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I began thinking about the project "Sonia Delaunay: Pursuits in the Decorative" for the first time in the fall of 2007. I was a college junior thinking about the upcoming senior year. An art history major with plans to attend graduate school, I knew I wanted to write an honors thesis the following year. I had the subject already in mind, Sonia Delaunay, but could not have imagined that my research would take me outside of the Johns Hopkins library. It wasn't until February, 2008 that I first thought about researching abroad. I received an email describing a grant named the Clinger Award which financially supports international research projects. For the first time, I considered the benefits of researching outside of the Baltimore network of libraries. It made perfect sense. Sonia Delaunay was not an American artist, and subsequently, most of her useful sources would not be at home in the States but instead, in Europe. Delaunay spent a number of formative years in Russia, Germany, Portugal and Spain, but spent the majority of her artistic career in Paris, France. Realizing this, I knew this was an opportunity that was unique. I had a background in French literature, and felt comfortable reading French sources. Ultimately, I knew that if I was lucky enough to be a grant recipient, my research would benefit incomparably and a compelling third dimension would be added to my paper. In the next few weeks, I compiled my application to the Clinger Award.

The plan was to spend five weeks in Paris taking full advantage of its libraries and museums. What was perhaps just as important as the written documents available in Paris' extensive library collections, was the art found in its museum collections. These museums housed an impressive number of Sonia Delaunay works as well as works by her contemporaries. In essence, Paris would give me the opportunity to go back in time and witness firsthand the unfolding of the initial art movements of the twentieth century. This would occur not only through access to visual evidence but also through written evidence, primary documents written by the artists themselves. I researched all of the top libraries and museums in Paris. It seemed that every one had a link or something to offer regarding Sonia Delaunay. The Musée National d'Art Moderne offered a collection of 58 Delaunay works, all donated by Delaunay herself before her death. The Musée des Arts Décoratifs had an extensive collection which specialized in textiles. The Bibliotèque Nationale housed a number of important Delaunay works as well a selection of private manuscripts written by Delaunay. The Bibliotèque Kandinsky, a private institution only open to those engaged in research projects contained personal letters exchanged between Tzara and Delaunay. When compiling a bibliography, I excitedly turned to library web sites to take a sneak peek at its availabilities. Under "Subject", I would type "Sonia Delaunay," and hundreds of books, photographs, and letters were listed. While her name is somewhat unknown in the States, it was obvious that Delaunay had spent her lifetime making her name in the city of Paris.

Four months later, I found myself sitting down at the Bibliotèque National to have my photograph taken and to pay the twenty seven Euro admission cost. France's library system was completely new to me, and different from any library I had encountered in the States. Long before I would begin any library visits, I had a lot of preparation to do. Nearly every library I used that summer involved a long and almost grueling application process. I was asked to present a letter of recommendation from a research advisor confirming the necessity of my library visits, a bibliography of sources to be used and a general application completed weeks in advance. After many emails between the states and France and an expensive, officially translated letter of recommendation, I found myself relieved at the news that I had been granted admission to all the libraries I hoped to use. The next step was to visit each of the libraries, pass a face-to-face interview, and finally have my photograph taken for an identification card. Over the course of those weeks, my wallet became considerably fatter by the accumulating ID cards.

The Clinger Award allowed my paper to develop in a much fuller way than had I only researched in Baltimore. In Paris, I had access to untranslated, primary documents. For example, at the Centre Pompidou, I read sources in both German and French which outlined the visions of the Dadaists written by Dadaists themselves. Also available were Surrealist documents which highlighted the artistic tension building between the two separate art movements. This tension eventually reached its climax at the 1923 production of "Le Coeur à Gaz" where a fist fight broke out between the two groups. At the Bibliotèque National, untranslated copies of "Le Coeur à Gaz" and "La Prose du Transsibbérien et de la Petite Jehanne de France" were also helpful. At the Bibliotèque des Arts Décoratifs, I read newspaper articles dated to the 1920s which discussed Delaunay's pursuits with fashion. This affirmed Delaunay's sheer popularity in Paris and the attention she was receiving already at the beginning of her career. Also important were secondary sources written by French art historians. Many of these books or articles would be unavailable in the states. When I return to Johns Hopkins, I will utilize its library to even further develop my bibliography and the depth of my research. The Clinger Award allowed me access to resources otherwise unavailable to me. It allowed me to not only practice the nature of research, a vital preparation for graduate school, but also allowed me to enrich my research to ultimately produce the strongest thesis paper possible.

While researching, the direction of my paper changed dramatically. As part of my application to the Clinger Award, I was asked to submit a proposal detailing my plans and the questions I intended to ask while in Paris. When I return to read the proposal, I realize the extent of change resulting from five weeks of continual reading on a subject. Originally, I had planned to center the paper almost exclusively around Sonia Delaunay. But as I read and read about Sonia Delaunay, I became fascinated with her relationship with Tristan Tzara, her relationship with Dadaism, and her participation with avant-garde theater. More and more, I found myself reading about Tzara, about Dada as a movement and about provocative theater. While beginning with readings concerning Delaunay's costumes for "Le Coeur à Gaz", a Dadaist production written by Tristan Tzara, I found myself tracing her career backwards along with a similar backward tracing of avant-garde theater. This sort of continual "looking back" process is exactly counter to my original plans for the project. According to my proposal, I would begin with "Le Coeur à Gaz" but move forward in time, and trace collaborations with Tristan Tzara and a growing interest in decorative projects. Despite the change in specifics of subject matter, Sonia Delaunay remained an important link to my entire research project. Because she served as the source of interest for all these subsequent discoveries, these different elements were undeniably tied together through Sonia Delaunay.

"Le Coeur à Gaz," produced on July 6th, 1923, was a collaborative production which involved both Sonia Delaunay and Tristan Tzara. Tristan Tzara, literary head of the Dada movement, wrote the script, while Sonia Delaunay, painter, designed the costumes. Delaunay had already spent nearly a decade experimenting with fashion projects but this particular project is different. While past endeavors were committed to the idea of movement, this pursuit is unique because the designs were blatantly resistant to movement. For the first time, Delaunay was in collaboration with a Dadaist and subsequently vocalized Dada values which opposed bourgeois language, fashion, and idealism. Delaunay's costumes were made from cardboard and refrained characters from any bodily movement. The characters were forced to stand motionless on the stage while reciting Tzara's ambigious and abstract lines. Delaunay's designs were intended to mock not only the confining nature of bourgeois attire but of the bourgeoisie's social, political and artistic expectations. Throughout my entire research process, I was continually struck by the eventual collaboration between Delaunay and Tzara. Despite a shared interest in creating innovative and challenging artwork, the two artists ground their art on basic, fundamental differences.

Before studying the differences in the work between Tzara and Delaunay, it is important to first acknowledge their similarities. The two avant-garde artists had shared an interest in exploring a concept known as "the simultaneous." This potentially made her an attractive candidate for Tzara. Fundamentally, simultaneism represents the unification of otherwise distinct elements. According to Arthur A. Cohen, simultaneity incorporates virtual motion and suggests "the reconciliation in art of that which is irreconcilable in nature: that two things, apparently dissonant and contrary, can not only be present together but in fact complement, enhance, enrich each other by their dissimilarity and contrast." He continues to write that in effect, simultaneity is the "craft of creating harmonic unity" out of separate elements traditionally regarded as "disharmonious." In 1913, Delaunay collaborated with Blaise Cendrars to create the first "simultaneous book." The book, entitled "The Prose of the Trans-Siberian and of the little Jeanne of France" juxtaposed Delaunay's painted visual designs with the text of Cendrars' poem which detailed the sounds, words, movements and scenes that took place on a train from Paris to Moscow. The experiment in simultaneity lay in it's effect on the reader who with a single glance absorbed Delaunay's abstract rhythmic changes of color while reading Cendrars' equally rhythmic text which repeated the question "Blaise, are we still far from Montmartre?"

While Delaunay's images are meant to complement Cendrars' text, it is important to recognize the non-illustrative quality of the project. As Delaunay announced: "Cendrars gave me the poem and I made an improvisation, an impression of the poem next to the poem itself...not an illustration but an impression of the poem."
 Delaunay painted the "impression" of the Trans-Siberian journey with interlacing arcs, arabesques, spirals, squares, triangles, and rectangles all painted with distinct contrasts of color, a technique Delaunay repeated often throughout her artistic career and which will be discussed in further detail later in this essay. In the case of Cendrars and Delauany's "Prose of the Trans-Siberian", the two first separate, then reconciled elements are text and paint. Rather than simply providing images to the poem describing the places, passengers, pains and pleasures of the long journey, Delaunay paints abstract forms next to the text, which is suggestive of the movement of the train and the flowing curves of the landscape and a map.
 In this way, Cendrars' text, as Cohen writes, is "enhanced, enriched and complemented" by this apparent contrast between written language and abstracted visuals. Despite the apparent distinctness between the two art forms, the artists are able to fuse a "harmonic simultaneism" in two ways. Firstly, Cendrars' text appears in twelve different font types. The effect is the eye's acclimation to size difference and style. With this, Delaunay's varying abstract forms which rhythmically increase and decrease in size juxtapose smoothly with the equally varying text. Secondly, Cendrars' text appears in color and not in traditional black. It appears in blue-black, green, orange and red which like the varying font types has a fluid relationship with the visual forms alongside it.
  This ultimately allows for the eye to adjust to the two dissimilar artistic representations and allow itself to "harmonically" "read" the two at the same time, "simultaneously."

Three years after Delaunay and Cendrars developed the concept of the simultaneous book in Paris, the Dadaists, including Tristan Tzara, continued simultaneous experimentation at the Cabaret Voltaire in Zurich. The Cabaret Voltaire opened on February 5th in 1916 and by March 31st 1916, the 'soiree' included the first public performance of "simultaneous poems." These "simultaneous poems" meant that several poems were read out loud at the same time, often in different languages. Tristan Tzara, director of the Cabaret Voltaire at this time, included examples of French poets, Henri-Martin Barzun and Ferdinand Divoire but also included an example of his own, titled "L'amiral cherche une maison à louer." These three unrelated texts were spoken simultaneously by Richard Huelsenbeck in German, Marcel Janco in English and Tzara in French and were accompanied by a drum, a whistle and a rattle. As a result, the audience lost comprehension of the texts and instead, only heard a deliberately unpleasant discordance of sound. The effect was an assault on the nature of poetry, on communication and even on language. By using three different languages all speaking about different matters, the poem parodied wartime national propaganda.
 Despite the perhaps similar "simultaneous" nature between Tristan's poetry projects and Delaunay's book project, the two differ drastically and at this moment, it is difficult to foresee their eventual collaborative projects.

Delaunay's simultaneous book project with Blaise Cendrars centers on the idea of creating harmonic unity between two otherwise disparate elements. In contrast, Tristan Tzara's simultaneous poetry projects centers on highlighting the dis-harmonic elements involved in language and in communication. It is this fundamental difference which alienates Delaunay's projects prior to "Le Coeur à Gaz" from Tzara's projects prior to "Le Coeur à Gaz." While Delaunay's projects have originated in a source of positivism and in a celebration of modernity, Tzara's projects have relied on the concept of destruction and have taken root in a blatant disgust of contemporary advancements.

The first moments of Dada at the Cabaret Voltaire centered around language and the spoken word. Dada, as a movement, worked as a destructive force, demonstrating a desire to return to the primitive. It was opposed to tradition, conservatism, war and abjured all "isms." For this reason, the Dadaists never used the term "Dadaism" but instead referred to the movement as simply Dada.
 While the world became increasingly technologically advanced, the Dadaists were sickened by its participation in wars and thoughtless slaughter. This sheer disgust by the backwardness of the so-called "modern" and "developed" world which mindlessly engaged in massacre fueled Dada's desire to eradicate definitions regarding art and language.
 Tristan Tzara articulated this desire to destroy in order to clean the artistic slate and begin afresh. The Dadaists strove to achieve this kind of primitive. In terms of the simultaneous poems performed at the Cabaret Voltaire within the first few months of its opening, Hugo Ball announced that "the subject of the 'poème simultané' is the value of the human voice."
 He believed that journalism and politics had irrevocably debased the meaning of words and language through its incessant propaganda. This had led to the wider decay of western civilization. In order to recover this loss, Ball proposed the "deconstruction" of language by reducing words to sounds. In this way, the "simultaneous poems" allowed the audience to simply hear the human voice, and not become lost by the interpretation of words. What is important to recognize in the simultaneous used here by Tzara and the Dadaists is its destructive quality. This is a very different interpretation of the simultaneous previously used by Delaunay and Cendrars which had centered around the idea of furthering human capacities.

Both Robert and Sonia Delaunay were completely fascinated with electricity. In her autobiography, Sonia Delaunay recalls one night when returning from an evening at a friend's, Robert was struck by the sight of electric street lamps. He stopped and exclaimed excitedly: "Look, the halos of celestial dreams!"
 It was this passion for light which truly inspired Delaunay's dedication to color which appeared in even her earliest works. She experimented with a technique she named "simultaneous contrasts." Maintaining the previous definition of the "simultaneous", Delaunay continued to align two separate elements in order to affect both. In this case, the "contrasts" were made with bands of colors. According to Delaunay, aligned colors will ultimately brighten and intensify each other. While the theories on color of Michel Eugène Chevreul's, a chemist of the 19th century, had influenced Delaunay, she admits herself that she did not read him too closely.
 For Delaunay, the exploration of simultaneous contrasts was not scientific but instead, instinctive. Delaunay's instinct for color can be seen in Le Bal Bullier, completed on a large mural-like canvas in 1913. Le Bal Bullier was a Parisian dance club, a favorite to students, artists and poets where the newly introduced foxtrot and tango were practiced. Delaunay was struck by these new styles, and particularly by the swift turning motions of the dancers. While watching the dancers, Delaunay imagined the quick turning bodies transforming into bands of turning colors. Instead of painting representative forms and indicating location, Delaunay gives an impression of movement with brilliant bands of contrasting colors. Eventually, this passion for light expressed through color was further developed in years spent abroad in Spain and Portugal. It was there that Delaunay saw light in a new way. There she claimed: "The light isn't more intense but it makes every color more exciting….giving the impression that we are in the country of dreams."
 What is perhaps the most striking difference between the work of the Dadaists and the work of Delaunay is the sheer positivism that lies at the root of Delaunays' work. While Dada associated developing modernism with the brutality of World War I, Delaunay's ebullient reaction to electricity represents her celebratory, even positive affirmation of modernist achievement.

In contrast to Delaunay's positive energy, Dada worked as a negative force of destruction. When Tristan Tzara worked with theater, it became anarchy.
 He intended to not only overturn bourgeois expectations in terms of performance, but intended to establish new relationships between the audience and the performers. In fact, the idea of the passive audience which quietly waits for appropriate moments to applaud and offer its voice was shamed, and instead, Tzara encouraged a vocal and interactive audience. Henri Behar articulates this changed relationship in "Study of Dada and Surrealist Theatre": "One no longer attends [the theater] to sit quietly in an armchair for two or three hours....from this moment on, the spectator should approve or protest and intervene at its need. But he should never consider himself as separate from the performance....because it is life, it is HIS life."
 Later in the same book, Behar refers to Dada theatre as "performance-provocation" and this title is appropriate. It suggests an element of strategy to the planned incitement.

The Dadaists attacked the theater as an institution because it represented the crisis of bourgeois opulence and tradition. A favorite past-time of the 19th century, it was one of the most popular forms of entertainment enjoyed by the upper classes. Katherine Papachristos critiques that plays were written only to serve the vanity of the bourgeois. They offered an idealistic form of realism which the wealthy bourgeois could enjoy without acknowledging a distinctly separate division of class, or the hardships of poverty. In the same manner that the subject matter was safe and unrevealing, the stage was not open to creative or innovative experimentation. Instead, playwrights were expected to write characters, stage direction and dialogue in a specific and conventional manner.
 As a movement, Dada was in constant efforts to derail these expectations and sought to re-establish the natural element of unreasonable order.
 In order to achieve these goals, Tristan Tzara's Dada theater became a form of anarchy against theater which violently overturned tradition.

"Le Coeur à Gaz" was performed for the first time on June 10th, 1921 at the Galerie Montaigne in Paris as part of a "soiree Dada." It was performed for the second and last time on July 6th, 1923 as part of an evening titled "Soirée du Coeur à Barbe" at the Théâtre Michel also in Paris. Music was composed by Erik Satie and Darius Milhaud.
 Tzara's "Le Coeur à Gaz" is often considered to be masterpiece play of Dada theater. Tzara divided the play into three acts. This demonstrates Tzara's desire to retain certain elements of classic theater and parody them.
 "Le Coeur à Gaz", or "The Gas Heart" sought to constantly derail any expectation the audience might have. The script used very little stage direction and as a result, the characters stood on stage with little movement or interaction. Occasionally, the character named Mouth would exit and re-enter and at one point, the character named Eye falls to the stage and walks on all fours but other than these examples, the script calls for no other action. The script begins with similarly simple instructions: Neck must "[stand] downstage" with "nose opposite [facing] the audience," the other characters may enter and "exit as they please" unless otherwise noted in the text.
 In other words, the script does not give direction to the actors and instead, the actors have the liberty to direct themselves as they please in either an impulsive or pre-meditated fashion. This is radically different than conventional theater productions which utilize detailed scripts and offer actors no personal liberty in artistic choices. This is one of many anarchic elements of Tzara's production.

Delaunay's costumes were made of thick cardboard and had a cubist-like element to them. The actors were encased in trapezoid-like angles and were unable to move.
 They were designed to be seen from the front and not from the side. Delaunay used large, flat surfaces to encase the actor and this intentional rigidity did not allow the actor to turn, and instead, to only face the audience. In addition to the geometrics of the actual encasing of the costumes, Delaunay painted the cardboard cartons with geometrics in mind as well. The male costume included striped trousers, a tie and a sports jacket. On the surface, the costumes seem to imitate the conservative suit of the bourgeois. But Delaunay mocks the traditional male attire by exaggerating the shoulder size of the suit and creating an "op effect" with the black and white stripes lining the trousers and tie. The female costumes were created in a similarly mocking fashion. With the case of the woman's costume, Delaunay mocks the femininity which is sought after with traditional female attire. She draws breasts as geometric circles on the flat cardboard which extends from neck to feet. In an effort to create a small waist, another desired element of femininity, Delaunay paints two symmetrical triangles on the sides of the cardboard boxes. The effect is an exaggeratedly defined waistline. The actors were confined to these large cardboard boxes and the only physical action allowed were changes in facial expressions or gestural actions of hands. This limited physical movement went hand in hand with Tzara's monotonous character interaction, and was intended to create an overall sense of boredom in the audience.
 Ultimately, with "Le Coeur à Gaz" Tzara's and Delaunay's vision went hand in hand. While the two artists used different outlets to express their ideas, language for Tzara and visuals for Delaunay, they joined forces to mutually attack the bourgeoise.

This is only a small part of the research compiled this summer in Paris. There are endless pages sitting on my desk to become a part of my thesis paper. While I have discussed Sonia Delaunay and Tristan Tzara in this short preview, my final thesis paper will discuss Kandinsky, futurism, Dadaist theatre, Picasso's "Parade" and the Ballets Russes. I envision my paper having the theme of avant-garde theater. In Paris, I also learned about the nature of research and how over a course of a long period of continual reading, ideas shift and take new form. This makes sense because it is through research that an argument for a paper is found, and this cannot be set in stone before the research has taken place. Overall, the experience allowed me to get a feel for graduate school during my undergraduate years. This is especially helpful to me because I am a student seriously considering graduate school. One of two things could have happened during my time in Paris. I could have realized that I do not enjoy the research process and that graduate school is not for me. Or, I could have realized I have a taste for research and I am looking forward to entering the next academic level. Luckily, it was the latter option for me. This trip only involved positive affirming of pre-conceived goals for my future. I realized that researching is something I enjoy. I did not grow tired over my subject, and instead, spent on average eight hours a day at the library, engulfing myself completely in the material. With this experience, I can apply to graduate school, and indicate confidently that I understand the terms of becoming an art historian and am quite sure it is for me. I am hoping that this will only strengthen my candidacy as an applicant. I learned a tremendous amount this summer, not only regarding Sonia Delaunay, and art history, but also about the nature of research, the academic life, and myself. I am incredibly thankful for the Clinger Award for all the learning it afforded me.
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