parcours inconscient d un insouciant

B.O.F: An Expression of Indifference and a Lifelong
Attitude

"B.0.F."—a casual expression of indifference and lack of
enthusiasm. That was how I used to respond as a five-
year-old to the eternal question adults posed to me on
the sidewalks of Rue de la Mare in Ménilmontant:
‘What do you want to be when you grow up?’ Decades
later, my answer remains unchanged. For over sixty
years, I've navigated life with the same refrain.

Bof is more than just a word; it’s a journey through time
—a dive into the heart of the 1970s, an era defined by
simpler living and an insatiable thirst for freedom.
Through this book, I aim to share not only the
adventures I embarked upon while traveling across
various countries but also the carefree spirit and zest
for discovery that characterized that unique period.

Each chapter of Bof is an invitation to escape—a vivid
exploration of the diverse landscapes and cultures I
encountered during my travels. I crisscrossed the roads
of Europe, ventured across continents, and met
extraordinary individuals whose stories and ways of life
profoundly enriched my own. This narrative is a
celebration of freedom, open-mindedness, and the
authenticity of human connections.

I hope Bof resonates with readers who long for a sense
of nostalgia or wish to discover this remarkable chapter
of our recent past. Far from being a simple travelogue,
this book reflects on the simplicity of life during that
time and the transformative power of travel—a means
of 11‘1econnecting with oneself and reimagining one’s
path.

Jean-Marc Chailly
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An Immense Thank You, But This Is Only a Farewell

The January 2025 issue was originally planned to focus on Artaud and His Doubles, under
the direction of Francois Audouy. However, Francois requested additional time to
complete an ambitious project: a collective encyclopedia featuring articles on
significant figures connected to Artaud. To give him the necessary space and time for
this endeavor, I decided to take on the January issue myself. After some deliberation
bltletvireen dedicating it to Artaud and Surrealism or Artaud and Rock, I ultimately chose
the latter.

Having coordinated 11 issues and a special anniversary edition, the time has come for
me to pass the torch. Laurence Meiffret will take over with an issue titled Artaud and His
Muses (featuring Génica Athanassiou, Sonia Mossé, Colette Thomas, and others),
scheduled for March 2025. Francois Audouy will oversee the May issue. While I was
initially slated to coordinate the final issue of this second year, our schedules have been
rearranged, making the January issue my last for this cycle.

A Continuation in the Works?

Many of you have asked: will there be a third year for the journal? Until recently, my
answer was a resounding yes. I had already begun preparing future issues, some of
which were quite advanced:

Artaud and Cinema (July 2025)

Artaud and Surrealism (September 2025)

Artaud and Asia (November 2025)

Artaud and Theater (January 2026)

Artaud, God, and Esotericism (March 2026)

And a special issue devoted to Artaud and His Childhood (May 2026).

However, the current bimonthly schedule, while stimulating, is extremely demanding
and costly—especially given my decision to distribute the journal for free. I have thus
decided to put these plans on hold and consider two alternatives:

a) Transitioning to a semiannual schedule to maintain the quality and depth of each
issue.

b) Temporarily pausing the journal to relaunch it in a few years, allowing me to fully
dedicate myself to completing a comprehensive biography of Antonin Artaud—a project
I have been developing for several years.



In any case, these 12 issues (and I am confident the same will hold true for the final two
being prepared by other contributors) have been an incredibly enriching adventure for
me. The journal has allowed me to exchange ideas and share information with
exceptional collaborators and Artaud enthusiasts from across the globe, while also
uncovering new insights that will profoundly shape my future projects.

Since March 2024, Echo Antonin Artaud has been freely accessible (PDF) on our blog,

, in three languages (French, English, and Spanish). The journal
has been downloaded over 4,000 times in 75 countries. This success far surpasses my
iexpelctations and is a testament to your passion for Artaud, your curiosity, and your
oyalty.

A heartfelt thank you!

Thanks to you, Artaud’s voice continues to resonate across the world, more alive and
vibrant than ever. I am deeply grateful for your commitment, your interest, and your
support. This is not a goodbye: the adventure continues, together, in the service of
Antonin Artaud’s memory and legacy.

With all my gratitude,

Ilios Chailly

ECHO
ANTONIN ARTAUD

Revue littéraire
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CALL FOR CONTRIBUTIONS - ISSUE 13 (May 2325)
ECHO ANTONIN ARTAUD REVIEW

As part of the preparation for the thirteenth issue of ECHO ANTONIN ARTAUD,
we are launching a call for contributions on the theme: ARTAUD AND HIS
DOUBLES. This issue will explore the constellation of artists and thinkers who,
through their creations, have influenced or been influenced by Antonin Artaud.
This issue will focus on four main themes:

Literature

Philosophy

Theater

Visual Arts (painting, plastic arts, cinema)

Each contributor is invited to present, in a short two-page article, a figure from
the "Artaud galaxy"—an artist or thinker whose work is regularly associated with
the poet’s image. For example, the influence of Baudelaire, Poe, or Nerval on
Artaud’s poetry (Literature), the continuity of Artaud’s thought in Deleuze or
Derrida (Philosophy), Grotowski and the Living Theater (Theater), artistic
exchanges with Masson or Balthus (Visual Arts), or Artaud’s presence on screen,
from Dreyer to Fassbinder (Cinema), are just a few potential avenues of
exploration.

Issue 13 of the review will mark the first step in a broader and evolving project
on Artaud's sphere of influence, aiming to create a space for exchange between
specialists and enthusiasts. By delving into Artaud’s “doubles,” we hope to
establish a dynamic map—a kind of digital encyclopedia whose articles will
progressively expand andp deepen—to better understand his influence and foster
new connections between disciplines, eras, and creators.

All article proposals or inquiries should be sent to: fraudouy@hotmail.com

We hope this issue will open perspectives as vast as possible and serve as an
entryway into Artaud’s work for future readers.

Francois Audouy
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Number 12 of the review Echo Antonin Artaud
Artaud's Muses, issue directed by Laurence Meiffret

Issue 12 of the review Echo Antonin Artaud invites you to explore the deep and complex
relationships that Antonin Artaud forged with the women who left their mark on his artistic
and personal journey.

Conceived by Laurence Meiffret, president of the Association of Friends of Génica Athanassiou
and author of a forthcoming biography on Génica Athanassiou set to be published in February
2025, this issue highlights the muses who inspired Artaud's imagination and writing. Among
them are emblematic figures such as Génica Athanassiou, Sonia Mossé, Cécile Schramme, and
Colette Thomas, whose unique paths intertwine with that of the poet.

Scheduled release: March 2025







