Neo Surrealism

René Magritte had an intense influence on
American illustration during the 1960s.
Many illustrators borrowing his style (and
sometimes his exact images) found that
when pictorial realism and conceptual dis-
location were combined in visually poetic
compositions, they could depict almost any
idea. Unlike the more flamboyant Salvador
Dalf, Magritte’s art was less dependent on
Freudian dream interpretations than ironic
visual juxtapositions that played with
commuon perceptions. Magritte built an

accessible, symbolic visual language, which
illustrators in the West discovered could be
applied to the most commonplace editorial
themes (while in the East, Surrealism could
veil taboo subjects). A gigantic boulder
floating in space, a cloud-busst of bowler-
hatted men, a train coming through a brick
fireplace as from a tunnel, and other bizarre
occurrences formed the basis of a symbolic
vocabulary used to comment on a variety of
quotidian editorial and advertising themes,
including the economy and politics. Neo
Surrealism offered illustrators a way to
address boringly complex and recurring

264

NEO SURREALISM/144/1




265. Thomas Woodruff

Itsy-Bitsy Teenie-Weenie Yellow

Polka-Dot Bikini
Rolling Stone, 1989

Art Director: Fred Woodward

266. Lauren Redniss

Double-page spread from Century
Girl: 100 Years in the Life of Doris
Eaton Travis, Last Living Star of the

Ziegfeld Follies, 2006
Publisher: Harper Collins
© Lauren Redniss

267. Yuko Shimizu
Swimmers

The Walrus Magazine: Reading

Issue, Summer 2006

Art Director: Antonio De Luca
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268.

269.

270.

271.

Braldt Bralds

Advertisment for Bols Liqueurs, 1986
Art Directors: Victor Vorderstasse and
Braldt Bralds

David Wilcox

Cover art for Eric Gale’s Multiplication
Art Director: Paula Scher

David Wilcox

Cover art for the Yardbirds’

Yardbirds Favorites

Art Director: Paula Scher

David Wilcox

Cover art for Eric Gale’s Ginseng Woman
Art Director: Paula Scher

ma

e =

AR IVIR T

MULTIIPLICATIONXERIC GAL

o O £ 24




ARDBIRDS

FAVORITES

NEO SURREALISM/148/149
issues. Using metaphor made demands on
the reader to interprec the illustration and
thereby spend more time absorbing its
meaning.

The psychic disturbances of Surrealism
were also on display in Giorgio de Chirico’s
mental landscapes, with cheir multiple
vanishing points that discorted Renaissance
perspective and expressed the human trau-
mas over which the movement obsessed.
Like Magritte, de Chircio’s “invention” was
mimicked—sometimes lifted verbatim—in
many illustrations.

Surrealism in practice induces physical
and mental vertigo that both stimulates
and sabotages perception. Countless artists
and illustrators have anonymously ex-
plored the psychology behind anything and
everything through surreal juxtapositions.
Art historian Lucy Lippard called Surreal-
ism “house-broken Dada . . . Northern
fantasy subjected to French lucidity.” This
has proven to be just as true when applied
to commercial art. Surrealism was a benign
art, not a revolutionary language. It could
be used to sell any product and depict any
idea. Nevertheless, illustrators interpreted
Surrealism effectively for various needs, and
it has remained a popular style since the
1960s.

European illustrators adopted Surreal-
ism before their American counterparts.
Acrtises behind the Iron Curtain found it
was an effective way to confuse censors, so
they used it to make controversial graphic
statements. The Polish poster artists were
masters of this deceptive image making,
burt even non-Soviet artists found Sur-
realism a viable tool for commentary. In
France, the illustrator/cartoonist Roland
Topor wed methods of Alfred Kubin and
Marcel Duchamp to form a unique surreal
vocabulary expressed through a nineteenth-
century cross-hatch style. His work was
both dark and witty at the same time.

Strongly influenced by Topor, Brad
Holland helped introduce linear Surrealism
to American magazines with his work for
The New York Times Op-Ed page. By the
early 1970s, the Op-Ed page, established
as a distinct section within the newspaper
for independent opinion expressed through
text and art, opened a floodgate for artists
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272. Brad Holland
Osama, 2001
273. Brad Holland
ustration for The New York Times,
1978
274. Roland Topor
lllustration from Toxology, 1970
275. Marshall Arisman
Curse of Violent Crime
Time magazine, 1982
Art Director: Rudy Holgund
276. Roland Topor
Cover illustration
Scanlan’s magazine, 1969
Art Director: ). C. Suares

— —————— ———— = —= =




who practiced a linear, Dada- and Surrealist-
inspired illustration. These drawings
complemented or commented upon the
texts being “illustrated.” Illustrators were
encouraged to reflect upon the “essence”

or underlying concept of a text rather

than specific passages. They were hired to
translate verbal ideas into visual ones and
were as integral to the mission of the page
as any writer.

Neo Surrealism does not demand a spe-
cific technique or medium. Guy Billout’s
approach is not based in his elegant line
and muted airbrush color, but conceptually
builds on the plight of the little figure at
odds with an expansive landscape. Istvan
Banyai leans toward Surrealism through the
caricatured distortion of the people, often
thrown into surreal situations, that popu-
late his drawings. David Wilcox applies the
painterly precision of Magritte, bur his sur-
real vignettes for rock-and-roll album covers
are more about creating unreal moods than
a grand, symbolic tableau. And Marshall
Arisman’s style is a curious marriage of
Expressionism and Surrealism, wherein he
creates masks that reveal the inner workings
of his subjects, which are often residents of
the darker recesses of life.

The Magritte/deChirco manner of Sur-
realism became an illustrative cliché rather




277. Matt Mahurin
Fear of Nuclear War, 1985
278. Henrik Drescher
The Magical Mystery Tour, 2006
279. Peter Sis
Green Yeti, 1998
Tibet-Through the Red Box Frances
Publisher: Foster Books/
Farrar Sraus & Giroux
Editor: Frances Foster
280. Brian Cronin
Life's Journey, c. 1998
281. Peter Sis
The Inquisition Found Galileo
Guilty of Heresy
Starry Messenger, 1996
Publisher: Frances Foster Books/
Farrar Sraus & Giroux
Editor: Frances Foster
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282. Milton Glaser
Purgatorio
Purgatorio: Dante’s Divine Comedy, 1999
Art Director: Christina Taverna
© Milton Glaser Inc.
283. Milton Glaser
From Poppy with Love, 1967
© Milton Glaser Inc.
284. Anthony Russo
Get a Hold of Yourself
Advertisement for Poppy Records
285. Floc’h
A Poor Aunt Story
The New Yorker, December 2001
Art Director: Caroline Mailhot







quickly, but since surreal imagery is such

a mainstay of the field, inventive artists
found ways of juxtaposing the real and
unreal in novel stylistic ways. Drawing on
all of the conceits of fantasy, symbolism,
and expressionism, Neo Surrealism is 2 sum
of many parts, with one goal as 2 common
denominator: to disturb the viewers’ wits.

286. Gene Greif
May I Have A Word With You
The Boston Globe, 1985
Art Director: Ronn Campisi
287. Lou Beach
Thanx, 2006
288. Viktor Koen
The Secretionist
Men’s Health (Germany), June 2005
Art Director: Elke Kriiger
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289. Matt Mahurin
Tyrannasaurus Lex
New England Monthly, 1984
Art Director: Hans Teensma
290. Craig Frazier
Bubbledove, 2006
For Saleforce.com’s annual
employee-value conference
Art Director: Craig Frazier
© Craig Frazier, 2005
. Philippe Weisbecker
Arts Etc. ..
The Boston Sunday Globe,
December 26, 1999
292, Stasys Eidrigevicius
1995
293. Gary Baseman
Page 115, 2007
294. Owen Smith
The Witching Hour
The New Yorker, November 2000
Art Director: Francoise Mouly
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