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Antonin Artaud’s Identity in the Creation

of Surrealism Theater
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Abstract

This article is the result of my study of the Antonin Artaud’s Identity in the Creation of
Surrealism Theater in Theatre of Cruelty. It has found out that (1) The presentation of the sensory
experience and appeal to the subconscious through sexual and moral content (2) Assaulting the
audience to shocking and disgusting by using lights, music, sound and action cruelty (3) Insufficiency
of language by use of movement, visual poetry and improvisation (4) Involving the audience participa-
tion (5) Creating a dream world through ritual and tradition (6) The objective chance. Antonin Artaud’s
Method developed into the style of “Impossible Theatre” and “Artaudian Technique” in the present.

Keywords: Surrealism, Antonin Artaud, Theatre of Cruelty
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amumiafimwé’qaﬂmwﬂaﬂﬂ%ﬂﬁmﬁawﬁqgmm
asnsuilanasiiaos (A.A.1915 ~1945) A IHIH
vansduay dawaliruiiTinsendiuvilmnogly
ANIEVAY Aunde ;:Jﬂuhimmm%mﬁm%miﬂﬁu
mauvseraeuse o nelhiAnmssensdouay
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naudnnsazashaislniauiauuiazasiuue
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(1) maspdoulmvesayasiuidydnualion
(Symbolism) azasilidaudnvaliauowuslidiu
aude wedlianisdasssuiilionadudedld wu
ANUNNEVDIIALAZALAIY TneliinnsazasLl
39 wuwesaen (Maurice Maeterlinck ﬁ%ﬁmagﬂ‘u‘ﬂ
A.A. 1862-1949) uavaed Musuaala (Luig Piran-
dello §Fimaglul A.e. 1867-1936) Frudeuves
wndeddud a.d. 1921 Bos “fhavasimnaiumiin
Usus” (Six Character in Search of an Author)
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(August Strindberg 1¥3nag/lu A.¢. 1849-1912)
(3) nMswdeulmuiazasuuuIwesay
(Futurism) kaza1a1 (Dada) WuIaEAILUUNILADT
FuAstululssmadoalul a.a 1909 ArwAatis
Tufiasnsamazgaeioddng lnowanlandaniy
AnnsAalsluednegaenzideindufalsluamu
fifisduet YiausarasruInduiuATINmgHE
woNALAAUUNLAAIDBNIINAU HIULLIALATAIAY
(Dada) Wintuluussimnaainwosuausiud a.a. 1916
daueindavraisasidunsyanasieulmiue

anuthadsiunevedan feamslinugduauuay
Judstndiuaug weikTdesh irosiinansynu
funnsazasidlodieuiuuuiarasdug wiegidls
ﬁmmé’ﬂmsmqquw%smam‘ﬁumﬁmqLLuaﬁﬁﬁ
Sviswasoiinnisazasiainamin daudenin “azas
WW” (Avant-garde Theatre) fineneunaaes
uansLualue Wseynadeninig Taunenisazas
RRGHE

(@) mandeulmuwazasuuudindomes
(Epic Theatre) Ml@usLUIAZATLUINKINING TUn
aununaduussens Wiiaiiaueises Tnefinng
Wasuulastu natuavanuiildededasy wun
azasiasaruaulaluanudievesdeaunas
nsiiled gihaudfty fie wslnan i (Bertolt
Brecht 1¥3naglul A.a. 1898-1956) Uaua iy
Aosseanegianeidazas Wilviduulalnsnses
wazienlesdsiiiiuluazasiuimmnisalludingds
sneliAnnszuanisazasieasAsUAgwn

wluvazientuiu nsiedeulmuuazns
wuuwesBeadar (Surrealism) finenenumviand
P BIniteTiniiang1 umamaududass nan
ﬁumﬂﬂﬂiLﬁuﬁﬂImwﬁQﬂﬂaaﬁwﬁw “TonsIua99
dam” s?fﬂLfJuﬂizLLammLﬂ?ﬁlaulmuuaﬁ@ﬁqw
I5TuARNarRatzireiugunismansazasiun
duasalazuannIsuesaLautiaanan (Konstantin
Stanislavski) WuieafuLnasasTeaaeL o
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fevesfauluatiodu dudenuaznisinauad
Juusawazdudou uded1slsiniuuulrazasives
Beadasitumsaunnisane Wosae Yseansi 1
A998 NN ULLIAZASLUULBULESTA (The-
atre of the Absurd) azAsLuIIMINGT (Theatre of
Psychology) $a89UUagATHWININ (Avant-garde
theatre) Mdulsngmsallnguesazasiiluna
foun Usensd 2 wilsdennenisuans e “The
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Theatre and Its Double” vasa15lnnalminfiFng
msuanstuguuuulml fallunsiaesasuuimeass
(Experimental Theatre) Usensl 3 uwiavasdana
AouwAnvestinnisazasadelvi Wy Uwes uia
(Peter Brook’s Production) Yrundasoadulul
Iawlguund nquineuedla 813a1ued (Fernando
Arrabal) siatauld Talaseadn (Alejandro
Jodorowsky) waglsasss s (Roland Topor)
Tnnsazasvesnaa tiwuiAndinaiiunadig
ATIALUINTITUAAILUY “Panic Movement”
(Mouvement panique) B LAUDNTUARIL?
wosiSuadal (Surreal Performance Art) H1u3U
UM aAdeulmigulskazaenLAnAz AU
AugtuY9UA.A.1962 wazUsensil 4 Rannsian
LazAINNNg wivesdodlauils 915ln vihliAnuwwn
avasfifiendnuel 5un71 “Artaudian” s
euelssazasusannudululadla “Impossible
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Research)
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(Arthur Rimbaud) #1588 lutnesans (Charles
Baudelaire) Lazidnn3 adu WU (Edgar Allan Poe)
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azAsvedlvAI eIl (Theatre of Cruelty)

dadlautls 21310 lugustinuaasuaziinnisazas
oslodununidunguwosGoadantl
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wanalagualsial gan (Germaine Dulac) Aweuns
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am3unidsn (August Strinberg) iNNMSaEAS WL
Huilulssazassamisaiievnnisuans  Tnednns
wansazAsiasuiuaten meuns TuvaeiRey
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Unazas 3e9 “Jet de sang” (luUA.F.1926-1927)
azAsuLIesSuadalvundy (§1uau 4 wih)
Feasnveaviovy nfaann Selu umeIUIa
Tanduassarasdu o fnumeiuieaudadey
FovuanufuSeRTAines TR anuguusdinade
LRSI AL NS nsuanedesiiile
uanaguadlduszaumudnsa urenslnueaiiuds
HomiiAniu werldnaneifugaidududiviliensln
fadalssazasuisanalvniremsn uarlul e,
1930 wiefiwazlsviazasmuunmualuiide
o “The Theatre and its Double” Tnaiunisu
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Nuinssansorantiauuiia (The Paris Colonial
Exposition) wildiiufanmanudumiulalunis
Wusuarnsuanstuiininawazdunssiunale
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Tifhuiioane1nsmedn mufiunndasesidiuinm
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$nsemeedoulmlilldlunasndin

souludsuuns1au U A.e. 1948 815lagn
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w19199EAEL e N FSuUS @A UL R LWL
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SnTUsedR e “En compagnie d’Antonin Ar-
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nsazas TasflonslmuSeunisnensjiaia
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“The Theater and Its Double” fiuUalng Mary C.
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degeneration it is through the skin that
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minds.” (@amgmaidonadutiogiiu vilssdn
ﬂ’mm'%w’faaLﬁﬁ'r;j?miﬂmjﬁﬂﬂ%) ARSI LAAL
1A AUNITANYITAIYYIUVDINULDY WAz “The
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believes; that is the secret of fascination...” (Inla
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Yoy wdduiimuangfnssuwaznisuanioen
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A51E8951919e8 (Doubles) Wiusuiulddaiay
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