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Collaboration as

Social Exchange

Screen Tests/A Diary by Gerard Malanga and Andy Warhol

Reva Wolf

9

he friends are forever involved in the ‘family photo,

a line by the poet Gerard Malanga, who was a close

associate of Andy Warhol during the 1960s, alludes
to the dynamic connections that exist between portraits and
social interaction. Understood in this broad sense, the line
would be a fitting epigraph to the book of 1967 in which it
appears, Screen Tests/A Diary, a collaboration by Warhol and
Malanga that consists of a collection of stills from film
portraits, or “screen tests,” each with a poem on the facing
page by Malanga (fig. 1). Inclusion in this compendium, like
being in the “family photo,” is a person’s declaration of social
affiliation.

The strata of processes involved in the production of
Screen Tests/A Diary were in themselves statements of social
affiliation. These processes begin with Warhol and his asso-
ciates’ filming of the screen tests, and include their selection
of the screen-test stills that would figure in the book and even
their acquisition of legal rights to reproduce the images. In
this instance, collaboration ought to be regarded as a series
of social interactions, in which public and professional affairs
tend to be inseparable from personal and sexual relation-
ships. And these social exchanges not only affect the out-
come of the book, but also parallel its content.

By providing a sense of the social complexities involved
in this collaboration, we can begin to take a fresh look at what
the roles of Warhol’s associates were, and to consider how
misconceptions about the social element of his work have led
to the omission of Screen Tests/A Diary and other, similar
projects from both the literature on Warhol and studies of the
history of collaboration between poets and visual artists in
the twentieth century.!

The fifty-four stills of Screen Tests/A Diary—which
picture actors and poets, socialites and thieves, models,
consumers of amphetamine, painters, filmmakers, and
musicians?—are frame enlargements from short black-and-
white silent-film portraits made between 1964 and 1966 by
Warhol with the assistance of Malanga and/or Billy Linich,
also known as Billy Name, who lived at the Factory.3 Each
still consists of one or two entire frames from the film footage,
and part of either one or two additional frames. The idea
behind such cropping is to provide visual evidence that the

photograph comes from a moving image (bringing to mind
Gertrude Stein’s comparison of her literary “portraits” to
cinema, in which “one second was never the same as the
second before or after”).* Conceptually, the moving-picture
portraits correspond nicely to the “diary” format of the
poems, as both are meant to signify records of particular
moments in time.>

The design of Screen Tests/A Diary is apparently by
Warhol,® and in its original conception, the connection be-
tween film and poetry was to have operated compositionally
as well as metaphorically. To underscore the origin of the
images in film footage, they were to have been printed on
acetate, rather than on the semitransparent vellum-type pa-
per that, as a compromise, was actually used; the poems were
to have been positioned underneath the sheets of acetate.?
This collagelike layout, in which Malanga’s words were to
appear across the faces of those to whom they are written,
would have served as an apt visual metaphor for Malanga’s
tendency to absorb others into his own identity, in his poems
as well as in life.

One of the most readily discernible ways this absorp-
tion occurs in Malanga’s poetry is in references not only to the
ostensible subjects of his poems, but also to Benedetta
Barzini (fig. 2), with whom he remained obsessively in love
following a brief relationship that ended shortly before many
of the verses were composed in August 1966; Screen Tests/A
Diary is dedicated to Barzini. Facing John Ashbery’s portrait
(fig. 3), for example, are the lines, “But the Italian / collec-
tions for Fall are notable,” alluding to Barzini’s then success-
ful career as a fashion model.

But the first line of this same poem—“What had you
been thinking about”—does concern Ashberys; it is the first
line of Ashbery’s own poem “The Tennis Court Qath.”® This
brings us to a second, rather curious device employed by
Malanga in his literary absorption of others: appropriation.
Such self-conscious copying has multiple significations in
Malanga’s verses: it is a verbal parallel to Warhol’s well-
known technique of appropriating existing visual imagery; it
is a way to flatter the poet being copied—which, in the case
of Ashbery, operates dually, since Ashbery himself relied
heavily on appropriation. ® This flattery, in turn, is a means of
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Is the first movement of che will

power toward keeping a secret

an effect of grace

or simply a free, autonomous human act
and why is there analogy

between two types of being

complex when we do not know

what the meaning of our language is?

What are the relationships between the swapped destinies?
What light does

the use of the diary text reveals the crucial ideas,

the loss of heaven in life is authentic.

T

The friends are forever involved in the “family photo.”

rain becomes rain again.

8/28/66
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F1G. 1 Gerard Malanga and Andy Warhol, “Billy Linich,” Screen Tests/A Diary, No. 29 (New York: Kulchur Press, 1967), 91%¢ X 7Ya inches (page).
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seeking the approval of a literary model, and through ap-
proval, of getting work published.¢

Such appropriation is also a form of theft, or of denying
another’s privacy. To take another example, the line “Today
not much happened,” which is found in six of the poems, was,
according to Malanga’s recollection, copied from an entry in
the diary of a former girlfriend, Debbie Caen, who also
figures in Screen Tests/A Diary (where the routine thefts of the
amphetamine culture to which she belonged are alluded to by
the poet—*“the illegal / transactions, the hot / bicycles stored
in the hall”). Appropriation here, aside from posing problems
of aesthetic judgment, signifies an unstable social environ-
ment, in that it implies a lack of trust, and an unstable
artistic identity, in that it suggests a struggle in finding a
“voice” of one’s own.

A blatant and constant stream of self-reference runs
through the poems, announced immediately by the cover of
Screen Tests/A Diary (fig. 4). The front cover consists of a still
from a color screen test of Malanga. Here, through the poet’s
rather cocky gaze, his vanity is made to speak for itself. The
same image is found on the back cover, but printed in

F1G. 2 Billy Name, Benedetta Barzini posing for a portrait film at the Factory,
1966, photograph, 14 x 9%: inches.



What had you been thinking about
the boy wrote in his diary

notebook for no one to read.

You misunderstood how it is not
possible to breathe under

water. | worry, sometimes.

But the Italian

collections for Fall are notable

for some of the newest coats in Europe
you missed

and I thought it was not Spring

t0 decide the sharp

edge of the cloudburst coming

over the hill. Somehow your fears are
justified in the details turned inside
out of the dream of the friends

who will not stay

behind the wind blowing across your face

8/22/66
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F1G. 3 Gerard Malanga and Andy Warhol, “‘John Ashbery,” Screen Tests/A Diary, No. 2 (New York: Kulchur Press, 1967), 9'%1¢ X 7Ya inches (page).

negative. Warhol frequently used the photographic negative
iconographically, as a symbol of death, from the mid-1970s
on, in variants of the traditional vanitas theme that seems to
have already been in his mind here.!! It certainly is a suitable
motif for the back cover—or the close of the book, which
might be understood as the end of the author’s temporal
existence. Similarly, the white dots that traverse part of
Malanga’s face on both front and back covers can be viewed
as markers of time, for these dots were created by the perfora-
tions at either the beginning or end of a standard reel of film
(and were a routine aesthetic and conceptual feature of
Warhol’s early films, beginning in 1963).

While some individuals, such as Malanga, tend to
advertise their vanity, and others to downplay or to disguise
it, vanity is fairly universal (however much we may not want to
admit it). This is why flattery is often an effective tool in so
many areas of human negotiation. The very act of producing
screen tests, as well as their subsequent inclusion in Screen
Tests/A Diary, was, like Malanga’s use of appropriation in
some of the poems in this book, a form of flattery, on the
giving end, and vanity, on the receiving end (two components
of portraiture that the essayist William Hazlitt, for one, had
already acknowledged in the early nineteenth century).!2
This flattery-vanity dialogue is apparent in the description by

the art critic Robert Pincus-Witten of his experience of sitting
for his screen test: “I remember, Gerry Malanga and Andy
were there, and Andy would say things like, ‘Isn’t this won-
derful! Isn't he terrific! He’s doing it!” As if one is really doing
something wonderful by simply remaining static and unmov-
ing before the lens, but the hype was very, very exciting.”13
The power of flattery largely explains why Warhol and his
associates succeeded in getting several hundred individuals
to sit for screen-test films.

A person’s willingness to sit for a screen test is a form of
vanity, but is also part of the collaborative process that
determined the content of Screen Tests/A Diary. Indeed, itis a
commonplace in the literature on portraiture to term the
making of a portrait a collaboration, the result of an interac-
tion between painter or photographer and sitter. 1*

In certain portraits included in Malanga and Warhol’s
book, sitters took full advantage of their end of the job. At the
Factory, they were instructed to have a seat, usually in a
cubiclelike area set up expressly for the purpose of making
screen tests. The camera rested on a tripod, one or two lights
were temporarily installed, and at times a white or black
backdrop was added (see fig. 2). Warhol generally framed the
composition of the head shot. Most often, sitters were in-
structed to gaze, without moving, directly at the camera lens,
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although examples also exist of profile and three-quarter
views (see fig. 1). Warhol, on his side of the collaboration,

often aimed for particular effects.1>

Sitters responded to Warhol’s standard screen-test set-
up in various ways. Salvador Dali confronted the camera
rather aggressively; he opened his eyes as wide as possible (it
seems), in an affirmation of his public image of being outra-
geous (fig. 5). Malanga, on the other hand, gazed at the
camera as if to seduce it (and us), playing out his role as sex
object (of both women and men).

Vanity might lead one to sit for a portrait film, and the
nomenclature “screen test” might conjure up nothing more
than the superficiality of appearances.1® Nonetheless, the
intensity of gaze that often resulted from Warhol’s instruction
to sitters to stare directly into the camera lens had the
capacity to communicate more meaningful associations in
the minds of sympathetic viewers of projected screen tests.
In a 1966 study, cultural critic John Gruen described the
screen-test film as “an intense study in involuntary character
revelation.” Amplifying on this impression, he observed:

The most probing aspect of Warhol’s nearly immobile facial
studies is the acutely personal discomfort felt by the spectator
as he realizes, perhaps for the first time, the nature of his own
habitual visual censorship. It is suddenly too shocking to face
the face, and the spectator becomes as involuntarily vulnerable
as the glant visage on the screen.'”

Gruen had every reason to be struck by the “visual censor-
ship” to which he referred, since the face of his wife, the
painter Jane Wilson, was among the fourteen screen tests he
viewed, in a series put together by Warhol in 1964-65,
entitled The Thirteen Most Beautiful Women (the miscount of
portraits has its own significations). Such personal associa-
tions affected a person’s understanding of the films, and also
of the stills in the Screen Tests book. As one viewer of The
Thirteen Most Beautiful Boys—the male pendant to the Most

WINTER 1993

FIG. 4 Gerard Malanga and Andy Warhol,
front and back covers, Screen Tests/A Diary
(New York: Kulchur Press, 1967), each 9'%¢
X 7Ya inches.

Beautiful Women series—remarked, regarding the screen
test of dancer Freddy Herko, who had committed suicide in
1964: “the footage became excruciatingly moving as [ uncon-
trollably invested Herko’s glowering expression with mean-
ings brought from outside the film.”8

Outside associations are also a characteristic feature of
the verses Malanga composed to accompany the screen-test
stills. In some cases, these associations are highly personal
(such as his references to Barzini); in other cases, they are
artistic; and in still others, both—as in the verse that attends
the extraordinary visage of experimental filmmaker Marie
Menken (fig. 6), which alludes to her role as his mother, a part
she played in Warhol’s 1966 film, The Chelsea Girls, and as a
surrogate, at times, in life.1?

On another level, the presence of Menken in Screen
Tests/A Diary, along with her husband, poet Willard Maas,
and filmmaker Jonas Mekas (the foremost supporter of War-
hol’s early films), is a means of paying homage to three
individuals whose ideas about film—notably the film “diary”
and “notebook,”?° and the “film poem,”?! a virtual synonym
for experimental film during the 1950s and early 1960s—
were key sources for Screen Tests/A Diary, and for Malanga
and Warhol’s work overall. These sources are tightly linked
to social, and sometimes sexual, relationships. For instance,
Maas had been Malanga’s poetry instructor (and lover,
briefly) at Wagner College prior to his introduction to Warhol
in late spring 1963.22 (Such connections often translate into
“sources” throughout the history of art.)

The very title, Screen Tests/A Diary, signals the conflu-
ence of public image and interpersonal relations contained
within the book: “screen test” denotes a public image, while
“diary” suggests private musings. What we have (in addition
to Malanga’s romantic free associations) is a microcosm,
composed of intersecting New York social worlds, of the
desire, pervasive in society at large, to glimpse at both the
outer appearances and the private lives of celebrities.



The young boy wakes up one morning.
The hot day evaporates

in the light source descending from heaven.
There may be a tree in the desert,

in the universe that would not have been
possible to burn in the dream

making music. This is no night

mare no afterthoughe can hide

his tracks in the snow

bank and the children no longer remain
children, not even pretending to forget
who they are while he dreams.

The adults are no help for his heart.
Even in summer daylight saving

time is accurate and the rain falling falls.

8/22/66

My mother’s son

belongs to someone in the beginning,

before she bandaged his knee

as though the bruise did

not heal in the same way at different times,
growing up. Still it is not too late to write
these occurrences in the diary

notebook, provided that we could

live in the sunlight all year without carching

a cold, wishing to go far

away from the troubles that sometimes press him into
service, projects he is completely

out of this world for, free

for the stimulation the lives coming in contact,
with each other the day after tomorrow.

8/25/66
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FIG. 6 Gerard Malanga and Andy Warhol, *‘Marie Menken," Screen Tests/A Diary, No. 33 (New York: Kulchur Press, 1967), 91%¢ x 7Va inches (page).



GINGOLD, HERMIONE

GINSBERG, ALLEN

says, “l can't
can't cven look u
don’t know how

405 E. S4th St., Ne

GISH, DOROTHY
GINGRICH, ARNOLD

1 HAVE
think he

as “Little Willie” in a trave
(“Then Lillia

F1G. 7 Allen Ginsberg (upper right) as featured in Cleveland Amory, Earl
Blackwell, and Marian Probst, eds., Celebrity Register: An Irreverent
Compendium of American Quotable Notables (New York: Harper and Row,
1963), 240, 10516 X 8 inches (page)

Portraits and texts are brought together in Screen Tests/
A Diary in ways similar to several popular publications, such
as a fascinating “who’s who” of the famous, entitled Celebrity
Register (first issued in 1959), which also combines head
shots with biographical sketches that often offer bits of gossip
about celebrities.23 The 1963 edition of Celebrity Register
includes among its over 2,800 names the poet Allen Ginsberg
(fig. 7), who appears in Malanga and Warhol’s book as well
(fig. 8) (and who, in his strong relationship with the media—
along with that of his Beat colleague Jack Kerouac—was an
important immediate forebear of Warhol).2* Ginsberg’s
screen test was also featured in the Warhol film Fifty Fantas-
tics and Fifty Personalities (1964—65), the title of which is, of
course, wholly in the spirit (and partly a parody) of compila-
tions such as Celebrity Register (itself somewhat parodic in
tone). 25

As collections of people, Fifty Fantastics and the two
Most Beautiful films are important precursors to Screen Tests/
A Diary. The potential psychological impact of scale and
duration (around four minutes per portrait) of the screen tests,
when projected, was undoubtedly somewhat diminished
when the images were transformed into still photographs for
the book. What we gain, in exchange, is a considerably more
accessible, tangible collection of faces.

WINTER 1993

Just as this collection creates a kind of social world
(revolving around Gerard Malanga), the act of producing
screen tests was often a form of bringing people together, or
even of seducing them, and provided a ready-made focus of
activity for visitors to the Factory. According to Warhol,
sometimes these events, when the sitter was chosen by
Malanga, were inseparable from the poet’s romantic literary
pursuits:

He would see a girl in a magazine or at a party and really
make a point of finding out who she was—hed turn these
interests into sort of poetic “quests.” Then hed write poems
about the girls and tell them all theyd get a screen test when
they came by.26

A direct link between these “poetic quests” and the book
Screen Tests/A Diary was a performance piece of around
1965, entitled Screen Test Poems, in which Malanga read
verses to screen tests of women while they were projected on
three screens (and the lack of distinction between image and
reality implied by such an arrangement has parallels in
poems in the book).2” Malanga’s performance was, in turn,
very probably derived from events such as an early 1965
party at the home of Sally Kirkland (then the fashion editor of
Life magazine), where The Thirteen Most Beautiful Women
(one of which pictured Kirkland’s daughter, Sally Kirkland,
the actress) were projected simultaneously on three walls.?3
(The viewing of screen tests, like their production, was often
enough a social event.)

An additional, but less obvious, social exchange that
should be regarded as part of the Screen Tests/A Diary collab-
oration occurred in the legal sphere. In order for a portrait to
be included in this compendium of faces, the person pictured
had to sign a photograph-release form. Failure to secure a
signature meant revising the book, and a few revisions were
made.2® In one instance, Malanga had hoped to put Bob
Dylan’s portrait in Screen Tests/A Diary, but was unable to
procure the necessary signature from Dylan’s manager,3°
probably on account of the antagonistic relations that existed
between Dylan and Warhol (which became part of each
artist’s public identity).

Although the selection process, when it was not im-
peded by such hostility regarding image ownership, seems to
have been Malanga’s domain, Warhol was not entirely aloof to
his assistant’s choices. He apparently asked Malanga to
include a few specific images in Screen Tests/A Diary—those
of Warhol’s friend, the art critic, curator, and early supporter



We are kept cold, sometimes,

while advice lasts

in the miraculous reflection of so much that is
to come in our lives.

The friends had not expected that

the headlights would be like

this to discover the road

markings not to cross on the sharp

turns, and dreams might occur into something
for life, the fear dismantled

to be the deception which surrounds us

for the white rose

growing restlessly as the sun

light reappears after night

fall, exalting the impossibility of the peace
formula in our time we may never achieve.

8/26/66

of Pop art, Henry Geldzahler, and Warhol “superstar” Ultra
Violet. But Malanga omitted both Geldzahler and Ultra Vio-
let from the volume. He later explained:

I had to be inspired by the peaple I was writing poems about.
. . . So I wasnt inspired to write a poem to Ultra, I wasrt
inspired to write a poem to Henry Geldzahler. Henry was very
insulted that he was not included. He thought just because of
his assoctation with Andy, and that Andy and I were coauthors
of the book, that he was going to be included. But I’m the one
that's writing the poems, and if 'm not inspired to write a
poem about Henry, then Henry's not going to be in the book. . . .
Other than maybe Ultra and Henry being suggested by Andy,
Andy really didn't suggest anyone else.3!

The divisiveness that contributed directly to the content of
Screen Tests/A Diary emanated largely from Malanga’s rela-
tionship with Warhol, which was in fact marked by conflict
throughout much of 1966. The tensions between them are
alluded to, obliquely, in a few of the poems, as in the
concluding lines of the verse that accompanies the poet Ted
Berrigan’s portrait: “I am tempted most not to return home/or
to hate another nature. But I don't. I do.”32

Such hostile feelings may explain the conspicuous
omission of Warhol himself from Screen Tests/A Diary. Ma-

e
F1G. 8 Gerard Malanga and Andy Warhol, “Allen Ginsberg,” Screen Tests/A Diary, No. 19 (New York: Kulchur Press, 1967), 91%6 X 7Y inches (page).

langa has claimed that this omission was inadvertent.33 Yet
Warhol does figure in the manuscript of the book.3* Who
decided to exclude him from the final product remains un-
clear, but this seems likely to be another case in which
artistic choice can be equated with social discord.

Malanga’s repeated allusions, in his verses, to conflict
among friends, especially in his recurring reference to
“swapped destinies” (see fig. I), is an anxious characteriza-
tion of his social world, in which the sense of affiliation
brought about by being in the “family photo” means, on the
negative side, conflict, jealousies, competitive relationships
(such as with Billy Name, to whom Malanga writes, “and why
is there analogy / between two types of being”) and finally,
perpetual instability. It is as if Malanga was attempting the
impossible task of taking control of his unstable social envi-
ronment by articulating it.

The fact that Screen Tests/A Diary is largely about
Malanga’s responses to this environment, and is by both
Malanga and Warhol (in addition to the individuals who sat
for their screen tests), partly explains its omission from
studies of Warhol’s art.35 True, another collaborative book
Warhol produced around the same time does figure in some
overviews of the artist's work—namely, a: a novel (published
in 1968), which is based on tape-recorded conversation pri-
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marily with Robert Olivo, also known as “Ondine”; but a,
unlike Screen Tests/A Diary, was initiated by Warhol, and
only his name appears on the title page, as “author.” Warhol,
of course, very much enjoyed playing such authorship games.
Yet we still have much to learn about the openly human,
unidealized nature of his and his associates’ activities as
collaborators, as well as about the light these activities might
cast on the dynamic connections between art and social
interaction that exist throughout history. -
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Harari, ed., intro., and trans., Textual Strategies: Perspectives in Post-Structuralist
Criticism (Ithaca, N.Y.: Cornell University Press, 1979), 141-60. Warhol had spe-
cified in a contractual letter to Kulchur Press of January 10, 1967, that the screen-test
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Book and Manuscript Library, Columbia University, New York.

30. Malanga, interview by the author, New York, August 15, 1989, tape recording.
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contents page of the manuscript of Screen Tests/A Diary; Kulchur Press Papers. See
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24,1966, in “From The Secret Diaries,” in Anne Waldman, ed., Out of This World: An
Anthology of the St. Marks Poetry Project, 1966—1991 (New York: Crown Publishers,
1991), 288.
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33. Malanga, telephone interview by the author, July 25, 1990, tape recording.
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the assumption that these were a form of exploitation involving unequal partners, in
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