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]n the entrance hallway leading to the main exhibition spece of the 
1938 International StlfIQIJist Exhibition at the Go/erie dis Bema-Am 
in Paris, the "'ailOr was greeted by fifteen female manncqujDli, each 
dmgnod br a diJIeronl ....... The mata1Iation. cnlitlcd "MaPncqWn 
Walkway," was also known as lea pillS belles rues de PlB"is because each 
mannequin stood under a street. sign. The plscement of the mannequins 
along the ballway suggested prDlItilution while many oftbe sueet: names, 
like l1Ie ceri~, l1Ie d"tlfle perle, and l1Ie des lewes, made D'Iertty selru8.l 
reCerences to the female body. 'I'bc:se street signs demonstrated, by 
metonymy, the central role oferoticism in the surrealist creative proce5I. 

Since Baudelaire adopted the prostitute as muse of the modem city, 
landmarks ofFrcnch modernity such as Edouard Manet's Olympia and 
Picasso's DemoinlJes d'Avig71Oll have designated the proRitute as the 
embodiment of transgrasive eroticism and the emblem of modernist 
appl'OlCbcs lO rcptCSCDlaliOll. Given Sum:ali8lll'. subversive intent, the 
choke of the prostitute as muse was swpriIing becaUIC it eucna.ia.Uy 
c:ooformcd to nindce:nth"<lCDhUy lepiescntalioDs of fanininity. The 
gn::M.Ip'S selection was all the ~ unexpected because proAitutioo. was 
rogulaJed br the French .... Wltil I94S. Curioualy. 6...·hand """"""IS 
of the exhibition glossed m'CI' the xlectioo of prositute as mUle, while 
oontemporuy scholarship has ncglCdCd. the exhibition almost entirely.' 

I discuss the uti.'! identification with the mannequin as proIlitute 
and as muse, and show how these identifications work lO m::on.figure 
constructions of sender. The mannequins' groIC!ique., uncanny, and 
abject sppcatBD<lC rqxcsenlod the tnn.5graaive, erotic pleasures of the 
creatM: proccsa wbile their playful aspect parodied _ of 
femininity. In many respects, the mannequins represented traditional, 
romantic constructiODl of femjninity, such 81 the phallic woman and the 
virgin mnther. _. the _Wn crea..... oquaIly challensod 
heterosexual model. ofgender identity in unsctt.Iing ways. 

The organization of the ahibitiOll space foregroundcd the erotic 
na.... of spectaCle and _bip. At the opening, dancer Hclb>e 
Vanel performed the Ac/e "'(JII(/1I1 in Mid leaps and boonds aver 
bordello beds draped Mlh. rose salin sheets. The ali tab~ and chairs, 
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located in the 0CDtn: of the room, afforded a view oC four sumptuous 
beds placed in each comc:r of the maiD. space. The juxtaposition oC 
boudoir and sidewalk cafe, inside and outside, accentuated the analogy 
between the city and the brothel as marketplaces for the circulation and 
ex:c:hange of sensory stimuli. 

All account! oftbe 1938 exhibiLion - including Breton's - iJJdjca&e 
lhat. we sbould interpret the display allegorically, as a sunealist 
rendition of the modern city? This allegorical approach comsponds to 
Waller Benjamin's vision of the modem city which attributes meaning 
10 cultural artefacts.] Andre Masson envisioned the strt.et signs as 
"emblematic plaques" and recollected thal the sign placed above his 
mannequin, the rve Vivienne. repre.senlcd. the mythical capital of. 
Sumalism boca_ LaulrOamoolJ, hero to the SurrealisIs. bad I<Sidod 
tbcre.· The allegorical ItlUct:UR: of the exhibitioo allowed the 
participams of the Jntemational Sum:alist ExlUbitioo of L938 to achieve 
their primary ~ - to create an expericnoc that W8l5 jarring 
coougb for the avanl~gardcfldneur 10 10lIlC himself in the modem city. 

Somali. Georges HugllCl aIle80rimd the relationship bctwccn ani.. 
and mannoquin; likcn.ioB it to lhat. oC Pygmalion and Galatea. HugncL's 
analogy draws attention I£J the way the installation parodied art ~ 

equating it with fashion. As a statue. Galatea tqm:sents artistic 
inspiration in its purest form while me lIiIore mannequin hal the 
utilitarian function of displayi.ng commodities in an appealing light In 
contrail 10 Hugnefs romantic vision of the mannequins. Breton 
dc:&cribed the layout of the exhibition 85 a direct refercocc to the lfUJison 
de pas&/! wherein the mannequins represent prostituleS.

j 
Despite lheir 

diffcreoccs, both models of fcminiojty an: product5 of male fantasy. The 
mannequin creation n:f1ec1.5 the desires of the artist in much the same 
way lhat. the prostitute adoptI; 8 seductive pel'liOD8 to reflect the desires of 
her client. 

In this simulated "surrealist city," the manneqwn-prosliwte 
pItl'Vided an ideal site for the surrealist arti&l 10 enact his relationship 10 
an. lbe female body and consumer culture. The arti&l's identification 
with his creation highJights the prc:c:arious 1I8tln of his relatiooship 10 
"reproduction" because ac:cording 10 nineteenth-<eJttury French rolklore, 
the prosLitule was believed to be sterile. The ma6S-produc:ed status of lbe 
III8DIll:qWDl!l, gmdcn:d female, symbolically united the masculine faculty 
for artistic c:realion with the feminiol: capacity for procreation and 
therby, underscored the artisl's ambivalent relation 10 ..reproduc:tion." 
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By pla<:inB Iheir individual _ 00 a lD11S111'roducaI "'PY of the 
female body, Iheae arti'" subverted the process of (re)produc:tion as lhey 
discarded the original to gain "mastery" over the copy. 

Hugnct's aa:ounl of the exhibition is noteworthy for reproducing a 
confusion of the model. of Ihc thing with Ihc thing itself. The slippagc 
between origioal and. copy is already built into the dual signification of 
the mannequin. which, according to the Petit Robert, has denoted both 
the object and. the live model since 1830. In relaling the delivery of the 
unadorned mannequins to the Gallery, HUgnd wrote thai a "dilOn:lt:dy 
COttVOy of naked women arrived gesturing wildly." These: "svc:lte stars", 
be concluded, epitomized the "etcrncl fem.inia·6 Although the 
mannequins are but inanimate objects, Hugnct's semantic register is 
more appropriate 10 the description or"reaI" women. Hugnct's narrative 
lllWilJ'llJe5 buw the BVIIJII~gBJde aestlJdjc experience, which is an end in 
itself, can lilenlly dispense with "real.ity." The prtmOUlICl)d artificiality 
or the manncquiR5 shifts Ihc focus of rcpn::sentation from creating an 
iUusion or real.ity beck onto the creati~ process, or alternately, to the 
relationship of the IU'1i.5l to the work of art. 

The mass-produc::ed model. of the fcmale body serves 85 an erotic 
oIljoct of exchange amongst Ihc mate artists, as well as between the 
art:istI and. lbcir pmlic. Ac:cording to Breton, the mannequin is 
~lary of the modem "marvekiwi" which is the ultilDlW: IIlllTClIlist 
good. The layout of Ihc exhibition .. departmenl store and .. brothel 
pay> IribuIe .. transi""Y, modem, pleaswe.-ng paslimes and 
changing fiIohions. The &peClacle of the mannequill5 lining the entnu>ce 
ball Led the vicwen to imagine the mI·ligbt district 85 one: giant 
department ..... wbel< the shopper could p;di and choooe !heir goods 
ew pleasures. As. Rita Fclski argues in 1M GeNder ofModernity: "The 
department store IOld not just commodities but Ihc very act of 
COIlSUDlption. transforming the mundane activity of ~ng into a 
sensuous and enjoyablc cxperience few a bourgeois pamlic." In both the 
department iilore and the Surrealisl Exhibition. the shopper and the 
viewer are there to take in Ihc display and blend with Ihc crowd, but just 
as impor1antly, to see and be: seea In this commercial c::onaext. the store 
mannequin rdlects back to the consumer an improved, more scductive 
version of him or herself. Convcnly, Ihc sum::alist mannequin mirrors 
the traos~desire oflhc viewer in an uncanny, rqlCUCIIl maDDtr. 

While the mannequill5' _ue appearana: parIlCI;cd the w1!!8rity 
of oonsumerism, i. evoked the anxiety _ by female COO5l1I1ljltiOll. 
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Several mannrquins c:orrveycd the tenor inspired by insatiable feminine 
desire of which ZoLa's Nana remains the prototype. Max Ernst, PJised 
his mannequin wilh the cotpllC of a stone-headed man underfoot Th.is 
mannequin,. dmpcd in black veils and clad in tom black stock.ings, 
incamalcd the prostitute as a dcstrocti~ man-eater, conveying the fatal 
consequences of feminine desire. The pink silk lingerie that she lMJre 
ur.ier her widow's weeds proclaimed her dangerous but seductive 
duplicity. The male subject is trampled upon while the female subject is 
condemned to a s:lale of perpetual loss as she repeatedly destroys the 
object of bet aU-consuming desire. In order La compensate for this 
widow's)08lIi as well as her feminine lack, or perhaps, to shed some light 
on the mauer, Ernst. stuck • red light bulb between his widow's legs, 
which, acc:ordiq 10 Hugnct's story, Breton men pressu:n::d him to 
remove for reasons ofdecency.'} 

WbertaS Ernst'5 mannequin illustnltcd the threatening nature of 
£eminine desire, other mannequins evoked variation on the relationship 
of predator to prey. Marcel Jean enmatcd his mennaid mannequin wilh 
a .bury fisherman' 5 net while Andre Masson entrapped his 
mannequin's head in 8 bildcage. Wolfgang Paalen crowned his 
~lilu: mannequin wilh a bill frozen in flight. Salvador DaB 
endowed his mannequin with a vulture's head. In the 00Uftyard, DaB 
installed a taxi "manned" by a shark-headed driver in the frontlCal. and 
in the back seat, a mannequin drenched by a continuous downpour of 
water from wilhin the taxi.The 1lfV'ished Slate of her peasant garb and 
IJlIlglcd, matted soIden loeb '-00 of abduction. thus pervmely 
appealing to the viewer's predatory instinct.

1O These mannequins 
snggested that the roles of predator and of prey art paradigmatic of 
gender relatiOOl, while the shifting attributes of the predatorlprey modeJ 
are cbanlcteristic of the instability of gender oonstruetions. 

Dali's "Rainy Taxi" jarred the viewer by coding carnal pleasures in 
culinary terms. According 10 lIUI'TCaIiSl logic. this moiSl, blond maiden 
in distress awerul with sowmet snails, and garnished with ~ 

looked good enough to eat. The live snails feeding upon the mannequin 
however, disoriented the viewer who would rather expect to see • live 
woman fec:di.ng on snails. h. the viewers. along wilh shaIt.-man. 
coDleDlpIatc feasting upoo this waJlOD dish. they ..... n:puIsed in put 
because the scene conjured up visions of a rotting corpse; in part bepmse 

the soft. and slimy interior of the snail evoked female anatomy in a 
sexually excited s:aate. This representation of fentinioe sexuality 
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constituted the very i.ncarnalion of the abjeclas it simultanowsly elicited 
the viewer's desire and dilgll5l, fascina'ion and be. 

Like DaIi, Wolf__played with abjca reYttI8IJ ~ _ng 
hi, nuumequinwilh fungaJ grov.1hs .... docaying organic _~ 

specific:alIy, mushrooms and IIIOI5.Tbe champigtrotr is used to CODf'ect 
gourmet. dishes but al80 signifies fungus. MOlIsse or moss evokes Ihc: 
register of CIIisjn~, but iodirectl.y, COIINre (",olLUf!li"~). Psa1en 
represented a waxen imilation of the female body tbat was, 
JllU1Idoxically, • soun:e of cr<lltivo noorishmcnt .... sensual p......... 
.... • b«ediog ground Cor di......... rot. By substituling pcrisbable 
mediums for fabric, PBalen's COIINre creation externalized the clichl! of 
the female body as diseaaed but also exposed the fashion industty as ao 
opportunistic perversion of an and nalWe. By literalizing Ihc: idea of a 
natural style, PBalen's gown .moc:k.s the cqualion or femininity with 
artifice while It reinfon:es Ihc: clichl! a&&ocialing women with nalWe and 
decay. 

Whereal!i Paalen explores Ihc: meaning of drcsl!iing ..natundly," Man 
Ray', nuumequin subverts the rq>n:scn"lioo of nudity. This minimally 
attiJed, fully exposed waxen figun: was bsre but Cor the ligb' bulb .... 
glass IlIIrin3 mbee hlIir, .... the belt arouod bee waist The ligbt bulb 
alluded 10 tile al/llme11~ or "1c:ase" while Ihc: glass tubiog proclaimed 
bee ao artificial product of tcchnolOl!l', thetdJy quelling the poWilial 
eroIiciam of lhia exposed, roboIi<: prostilUle. ~ as Ibi' man""J'lin 
aies fal8e tan of glass benrath the arect sign nl~ d'II"~ per/~, the 
viev.u IeIl8CI tbal Ihc: mannoquin is bidding f'areoweU 10 the erotic 
charms of ornamentation since the bell around her waist beani the 
message Adl~1I fOll/ard. The belt and the glass tcan; IUggcsI tbat the site 
of eroticism is localed outsi.de the body - on that which cooocals or 
adorns. Panldo:<ically tbese solid glass lean see but empty sigoifiers. 
They highlight the lDIIDDeQuio's status tuI • 1ft artificial cqJf of the 
exposed. :femalc body while Iheir deceptive appcarancc rwlka1i7CS the 
commonplalz belief that artifioe oonstructs eroticism by fllggCSIing tbal 
a'CIl nudity is consttuctcd. 

Andr6 Masson'II mannoquin, entitled "Lc &ilion vert .. bouchc de 
.,....; sboM:aaes the cIecepIive natun: of appearances m suneaIi" 
conslruCtions of sendtt. In an wunistakable pun on female genitalia, 
Brdon deemed Masson', mannequin 10 be the "pearl" of the exhibition. 
The artificial red. fish suspended in the cage and lodged in Ihc: curls of 
the mannequin further alluded 10 female genitalia. Her head was 
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enclosed in a birdcage. wbile her mouth was gagged with a greeD "civet 
band and stuffed wilh a pansy. MPens6e" conspicoously puns upon 
"psnsCe" (bandaged) or the '"gag." But Masson's titJe also played upon 
Ihe _Ie meaning of "pe""" denoting boIh thought and Ihe paosy, • 
nOYt'ef associated with memory. The mannequin's moul.h was not only 
dr.c:orative, but commemorative and contemplative. The natural. sensual 
functions of the mouth were lhrice inhibited (literally obstructed by 
thoughts and memories of l.hc artist'5 projection). 

Io addition to the mouth,. the mannequin's crollch was adorned, 
sporting an 0'faI mirror featuring two glass tiger's eyes and crowned 
with pc:acoc:k featbcn. This dt.oorative crotch-pic:ce. like its masculine 
counterpart. tbe codpiece, underlined the conncd.iOll. between gender 
ideotity, artifice and _Ie. The mal, _,or hoping 10 penetrate 
Ihe _""' is thrown bocI< upon himoclC. lie i, .,..mated iNtead by 
the g1ass-cycd pze of the crocdl-piece which blurred. distinctiOO5 
between the suIl;ect and object of the gaze as 'M:II as tboec between 
mascuJinc and feminine:. U Boil/on verl Q botlche de [Jf!"sJe minon. the 
gender of Ihe _tor. Masson', mannequin ......... Ihe male 
sum:alilll's idc:ntific:ation wilh the manncquin-pro5lib1te but also his fear 
of tbe feminine other: if the viewer sbould be so bold as to smile into the 
minor, be encounteR the vagina dentala within himself thus recaJUng 
Baudelaire's poem L>HrQIII01Jlimoro~mi1Jos: "Je sois la pIaie ct Ie 
C'OUteau?[...] E1 Ia vic:timc et Ie boum:au." This captive but decorative 
c_ oilencal but qu;te bterally "";ng _Ie, united Ihe pbaltic 
with the feminine; and thereby resislfd the notion that gender is based 
on biD8l}' oppositions. 

Ducbamp" partially nude and partially """__uin 

similarly challenged the helcJ"09txual model of gender identity. The 
mannequin Slands beneath the sign nil! des Itvres and is bare from the 
waist down. The street. name constitutes an overt I'eferero:: to female 
genitalia wbile the ligblbu.lb in her breast pocket. evokes the moiSOfl de 
passe. However, 8li it to camouflage these feminine codes. she is 
wearing his hat, lie, and jacket. The mannequin's attire oonfonns to the 
etymology of the word 1fIQII1Ie~;tr itself, which is derived. from the 
Dutch diminutive for man. More importantly, Duchamp strategically 
scrawled his signature just above the mannequin's crotch, in thi.s way, 
endowing his mannequin with a linguistic sign of the phallus. IDdced 
the photo of Duchamp's mannequin (by Man Ray) is shot from below 
and foregrounds the lower region of the mannequin's anatomy. In yet 
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_ -. thiI pol1icuIar Ii-... bolo Ihc name al Rrooe S&vy, 
tbIt is. DurJaamp', ceIcbnItcd. pcnona 88 a transYestile. HRroIe SBfty 
iii a ~ man, then Ducbamp's manncquin of tile same DlUDC., 
___ llIC"dcr liDos, procIucin« a ..........-aI>yme. allllC"dcr u 
pcrformaDoc - a MIlII8D dressed as a man dressed as a woman... 
S~ Ifusocl'. claim Ihat Pygmalion is a donUnanl-.plw>r 

for the artiIt'. rdItion to the mannequin, Ducbamp'5 ~ his 
GaIaloa in his .... _ from Ihc waist up. But bc10w lica Ihc biddcD 
dif&:teaa::e cltbc croa-dresled other. Alternatively, below the Jw:mlinc of 
Dlllcbamp's jacket lica nolbi.ng but wax s:ince the mannequin's pbaIIic 
lack is bared for all the world to see. This croa-dresled mannequin 
clcfiod Ihc oaIeIIaibIy fixed ~ al biolotlY .. oftaI conIUacd with 
llIC"dcr _ty. Ducbamp'. mannequin thua moaIod Ihc pn1/iluDd 
IIJDbisuity allhc popular aayiJIIl thai 'Ihc ckllhca ..... Ihc man' wbik: 
conspicuously enlilling the viewer 10 qUCIlioo Yt'hIi CUdIy "makes" the 
WOIIIlIII. 

Tbcac _ sap, bIIDdod,__.....ificd_ 

modcIa aItcrnaIiwIy bedtaood, llU>ta1izod, sboclcod, rqJU1acd .... 
otherwise moo:' o1 the viewer. The mannequin IS ptOIIinue confronted 
Ihc _ with Ihc COIIJIJU<:tioo al ~~ aa:oodiD8 to Ihc 
surnalisl Josie al dispI""",,",,, .... _. The aIijoct appcatlUICC al 
many IDlIlllIllq1Iin did _ to subvert Ihc principlca al U1dh .... 

beauty Ihat GaIaloa .""....... Indood their MIk CMl Ihc wild side wry 
muth racmblcd BIude'lirt:'s sacreligious itiDcrary. JiB one: cl the 1ut, 
Iartl""«'lle, oolIabonDve c:ffona al lint generatiCMl _ prio< to 
Wodd We 0, thiI exhibit deployed. the manncqu.in-prostitule to 
_.dc:socnl< .... parody conunonpIace _ alkmiDinity 

with artificle and with consumplion. Yet. in spile of tbeir sometimel5 
AKX:<UI1d "'lOIIfiswaUon allhc bderooexual model allllC"dcr idcDtiIy• 
.- artiaU "_Iy adhered to Ihc lrlIdilion wberdJy Ihc artist 
·'mates" the woman. 

Coillmbia U,,'w,..rlly 

liOns 

HiSlOrical ac:counts cl the exhibition inch.: Paris 1937-Parls I 
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