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Artistic Aims

I am working as an actor and devisor on The Dream Factory: The 60 Most Fascinating
People. This means that I will be performing in the show as well as aiding in creating the script
alongside the other actor/devisors in rehearsal. My artistic goals for The Dream Factory are ones
that I have for myself as both a performer and writer. I seek to improve my creative and
collaborative skills while exploring a devised, ensemble-based theatre process.

I will be playing Taxine, a character inspired by actress and model Edie Sedgwick. I have
already researched her biography and the history of the time period when she was in the factory,
the mid to late 1960s. Andy Warhol’s collective of artists was known as, the Factory. However, [
want to further develop my research of Edie and consider how she would translate into our world
today. One of my goals are to create a character that is inspired by her, but is still an entirely new
character. I will be drawing on aspects of her personality and what the people who encountered
her have said about her. As an actor and writer, my ultimate goal is to create multidimensional,
dynamic character. Through the devising process, because it is based in improvisation, one
challenge will be making sure that I don’t fall into stereotypes or tropes when rehearsing. To
avoid that, I will make sure that I prepare research and in-depth character work before the
devising process begins.

Devising is a process that requires all of the actors, creative team members, and
production team members to be in communication with one another. The actors have to be ready
to create content during rehearsal, in the moment. For The Dream Factory, the actors must have
a complete understanding of their character. We will make discoveries and further develop our

characters in the rehearsal process, but the actors need to have researched the real-life person



their character is inspired by and have at least a basic understanding of who their character is. A
major challenge of this production will be creating a show with many other people. We have to
be open to trying new ideas and letting go ideas that we came up with. To ensure that we are able
to do this, we will have to make sure that everyone is on the same page throughout the process
and that they understand our goals.

As a Literature double major, writing is a huge part of my life and something I want to
pursue alongside theatre. A devised piece allows me to implement the performance, writing, and
research skills that I have learned at Purchase. Through devising, when I am acting, [ won’t be
reading, rehearsing, and memorizing lines for the majority of the rehearsal process. I will need to
help create the show. This is exciting as someone who is interested in both acting and writing.
Through this process, I want to become a more imaginative collaborator. Collaboration is such
an important part of theatre to me and one of the reasons that I love it so much. I seek to explore
what methods work when devising and how a group of people can create a piece of theatre
together.

The Dream Factory is an immersive experience, which means that I will be directly
interacting with the audience, not just the other actors. I need to be fully in character at all times,
as [ will have to improvise when talking to audience members. This is challenging as an actor
because, typically, we are only interacting with the other performers and saying text that has
been written by someone else. Immersive theatre can allow the audience to explore the world of
the story and directly interact with it. This piece in particular is well-suited for immersive
theatre. The devising process trains us to be able to improvise, but it also works thematically.

When talking about Andy Warhol and the history of the Factory, there are many different sides



to the story. An audience member will not be able to experience every side to the story, as they
navigate the overarching narrative in fragments. As an actor, my goals are to understand the
world and the characters in it, improve my improvising skills, and explore how immersive
theatre acting is different than traditional acting. It will be challenging to be in constant contact
with the audience. I will have to be alert at all times. Audience members may say something
surprising that I don’t expect, so I will have to prepare for that by being confident in the work we
have done. Through extensive rehearsals where we spend the majority of the time devising in
character, I hope that I will get used to performing in a more unconventional way.

Purchase College is an art-heavy place where artists are constantly collaborating with one
another. The Dream Factory is inspired by Andy Warhol and the people he made art with. Like
Purchase College, Warhol’s Factory was a place of constant artistic collaboration. However,
Warhol exploited a lot of the artists he worked with, having them make his art for him and
enabling people in their self-destructive behavior. Researching Warhol has made me think a lot
about how artists are treated by other artists. Personally, I want to live in a world where
everyone supports each other’s art, but this is not always the case. In this production, we are
exploring the line between collaboration and exploitation. Because this is a devised process, we
run the risk of walking that line ourselves, if we do not approach this process appropriately. My
hope for this production is that everyone has a clear understanding of the work we are doing, our
goals, and the process by which we will reach those goals. This is a shared narrative, as there is
no singular author. As an artist, the intense, collaborative nature of this project excites me, but I
am also aware that it can be difficult to assign credit, as this piece is being written by all of the

actors and the writers. My goal is to have this piece be shared, not owned by a singular person on



the production or creative team. We want to avoid falling into the trap of Warhol’s world; a place
where people did not receive credit for the work that they created.

Edie Sedgwick died in 1971 at 28 years old. She had a troubled childhood, was in and out
of mental hospitals for the entirety of her life, and was severely addicted to drugs. When I first
began to research Edie, I read mostly about her modeling and acting career. When I began to
read more, I learned how hard her life had been. Throughout my research, I came across the
following quote by her: “If all I cared about was me, I could make a million. And that's what
they will never understand.” This quote is one of the main moments that made me click with her
and I knew that I wanted to create a compelling and complicated character inspired by her.
Despite being abused by more than one person and undergoing a pretty traumatic life, she still
found herself able to care about people above all else. I think Edie’s story is important to tell in
2019 because her story is not the mainstream version of her life. She is first thought of as a
model and Andy Warhol’s superstar before anything else. Of course, this is what made her
famous, so it makes sense that that is what people would know about her. But I am interested in
digging below the surface and finding a real, relatable human being. Taxine, the character [ am
creating, is going to be a real human being, not a pretty face. [ am going to find out what makes
her act the way she does; what makes her happy, what makes her cry. It’s going to be difficult
creating a character inspired by a real person without simply copying them, but I am going to
pull out the details about Edie that excite and interest me and create Taxine based on those.

When I graduate, I plan to pursue performance and writing, possibly through devised
theatre. I believe there to be a lot of power in collaboration and I want to create new work and

collaborate with people from diverse backgrounds. Every human being has their own story and I



want to commit my artistic career to discovering as many as I can. The Dream Factory will serve
as a jumping off point for future projects I may work on, and it will help me better myself as an
actor, collaborator, and creator. I aim to learn what works in this type of process and what
doesn’t. I know we will have issues that arise as we move forward, but I want to be able to work
through them effectively. I also aim to keep finding new things that excite me about theatre and
the process of devising. Collaboration will mean that you are always learning new things from
the people you are working with. As I grow as an artist and person, I plan to discover the
different ways that people’s minds work. In this particular production, devising will enlighten the
ways that everyone thinks and how they create. This project will allow me to explore as both an

actor and writer as I utilize all of the skills I have acquired over the past four years.



Technical Essay

The Dream Factory: The 60 Most Fascinating People was a two-year process that |
began at the end of my sophomore year in college. Throughout that time, I took many classes
and worked on several other productions, but it was always a constant from the moment we
began. I learned a lot about myself and about working with other people throughout this process.

The Dream Factory began when Andrew Wehnke, in the spring semester of sophomore
year, gathered a group of people that consisted of Autumn Blazon-Brown, Ace Browne,
Christina Quoka, Calliope Pina-Parker, Cornelia Silsbee, Jonathan Mannato, Samantha Crowley,
myself, and a few other people. He had put together a slideshow that detailed which real-life
people he would potentially want us to play and the storyline that he wanted to work with. When
he first proposed this to us, he wanted the show to be half-musical, half-immersive theatre piece.
His idea was that the audience would show up thinking they were going to a musical and then
some would be pulled into an immersive theatre show. The show was not meant to be devised at
this point, but I had just been in Horror Show working with CollaborationTown and I knew that I
wanted my senior project to be a devised piece. I also was not interested in working on
something that was both a musical and an immersive theatre show, as those are two vastly
different forms of theatre. For those reasons, I was initially not interested in working on this
project. I was not the only one who shared those sentiments, as Jonathan, Autumn, Ace, and I
had all discussed working together on a devised piece. We expressed these sentiments to Andrew
and a few weeks later he changed the idea to creating a devised, immersive show. From this
point on, I decided I would work on the project, but had not yet decided that it would be my

senior project, as we had not yet entered our junior year.



As I entered my junior year, I decided that Dream Factory would be my senior project. I
was interested in Edie Sedgwick after spending the summer researching her, wanted to do a
devised piece, and was intrigued by the challenge of putting up an immersive show. We began
rehearsing at the beginning of junior year with the cast we had accumulated thus far. At that
time, we rehearsed approximately once every two weeks. Our first year of rehearsals were a mix
of discussing research and creating performances. I read Sedgwick’s biography, Edie: An
American Girl, by Jean Stein, looked at images of Sedgwick, and read as many articles about her
as I could find. In the early stages, my goal was the learn as much about Sedgwick as I possibly
could. I would watch videos of her and analyze the way she spoke and moved. I would emulate
some of that in rehearsal, when we were working on our feet. I also dedicated time to practicing
her signature makeup; the bold eyeliner and eyeshadow. For all of our photoshoots and
rehearsals where we were asked to come in something our character would wear, [ would put on
a version of this makeup. I began with a deep-dive into Edie Sedgwick in order to discover who
Taxi was.

As we moved forward with rehearsals, I found myself letting go of Edie Sedgwick and
creating Taxi. Our goal was to use real-life people as inspiration for our characters, not to play
the historical figure. I decided that I would stick with a few historical facts and then let the rest
go in order to allow Taxi to be separate from Sedgwick. I decided to keep Sedgwick’s large
family, that she studied sculpture at Cambridge, that she loved to swim, that she was an actress,
and aesthetic choices, such as makeup. This process proved to be exciting, as [ had so much

source material to work with, and I could decide which elements to keep and which to let go.



Physically, Taxi is a very light, flighty person. I decided early on that she feels as though
she must constantly be moving and does not like to slow down. If she were one of the
Temperaments, she would absolutely be Sanguine. She is bouncy and always on her toes. This
translated into her emotional being as well. Taxi does not concern herself much with where she’s
going, but just that she is leaving, during The 60 Most Fascinating People. During the show,
Taxi comes to the realization that she needs to take care of herself. A major moment in this
realization is her fight with Ingrid. Taxi tells Ingrid that she thinks Miss Pop is “fucking stupid”
and that Ingrid deserves better for herself. She reveals that she wants to leave the Factory. Ingrid
does not understand this and she and Taxi get into an argument, as Ingrid feels that Taxi is not
supporting her. In this moment, I thought a lot about Ingrid and Taxi’s friendship. Ingrid is the
first real person that Taxi feels like she can count on and call a true friend, and even she is not on
the same page as her. This propels Taxi into talking to Patches and joining the SCUM Team.
Taxi wants to leave the Factory with a bang; she’s been there for too long to simply walk out
quietly.

The devising process, though difficult, is exciting. Getting the opportunity to create my
own character and decide how she would interact with other characters and which choices she
would make was exhilarating as someone who is a performer and writer. I had an answer to
every question that the writing team asked me because I was able to help create the world that
Taxi would live in. As the process went on, I found myself becoming more and more
comfortable with improvising. As long as I knew the character and I knew who she was at her
core, I would always be able to answer any question that any character or audience member

might have.
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We did not have audience members in regularly until about one month before the show
opened. When we blocked scenes and worked through them, we would pretend to talk to
audience members. I spent a lot of time talking to the air in front of me, which I often referred to
as “Harold” for the sake of keeping my sanity when spending long rehearsals talking to air as if it
were a human being who was responding to me. When we would rehearse and devise scenes, we
would focus on what happens during them and what the characters are saying to each other, but
we would also discuss the audience and how they might interact with the scene. Only two of my
scenes and a short monologue, that I had written, were scripted. The rest of the show was reliant
on improvisation.

There is a huge difference between talking to the air, a production team member who
knows the show well, and an audience member who is experiencing the show for the first time.
Having a full audience definitely impacted my performance. In most scenes, this was helpful, as
it provided a human being to speak to and converse with. In the scenes that were more scripted,
sometimes it was difficult to get out the necessary information without being interrupted. I had to
learn how to keep the audience engaged and on-track. There were many moments when I had to
figure out how to direct the conversation in a way that the audience member would say exactly
what I wanted them to, without them knowing that I wanted them to say it. This was particularly
rewarding in my first scene with Vulva in the garden. We were talking about how Drella stole
our script, combined our characters, and replaced us with UV. We posed this as a hypothetical
and then ask the audience for advice. Every time we did the show with an audience, someone
either suggested murder or said we had to get back at him in some way. This allowed us to create

a plan with the audience and directly involve them in the plot. In this scene, I found that it was
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more productive when fewer audience members decided to follow us. When we had less than
five, we were able to engage more meaningfully and directly with each audience member. We
could talk directly to them and bounce ideas and thoughts back and forth. When we had between
six and ten people, it was difficult to keep everyone on track. This is something I learned during
the shows, as the shows were the first time we had full audiences of fifty.

Each performance was different, as each night people would interact in different ways.
The tracks stayed the same and actors were in the same places at the same time, but the people
were always different. Two specific interactions stick out to me: The first is an interaction I had
with Em. After my fight with Ingrid, usually everyone watches me go, but no one follows. But
the night Em came to see the show, they decided to ask Taxi if she needed a friend and followed
me out. This is the only time that someone checked-in on Taxi after the fight. This moment gave
me the opportunity to talk to someone as I made my way to the SCUM room. Every other night,
when I was alone, I would storm down the hallway and directly into the SCUM room. In this
moment, [ was able to be more vulnerable and talk directly with another human being about what
had just happened.

The second interaction that was different was directly after my fight with Ingrid. No one
followed me, so I made my way down the hallway alone. Sometimes when I left the fight,
Patches would already be in the SCUM room and sometimes she wouldn’t. It depended on the
timing of the fight and the timing of her scene beforehand. If she wasn’t there, usually I would sit
in the room alone until she showed up with audience members. However, one night, a singular
audience member was in the room alone. He noticed I was upset and asked what was wrong. |

asked him for advice on what I should do about Ingrid and I was able to have a one-on-one
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experience with an audience member. It was particularly exciting because it was unplanned and
unexpected. I was surprised to see someone in there just hanging out in there alone, but just
improvised and went along with talking to him.

I have learned that collaboration, particularly on a devised piece, can prove to be
incredibly difficult. Of course, I knew this going in, but my goal to have everyone on the same
page at all times did not prove as easy as I had hoped it could be. There were times that I felt as
though we were not all trying to create the same piece. When we proposed this piece to the
board, we had planned to explore exploitation in relation to collaboration and the effects of fame.
While I do think we were able to explore those elements in some aspects, I think we could have
done more. Personally, I wanted to explore this more, but I do think I was able to within my own
storyline. This taught me that sometimes the theme or topic that you want to focus on isn’t
always going to be the main thing that everyone else is interested in. And that can be okay
because this can offer a wider range of ideas and perspectives.

As a performer and creator, I felt like I was able to grow a lot while working on this
show. I definitely was able to improve my collaborative skills and I feel as if [ was able to
explore how performing in an immersive work functions. I got more comfortable with
improvisation and allowing myself to think quickly on my feet. I was able to let go of personal
fears and boundaries as I let myself delve deep into my character, Taxi. I found myself much
looser in my performance in the sense that [ was never worried about whether the audience liked
my performance or not. Of course, as Harmony, I did care about whether or not they enjoyed the
show and wanted the audience to have a good experience, but [ was much less concerned with

how I looked and acted than I usually am. I felt confident in the work myself and all of the other
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actors had done and was not worried about anyone messing up. I believe this is the cast and crew
that I have felt the most confident in in all of my years doing theatre. We had communication
issues throughout, but by the time we neared the performance, everyone was on the same page as
to exactly where they needed to be, when they needed to be there, and what they were doing. |
was never concerned that anyone wouldn’t know what to say and I think that is a testament to the
amount of time we spent working on the show. Everyone lived in their characters for 1-2 years
and it showed. I truly learned a lot about what I want as both a performer and a person while
working on this project. I have learned that I want to create new, original work and that I find the
devising process to be absolutely magical and exhilarating. The frustrations and challenges I
faced will only help guide me in the future, so no matter how frustrating they were at the time, I

am glad that they happened and that [ was able to learn from them.
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Warhol: A Twentieth-century Vampire

Andy Warhol, pop artist icon of the mid-twentieth century, was a figure shrouded in
mystery. Despite his art being incredibly popular, no one knew a lot about his personal life. He
rarely did interviews and was not directly involved in selling his art. Popular culture praises him
for his art and for pioneering the pop art movement. However, a bit more research reveals that
the people who worked with him, particularly in his “silver factory” years of the 1960s through
the early 1980s, have less favorable comments. Some claim that Warhol has enabled his
co-artists’ drug addictions and used people for their talent then dismissed them when his
fascination with them ran out. Bob Colacello, who worked with Warhol in the 1980’s, claimed
“[Warhol] was a vampire” (Trebay and La Ferla). Bram Stoker’s Dracula provides a useful lens
through which one can analyze Warhol’s cultural persona, which seems to have permitted him to
thrive despite so many people having negative comments about working with him. Roger C.
Schlobin and Beth E. McDonald understand Dracula, and the vampire more generally, as an
archetype. Schlobin refers to Dracula as a “femivore” and McDonald refers to him as a
“trickster.” Both the femivore and the trickster are characters that manipulate and control, while
maintaining a charismatic and charming disposition. Andy Warhol possesses traits of the
femivore and trickster, thus creating a connection between him and Dracula. Warhol’s
similarities to Dracula can be seen most clearly in his cultural persona, his relationships with
Edie Sedgwick and Andrea Feldman, and the cultural context in which he existed in the 1960s.

Andy Warhol was born “Andrew Warhola” to Czechoslovakian immigrant parents. He
grew up in Pittsburgh, Pennsylvania. Warhol had a disease known as “St Vitus dance” as a child,

which sometimes kept him out of school, as well as giving him pigment issues, leading to pale,
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spotty skin (“Andy Warhol’s Life””). He was interested in art from an early age and received a
camera at the age of eight years old. After graduating from the Carnegie Institute of Technology
with a degree in pictorial design, his early works were primarily published in magazines, such as
Glamour. He was an illustrator for fashion magazines early in his career as well. Warhol was
interested in fashion and pop culture from a young age, as he would read magazines when his
disease would keep him out of school. This carried into his adult life and artwork.

“The Factory,” as Warhol referred to his studio where he and his collaborators would
work, was first located at 231 East 47th Street in Manhattan. It had three different locations
between the 1960s and 1980s, but it was still referred to in the same way. Many different artists
cycled in and out of the Factory during this era, but Warhol was always constantly involved and
received much of the credit for the art because he was so central to the Factory itself. Andy
Warhol was a mysterious man to most of the general public. He mostly kept to himself and did
not make many public appearances. In fact, when Warhol and Edie Sedgwick, model and actress,
went on The Merv Griffin Show in 1965, Warhol whispered everything he wanted to say into
Sedgwick’s ear, rather than speaking for himself. His responses were short and non-descriptive.
He did not open himself up publicly, as many celebrities do. Warhol’s seeming lack of care for
his personal fame was something that allured people. When asked questions about his work, he
often would give short, dispassionate responses. In an interview in a gallery in London, Warhol
was questioned as to why he was doing a self-portrait for the first time in a while. He responded
stating “I ran out of ideas” (Revolver Gallery). Warhol often provided responses to interviewers’
questions in this way. He often spoke in an even, vaguely monotone voice. His facial expressions

mirrored his voice in that he rarely emoted except for the occasional small smile that was usually
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directed at the person he arrived with and not the interviewer. Warhol’s disposition was alluring
because of his mysterious nature. People wanted to get closer and find out why everyone was so
fascinated by him.

Warhol’s associates called him “Drella,” saying that his personality was a combination of
Dracula and Cinderella (“Andy Warhol: Dracula”). This nickname stuck and even appears on
former Velvet Underground members, Lou Reed and John Cale’s, album “Songs for Drella,” a
tribute to Warhol. Physically, Andy Warhol was a pale man. He either wore platinum wigs or, if
he was not wearing a wig, had light blonde hair. He often wore glasses and tended to have some
of his hair covering his face. In many of his self-portraits, he wears a black turtleneck. In his
1986 self-portrait, his hair is sticking up in many directions and he wears a black turtleneck
against a black background. You can only see his face and hair, creating an almost otherworldly
look to him. In Bram Stoker’s Dracula, Dracula is described as “clad in black from head to foot,
without a single speck of colour about him anywhere” (Stoker 23). On a physical level, Warhol
has vampiric qualities because of his paleness and chosen attire.

Ivan Karp, an American art dealer, described Warhol and Warhol’s studio as “a rather
scrumptiously bizarre Victorian setting. The lighting was subdued, the windows all covered, and
he himself sort of hovered in the shadows” (Stein 195). Even the setting Warhol existed in was
Victorian, which is the time period of Dracula, written in 1897. In Karp’s description, Warhol is
seen as a mysterious being that lived in the shadows of his own workspace. Like Dracula,
Warhol lives in shadows and mystery. Kenneth King, who knew Warhol in the mid-sixties, said
that Warhol “appeared to be passive, laid back, detached and remote, also very secretive, hiding

behind an empty surface while engineering other people’s moves and manipulating the scenes
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happening around him” (King 50). King offers an inside view of Warhol and depicts him as a
sort of puppet master, someone who can control the lives of those around him without them
necessarily noticing. Similarly, Dracula has the ability to control people through supernatural
power and tends to lurk in the shadows as he does so. Through this comparison, Warhol becomes
a pseudo-vampire that can exist within the confines of reality in our world. Warhol is not a true
vampire; he does not drink other people’s blood, he does not kill people, and he does not turn
them into vampires. However, Warhol possesses traits of the vampire, both physically and
characteristically, thus drawing the connection between him and Dracula.

Warhol’s mysterious nature and lack of publicity created a sense of otherness and almost
otherworldly power about him. Kenneth King, an artist who had worked with Warhol in the
1960s, noted that “he had a certain presence you couldn’t quite put your finger on or figure out,
not exactly ethereal or otherworldly, but definitely other” (King 42). Often, celebrities are
perceived as inhuman, unattainable individuals. They are put on a pedestal and are not thought of
as human beings because of their fame. Warhol was not exempt from this. On top of that, Warhol
was very secretive and exclusive. This created a heightened sense of mystery and, in this way,
Warhol attained power. Roger C. Schlobin describes the femivore archetype that he uses in
comparison to Dracula as “subtle, likeable, socially enviable, and glamorous” (Schlobin 92).
This description could easily be applied to celebrity culture. Celebrities are often viewed as
glamorous because of their fame. In this way, Warhol is like Schlobin’s femivore. While
“likeable” may not be the first adjective people think of when describing Dracula, it should be
noted that in the beginning of the novel, Dracula appears a perfect host. He has a mansion,

provides meals and hospitality, and does not reveal his true intentions right away. Upon his
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arrival, Jonathan Harker is unaware of Dracula’s true character. If Dracula were a celebrity,
rather than a centuries-old vampire, he may appear to be a figure that people are interested in and
jealous of, based on his wealth and perceived status as a Count. Warhol achieves social status
through his associations with socialites and artists; he doubles as both femivore and celebrity.

Edie Sedgwick, Andrea Feldman, and Viva Hoffman were three women that Warhol
featured in films that he directed, created, and produced. To varying degrees, each of these
women had a relationship with Andy Warhol that began positively and ended in them having less
favorable things to say about him. Edie Sedgwick was Warhol’s collaborator and muse during
the mid-sixties. They went everywhere together, and she gained much notoriety because of her
association with him. After about one year, Sedgwick left the Factory due to feelings of
invalidation by Warhol and feeling as though she was not receiving the credit that she deserved.
Andrea knew Warhol from a club called Max’s Kansas City and performed in his films the early
seventies before committing suicide in 1972. Viva worked with Warhol during the late-sixties
and early seventies, eventually leaving because she began to work with other directors.

Edie Sedgwick was often seen wearing black tights, a mini-dress, and large earrings. She
had a short, blonde pixie cut and wore heavy, black eye makeup. René Ricard, an artist in the
Factory, described her as “the most devastating, ravishing beauty” (Stein 182). In one photo,
Sedgwick is wearing a large fur coat, large dangly earrings, and intense eye makeup. She is
smoking a cigarette and smiling at someone who is out of frame. Behind her, Andy Warhol is
completely fixated on her, smiling. The smile on his face appears to be one of pure infatuation.
Sandy Kirkland, an actress who did films with Warhol, said when Edie and Warhol met, “it was

this immediate thing...She became this extraordinary film object” (Stein 182). Warhol took
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notice of Sedgwick immediately and used her in his films. He wanted to work with her on the
basis that she was “bee-you-ti-ful” (Stein 180). Warhol was attracted to her looks and was
interested in her as an aesthetic object. While Sedgwick turned out to be a decent film actress,
Warhol did not recruit her based on talent, but on her appearance.

Warhol surrounded himself with beautiful women, such as Sedgwick, Hoffman, and
Feldman. Often, Sedgwick and Hoffman would be nude or partially nude in Warhol’s films. In
Beauty #2 and Nude Restaurant, Sedgwick and Hoffman are just wearing undergarments. It is
not just these two who are nude, since their costars are nude as well. Warhol did not just film
naked women, he filmed everyone naked. This does seem to promote early sex positivity, but it
also leads to objectification. Sedgwick and Hoffman were known, and still are, for being
beautiful. Hoffman lived until she was eighty years old and was able to make a career for herself
outside of her work with Warhol, but Sedgwick died at twenty-eight. Sedgwick is remembered
primarily for her modeling career and for her association with Warhol. She is often written about
and discussed in regard to her physical attractiveness and fashion choices. While being nude and
acknowledging feminine sexuality is a form of liberation and can provide women with the power
to reclaim their bodies, because Warhol’s name is the one attached to these movies as the creator
and director, he is the one who receives the credit. The women are not the ones creating,
directing, and starring in the films that they appear nude in. The intention, then, is not to promote
feminine sexuality. The female nudity becomes objectification, rather than liberation. Much of
Warhol’s art comments on consumerism and features various everyday objects. The women in

Warhol’s art are no different; they become aesthetic objects.
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Warhol’s “superstars” were always attractive women. Sedgwick is regarded as “the
greatest of the superstars” (Stein 225). Sedgwick could play the part of the woman that everyone
was attracted to and this curated her fame. Warhol was infatuated with her and provided her with
social power. Everyone in the Factory knew who she was, and she gained fame as she associated
with Warhol and went to parties with him. However, Viva claims that “none of the superstars
really had a role in the Factory” and that “being a woman, [she] played an inferior role” (Stein
226). Despite all the notoriety and fame that Sedgwick had, she did not have true power.
Similarly, in Dracula, Mina Harker is viewed as both a valuable collaborator and as inferior
because of her gender. Both Mina and Sedgwick are victims to the patriarchy and are directly
affected by the femivore in their narrative.

Years after she left the Factory, Edie Sedgwick said, “I’m a little nervous about saying
anything about ‘the Artist” because it kind of sticks him right between the eyes, but he deserves
it. Warhol really fucked up a great many people’s—young people’s—Ilives” (Stein 302).
Sedgwick left the Factory after realizing that she held no real power there and was only going to
be able to do what Warhol and the other male directors wanted her to do. Sedgwick not only
talks about herself here, but other young people that Warhol “fucked up.” Many of Dracula’s
victims were young, like the people that Sedgwick asserts that Warhol harmed in some way. The
femivore seems to prey on young people, taking advantage of their youth as a way to get what
they want. Dracula wanted blood, while Warhol sought young, attractive women to feature in his
films.

Before Feldman’s death, she stated:
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They just throw you in front of a camera—they don’t care what you look like. And they
just use you, and abuse you, and they step on you, and they don’t pay you anything. I am
very depressed about the whole thing because I’'m a damn good actress and I’ve been
brought down by Warhol and I’ve been mistreated by them. (Colacello 128)
Sedgwick, Feldman, and Hoffman worked for little to no pay. Often, if they were paid, they were
paid in drugs. In Stein’s biography of Sedgwick, an anonymous source revealed that Sedgwick
“said he got people screwed up until they were automatons, robots, doing what he wanted them
to do and discarded them” (Stein 377) in reference to Warhol. Sedgwick asserts that Warhol not
only enabled his artists to take drugs in order to get the product he wanted, but he then discarded
them once he was done. Sedgwick characterizes Warhol as not truly caring about how his
collaborators end up. The quotes from Feldman and Sedgwick highlight Warhol’s similarity to
Schlobin’s femivore, who “does not linger to concern himself with the futures of the ravished
females he leaves behind” (Schlobin 90). Warhol uses young, attractive women as objects of
fame in his art. Like Warhol, Dracula does not care about the people, usually women, that he
turns into vampires. Warhol casts sexually attractive women and, in doing so, makes his art more
attractive. He uses them until he has no further use for them and then discards them.

According to Sedgwick and Feldman, Warhol was manipulative and used drugs in order
to garner the results he wanted from his performers. Similarly, “the femivore’s essential nature is
that he infatuates and seduces women and leaves them bereft of spiritual and often physical life”
(Schlobin 89). Dracula draws women in and then either turns them into vampires or kills them.
Either way, they are sucked of their former life. While Warhol does not seduce or infatuate

women in a sexual sense, he seduces them with his promises of fame and with the attention of an
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exclusive, elite group. As young women trying to break into the media industry during the
mid-twentieth century, they found this very attractive. The drugs that many of them were on
almost acted as a form of hypnotism. Like Dracula, Warhol creates an environment where people
are under his control (McDonald 135). During the 1960s Factory era, many of the artists were on
amphetamines, also known as speed. Amphetamines are highly addictive and can “significantly
alter the brain’s pleasure response, destroying pleasure receptors in the brain and decreasing the
ability for the body to feel pleasure without using the drug” (“What’s An Amphetamine?
Addiction: Signs, Symptoms, and Treatment”). The amphetamines create an environment of
codependency; people needed to take the drugs in order to feel good.

Despite close collaborators feeling as though their lives were negatively impacted by
Warhol, he is praised for his art. He has an entire museum dedicated to him, he is featured in
popular films (most recently American Horror Story), and he is popularly known in and outside
of the art world. He is hailed as a Pop Art icon and notably recognized for his contributions to
pop culture. He is one of the most commonly known fine artists because of his immersion into
celebrity culture. He painted images that people recognized, such as Marilyn Monroe and
Campbell’s soup cans. Warhol did make many provocative and innovative contributions to the
art world, however, his “passive exploitation” was something that seems to have been
overlooked (Stein 284). This is because, as the femivore, “he escapes consequences and
responsibilities and is allowed to remain a memorable and ephemeral treasure whose
supernatural prowess defies mere mortals” (Schlobin 89). Through the lens of the vampire and
femivore archetype, Warhol’s character can be seen as one that is manipulative and charming,

but destructive.
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Warhol both destroys and creates. As he takes on a “superstar,” he discards another. He
creates works of art, but people are destroyed in the process. Dracula also simultaneously creates
and destroys. When he bites humans, he is destroying human life, but creating vampiric life. In
vampiric life, he can offer immorality. Being part of a work of art is not unlike immortality, to an
extent. Through Warhol’s paintings and films, Sedgwick and Feldman have been offered
immortality through fame. Both died young but are still remembered and talked about. In fact,
Warhol’s curation of Sedgwick as his “superstar” is a work of art in itself. Sedgwick “was like
art... She was an object that had been very strongly, effectively created,” according to Robert
Rauchenberg, a visual artist. Sedgwick’s fame is immortalized through Warhol. As long as her
fame lasts, she will be known as “Warhol’s superstar.” Sedgwick’s legacy is directly intertwined
with Warhol’s. Much like his paintings and other art, Sedgwick becomes a commodified object.
She represents superstardom and Warhol’s desire to create celebrity.

The Gothic novel tends to be emblematic of the cultural and social anxieties of the time
period in which it was written. Dracula personifies anxieties related to the English fear of “the
other” and feminine sexuality. Like the Gothic novel, celebrities can be emblematic of the
cultural context they were living in. Warhol’s “persona was created, staged, and perfectly
synchronized to the tempi of the zeitgeist” (King 50). He created art that seemed to comment on
consumer culture and pop-culture, featuring iconic food, symbols, and celebrities. Because his
art was culturally relevant, so was he. Warhol became a “reflection of the popular image that the
culture and the media were beginning to embody” (King 48). He made art that reflected the
world around him that other people then derived meaning from. Kenneth King said of Warhol:

“His slightly mischievous expression created a reflecting surface so he could be anything you



24

wanted him to be” (King 46). Warhol did not necessarily attempt to ascribe meaning to his work,
but was intensely interested in pop culture, which he then responded to in his art. McDonald
refers to Dracula as a “projection of the collective shadow” (137). Dracula embodies the darker
aspects of the other characters in the novel and brings those aspects out in them. He does not
create what does not exist, but rather acts as a vessel in which the characters’ darker traits can
thrive. According to McDonald, Dracula, the trickster vampire, “knows neither good nor evil, yet
he is responsible for both” (McDonald 135). Dracula is not intentionally evil, he is simply a
vampire and it is a vampire’s nature to drink blood. Objectively, Dracula has done nothing
wrong. In the same sense, Warhol is not responsible for the lives of his collaborators. It is not his
job to make sure that they are mentally, emotionally, and physically well. Warhol’s superstars
were “very destructive people—self destructive and other-people-destructive” (Stein 226).
While the Factory was a place in which artists were free to express themselves, it also brought
out their self-destructive behavior as they tried to obtain fame. Warhol and Dracula do not do
anything outside of their nature, but nevertheless aid in the destruction of other people within the
environments that they curate. If the Gothic novel reflects anxieties of the Victorian era as
portrayed through horror, perhaps Warhol’s Factory can be interpreted similarly. Warhol’s
Factory showed fame-hungry artists mass-producing art. Warhol acted as the “Factory leader” in
a sense. Culturally, this stands out in a time period where mass-media and mass-production were
becoming more and more prominent. Outside of their characterization, Warhol and Dracula are
representative of both the culture and the counterculture of the eras in which they existed.
Warhol and Dracula are two figures that, when looking at Warhol as a character based on

the opinions his collaborators have of him and the cultural context in which he exists, can be
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found to be similar. Warhol has sucked the life out of Sedgwick and Feldman, according to the
women themselves and those who were close with them. Warhol existed in a time when
mass-media and consumerism were rising and he used the idea of a factory to his advantage in
order to mass-produce both art and superstars. Through Warhol’s curation of this factory-like
environment, he created a place where artists can coexist, though this turned out to not be as
ideal as one might imagine. When analyzed as a character through the lens of Bram Stoker’s

Dracula, Warhol proves to be a psuedo-vampire.
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