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3 East 51st Street, which have been re-

the de Hauke Galleries for the occasiug:‘lq[‘;g
e:_;hlb:tion comprises important pictures by
Picasso, Ba:nquc. Leger, Juan Gris, de La Fres.
naye, G]c_zzcs. Metzinger, Marcoussis and
Jacques Villon. Maurice Raynal [9.10.1912]
has written the preface to the catalogue.

1943. Wednesday, New York City
.In'.ri:ed for one o'clock Marcel, who is still liv-
ing at 56 Seventh Avenue [2,10.1942], lunches
at the Kieslers with André Breton.

1946. Sunday, New York City
The painter Arshile Gorky invites Duchamp
and the Kieslers 1o dinner,

1949, Thursday, San Francisco

At eight o'clock with the other participants of
the “Western Round Table on Modern Art”,
Duchamp attends an informal stag dinner,
presided over by Henry F. Swift, held ar the
Family Club, 545 Powell Street. At the dinner
Duchamp is seated next to one of the pancl-
lists, the anthropologist Gregory Bateson.

¥ 1953, Tuesday, New Yok City
Catching up on correspondence, Duchamp

writes three letters destined for Paris.

“Two words only of great pleasure to have
dipped into your book,” writes Duchamp to
Marcel Jean, who has sent him the first chap-
ters [14.7.1952] including the one on himself.
*1 am waiting to have dissected it carefully to
give you a report of my reading.”

Replying to the first of Robert Lebel's two
“sc]:lgusg matters — which of his works shnu]cl
be reproduced in the forthcoming publication
Le Premsier Bilan de U'Art actuel - Dur:ha[np
says that if Lebel finds 2 Mnn'f:: Milic
[19.1.1915), belonging to Roché “pheto-
genic”, this would be his choice rather than A
propos de jeune Sceur [24.1915]. The impor-
tant news that Lebel has been mnnuss:ul:bfni to
write Duchamp’s biography is the second *seti-
ous” matter: may he, like Marcel Jean, n:ldrmls
questionnaire to him? And what wouh
Duchamp’s reaction be to publishing, at the
same time, nmmpla:mmhuwdhhwrk?

' i instructions [10:3.1953) i_’ur
ﬁmﬂ; Moules Malic, Marcel explains
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1o Roché that the small glass, A regarder &'un
(Edl, de pres, pendant presque une Heure
[4.4.1919], was successfully repaired with an
invisible glue. “If the glass must travel. it is
essential that it arrives in perfect shape “for
centuries to come’.”

1954. Wednesday, New York City
After his visit to Philadelphia on Monday
Duchamp writes suggesting to Henri Marceau
that the Large Glass should not be positioned
exactly in the middle of the gallery but nearer
the windows. He draws a sketch plan and
offers, as soon as they have found another als-
minium pillar, to return to the museum and
assist with the exact positioning of the Glass,

As requested Duchamp also sends Marceau
a photograph of how the Large Glass was
installed at Milford, drawing atrention to the
way it is framed.

1956. Saturday, New York City

Duchamp has learned from Robert Lebel that
customs clearance of items for the standard ver-
sion of the Bofte-en-Valsse, which he thought
had been obtained in December [5.12.1935]
following the intervention of M. Jean Adhémar
[20.10.1955], has not vet been obtained. As a
last resort, Lebel and Lefebvre-Foinet envisage
tedirecting the shipment to Switzerland and
bringing the items back into France ss samples
in small parcels. Duchamp replies thanking
Lebel for giving him some hope 1o seeing an
end to this *unbounded idiocy”.

Referring to Lebel's comment that André Bre-
ton's new review with a Duchampian title is
progressing slowly behind the cover featuring
Feuille de Vigne femelle [123:1951], Du-
champ closes his letrer with the exclamation:
*Vive le surréalisme, méme!”
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. Tuesday, New York City April ‘
"l!hc”gd;};j is d}om:,' writes Marcel to Ix'bcL 8 @L \
exactly six years since the project for the hiog- }C o
raphy and catalogue began [7.4.1953], Fawcus . D{éﬁ

is due 10 sign & contract with Grove Press the
fullnwin:ﬁ’:y for the American edition of
2.500 copies to be published in Seprember.
Following Lebel's advice, Marcel agtees that,
for the presentation of Sur Marcel Duckamp
(the French edition) at the Galerie La Hune in
May, be will only exhibie drawings:

1966, Thursday, New York City
“Many thanks for the photo of your beautiful
work in progress,” writes Marcel to Richard
Hamilton, who has almost completed the
replica [16.2.1965] of the Large Glass.
“Happy to see it in the last stages already!”

Replying to Richard's queries regarding loans
to the exhibition at the Tare Gallery, Marcel
has telephoned Andrew Ritchie at Yale Uni-
versity and has spoken to George Heard Ha-
fmillon_. curator odi;clhe Sofciété Anonyme Col-
ection, (o pave Way tor an agreement to
lend Tu " [8.7.1918), which poses transport
v ties on account of its protruding bottle

Marcel doeso't consider he would be s c-
cmﬁdhqbtmmhﬂoiﬁium&mmi&
de Nus vites [9.10.1912), from the Phil-
S Museum S{m Art because the painting

very poor condition, but he ma
wfit mie_d’e Cba:‘t‘c; No2 [&-3.151?{ f-‘ln:
eaving out Ny il
No [29.4,1919), mﬁfﬁm’: o "1:{;
capy he retouchid, s

i tra
la Mame (78,191, <8 e la Vierge 4

1917. Easter Day, New York City

Taking a°
W@&@aﬂr Gentral Palace; Duchamps
Tunches with Walter Pach, Arnold Friedman,
Walter Arcnsberg and Beatrice Wood. During

the day, Roché calls by to look at the exhibi-
tion and admires the three paintings by Bea.

1920, Thursday, New York City

Although the Société Anonyme is not yet
formed legally, its first exhibition is due to
open at 19 East 47th Street on 30 April. With
Miss Dreier, Duchamp is organizing a con-
tinuous programme of exhibitions changing
every six weeks, Already looking ahead to the
autumn, Duchamp drafts a letter to
Archipenko, whom Miss Dreier met on her
last visit to Paris [11.11.1919], inviting him to
exhibit a group of his work in October.

On I:-chslf of Miss Dreier, Duchamp explains
to Archipenko that the intention is to show
ﬁut;mporalry an, p_nr:icl::'ufﬂrly work not seen

1 . Eres, but in a non- -
cial context, Sales will rake p]accoc‘l)ifcmcflry

o the artst and the buyer, or d:u'ough

the main dealers in New York, W
i . With
the gdlefy‘ Archipenko can chmmg

er to avoid tax
ure, Archipenko should

two other works by Francis Pigghyi, « |
in the same vein,” were acquired by 7,
LT

Tzara and the Galerie Pierre There i 4

portrait of a man on exhibition in Py
)
another due back from America

Duchamp himself has kept three Picabus
Retour des Barques, a collage of shoe soics &
stretcher wedges: Midi - Prome
Anglais, a landscape of feathers, o
leather [21.3.1926]; and Femme anx/
a female portrait made with a varier)
objects including matchsticks, coins 42¢ ™
pins. “My intention,” he tells Douct
sell mine except in conditions guart
precious side of these things.”

1949, Friday, San Francisco - b/
A special exhibition of Mod<™ " 1 o)
includes the famous N# 45 ns®
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4 adding leverage 1o the
a%&ﬁﬁmaordhary teaspoon. He

intively. “There," says
»

1963, Monday, New York City

Having accepte an invitation to-stay with the
Samehellos on 20 May [30.3.1963] at the begin-
sing of & holiday in Italy, Duchamp thanks his
young lalian friends for thinking of their return
1 Rome from Palermo on 10 June. As they plan
00 by truin to Florence the following day
Ducharnp suggests: “It seems simpler to me to
g3 hotel rather than bother you.”

1967, Saturday, Neuilly-sur-Seine
In the morning Duchamp immediately
mstrs a letter from Mlle Popovitch confirm-
ing bis preferred wording for the cover of the
cutslogue, “Les Duchamps. ..” followed by the
E‘Cﬁh sibling, He has seen Mourlot,
b will bring him a ser of proofs and he
bopes that. the covers will be in Rouen before
bekimself icil arrives on Wednesday momning.

Q A

m@w&m Pais

mﬁﬂwﬁm np's cartoons apiear in the

MB:"WB& Triplepatte, the drawing
Fhi -__im'ﬂq probably posed for

dou ldt B man mutters, “There's
o k;:_ntr'knuw just when one
b 55e there happens 1o be anoth-
! a drawing of
ot g with his tail [1.4.1910] by

The other drawing by Duchamp, for which he
was never paid, appears in Paul Iribe’s review,
Le Témomn. A sophisticated couple is sitting at a
table, the man in evening dress leans back with
a broad smile, a lighted cigar in his hand,
“Sorry: there's no idiotic méter..." he replies to
the girl who has enquired whether he is a Jew.

In the afternoon Max Bergmann, alias
Triplepatte, calls to see Duchamp at Neuilly
and stays to supper. In the evening, with
Duchamp's friends, they play “petits chevaux”,
a game with dice for which Duchamp himself
has made some of the horses and painted the
cloth, based on the steeplechase course at
Auteuil. Bergmann wins 25 francs and then
loses 1.50. At about midnight they walk from
Rue Amiral-de-Joinville as far as the Porte Mail-
lot, where Bergmann takes the metro home.

»*

In Rouen the Société des Artistes Rouennais
opens its fourth exhibition at the Musée des
Beaux-Arts. Duchamp, “so timid previously,”
disturbs the critics with his Etude de Nu (pos-
sibly one of those exhibited at the Salon des
Indépendants [18.3.1910]?). Although the
drawing of the woman's torso is “pure, the
colour spoils everything”, writes one eritic,
commenting that “wine rather than blood”
must be running in the model's veins.

f'/;")l?. Manday, New York City

““Fhe.discord amongst the officers and directors
of the Society of Independent Artists
[5.12,1916] dominates the atmosphere at the
Grand Central Palace until the opening hour
of the exhibition. The subject of the dispute is
Fountai, the entry sent by Richard Mutt from
Philadelphia, who has paid his $6 membership
fee and has the right to exhibit. Its defenders
maintain that there is nothing immoral in the
sculpture and to refuse it would be against the
very principles upon which the exhibition has
been organized: “No jury, no prizes.” Its
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detractors led by William Glackens, president
of the society, who considers it the product of
“suppressed adolescence”, believe the object
to be indecent and certainly not a work of art.
Reminded of the cartoon strip characters Mutt
and Jeff, George Bellows suspects that some-
one has sent it as a joke.

Standing on the top of a black pedestal, the
smooth and shiny white enamel form causing
all the argument is none other than a male uri-
nal turned on its back.

Finally a meeting is called of those directors who
can be mustered at short notice. Mutt's defend-
ers are voted down by a small margin and Foun-
tain, say the majority in their statement released
to the Press, “may be a very useful object in its
place, but its place is not in an art exhibition,
and it is, by no definition, a work of art.”

No doubt finding a disturbing parallel with the
refusal by the “orthodox” Cubists of his Nu
descendant un Escalier [18.3.1912] from the
Parisian Salon des Indépendants in 1912,
Duchamp immediately resigns from the Society
in protest.

In spite of the drama during the day, the pri-
vate view in the evening is “gorgeous and gay”
according to the critic Henry McBride. Mrs
Whitney heads the reception committee and a
brass band plays while the guests await the
arrival of the mayor, who never turns up.
Finding that the show has the look of a real
salon, McBride is complimentary about the
way the space has been used, the hefty pillars
reduced in volume by the astute placing of the
partitions. He compares the scene to the foyer
of the Opéra in Paris on a Ballets Russes night.

Duchamp's idea for hanging the show in
alphabetical order presents a challenge and it

is generally heavily criticized. McBride finds
' his way in easily enough to peruse the 2,500

works, which he estimates the proportion of
inoffensive to offensive (meant in the compli-
mentary sense) as being about ten to one, but
has difficulty finding his way out. He makes
four unsuccesstul circuits of the labyrinth and
each time he goes round he bumps into the
poet and pugilist, Arthur Craven who is billed
to give a lecture in the exhibition on 19 April.
“I am glad I do not owe you money."
declares the poet to the critic, * What an an;.I]
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place this would be to escape from a qwedknno:
When you rurn these comers you don't knov

what you're getting into!

Duchamp's apparently fortuitous hangmg
a_rna.ngcmfnrs rci?xl: in what Arensberg deﬁfﬂbﬁ
as “the beauty of chaos”. There is an eclipse of
the European “stars”, such as Matisse, Derain,
Delaunay, Picasso, Picabia and Gleizes, their
dispersion rendering them totally defenceless,
while the erowds are fascinated by the sultry and
bespangled nude painted by George E. Lothrop,
which completely overshadows Mina Loy's entry
hung next 1o it. One of Beatrice Wood's contri-
butions, Ui pex d'eaw dans du savon, fabricated
under Marcel's rutelage in his studio, with it's
real bar of soap in the form of a scallop shell
nailed strategically to the canvas is a hit. Gentle-
met leave their calling cards wedged into the
frame. Another great artraction and one of the
finds of the show according to Duchamp, is the
Clare Troins by Miss Dorothy Rice, Everyone
laughs when they see this bold painting of two
creatures resembling pantomime dames but they
admire it. Even Marius de Zayas of the Modern
Gallery is glued to the floor in front of it

Duchamp s alone in considering that the other
@Imﬂmr_y of the show is Supplication by Louis
hlshunuts It was “one of the thousand or two.
pamntings” that McBride “merely glanced at i
passing”, but Duchamp has shaken his judg-
ment and he agrees to look at the eanviis again

The only person who notices a i
If'ﬁ"'"': purporting to be Duchig?smc:;fif::
E;;m_. is the journalist Jane Dixop, Referring 1o
ulip Hysteria Coordinating, whose vcnrynfitle
| “ cl_m:al:tcr:c movement of the tumpyl.
taus can-can, she declared: “Thyge were the
most hysterical tulips | eyer Saw in my life. $o
every vestige of re.
I symmetrical selyes
were merely |yrig
ng wild all oper the

id been lost dnd the
e
spfmrh‘ts of colour runpi

1918 Tucsday, New Yo i
2 Cit
barded the previcr - 1§ that Paris wag bom.
After s 1> 947 by Big Berthy

Acoli i congert of Mmmm'
f:Jca:-hissmdi.;, and dinner, Roché e, b
d ﬂﬂdﬂwwﬂw‘mm~

a.4.1950

, Friday, Paris Sy
1nII9|i3575ixth c{mtribmi-:m to Ce Soir, .1&1 _wu:u nj
giving news of tournaments In Berlin ‘"'1}1
Leningrad, Duchamp presents his reaciicrs wit
the chess problem which won the Arbt*{za.";;r M;L g:
asinet competition in 1936, and publishes the
astonishing game which Dr Alekhine lost against
the young English amateur, V. Buerger, in the
present international tournament at Margate.

1949, Saturday, San Francisco
On the second day of the “Western Round
Table on Modern Art”, the subject of the
closed session, which starts at one o'clock in
the Members' Room, is why people collect and
why museums organize exhibitions.

After returning to the question of retinal art,
which he introduced in the first session,
Duchamp becomes the focus of an anack by
Frank Lloyd Wright, who doesn’t believe that
Duchamp still regards Nu descendant un
Escalier, No2 [18.3.1912] as “a great picture”.

‘I beg your pardon, sir,” replies Duchamp,
C*I"ﬂﬁ‘: d"-ffn_‘ﬁﬂﬂ his painting, “On the other
hil'ld.. hé polnts out, “fOIT:u’ years ha'.rc gone b}"
aud'Tlme. after all, is an important factor in the
deusipn whether a thing is good or bad.”

Wright admits that when he made his first
architecture he didn't know whether it was
i be good or ot and was “learning

“So was [,"

“Now that ﬁﬁ:ﬁs E[l;:hami}'

u 3 CCI Dllchan]p‘ du

you still regard i ¥ i
Wright, BACC L 45 2 great picture? petsists

to

*More 50," ga
e Duchﬂmp firml
y.
Picassuqf i?:f;:’i;::?i;?“k' I\T right refers to
u rom Negro scul
ItIIJ:m fiﬂ Y5 that *..If Picasgo js a gm:l:“pgurc
W does loom, , » =
Duchnn::pdu.. you call it de
b e artist sealc | Fore
What might p STOkS in the primitie
“And el s ol 2k

Beneracy,” asks

1

OF curiosity for Mod.
Py “so it appetl:r_dscxual.” ftpl?gs
modern ary jygely “d. but it docs not

; the e “The word *fop.
art thar 1

know of. There is no progress in -
Wright doesn't agree, arguing rl'-u'.' )
has left out the factor of -L|1“i”']-i._.:;““':""
stances: “The way we live [n._!;‘m'
with the way that same age lived "
“That doesn't apply to the aesther;
tion,” says Duchamp. chati
Boas then gives Duchamp the Opportig
to repeat his ideas expressed the previgy, 4,
which differentiate taste and the geqhe
echo. In conclusion Duchamp says
speaking, very few people are capable
aesthetic emotion or an aesthetic echg

COMpared

many people have taste, only 1 few i1
equipped with aesthetic receptivity.”
“Does that mean that taste really represen

the accumulated or established standards ¢
the period...?" enquires Ritchie

“Yes,” replies Duchamp.

If Duchamp is right “that it is only posibl
for the great mass of people to follow sul
lished opinions”, argues Ritchie, then *
be... on the wrong track alrogether in havie:
museums...”

Goldwater wonders how the observer miss
the jump from the beginning of educaton n i
museum to the appreciation of the sestodts
echo;

“Well, you have it, or you don't have 1. 48
Duchamp. “I am not a [113!{]1L'.’!1.‘\.‘.'.CELZ'|.-i:::
would never dream of understanding ™%
matics or think mathematics. [-‘L”-'J‘-"_-“]_ :
the natural tools for it. Neither, [ thuns 7=
layman the tools for art, Only a few POE="
privileged and their group form the B
of a trinity: artist, work of art, recogt™™

“Nevertheless, you would have th¢ prvies
if you so desire, of education in M4t
observes Goldwater.

“Never,” insists Duchamp,
the brains for it." e

When R.il.(,‘hik:‘ asks DliL‘hu:::"ﬂ o I'.'-.h‘_\ -!.'
relation between feeling and st ._D'
poses he does it by way of 40 exampr

“The absence of an aesthetic &
people is best illustrated by colo¥® =y
suggests Duchamp. * A man ¥ '!"_' f
blind will never dream of a ¢ ™
anything like that, It's the same *
al deficiency,”

m

hemitts

“f you havt
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4 may be disposed of as she pleases
I[];.rz’lr:?‘j;] .ils che will be returning to New
York around 21 April, Duchamp offers to dis-
cuss the marter with her then.

1957, Wednesday, Mexico City

Oin receiving a Jetter from Louis Carré sent to
him care of Rufino Tamayo [6.4.1957],
Duchamp immediately forwards the informa-
tion about Le Grand Cheval and Maggy to
Katharine Kuh at the Art Instinute of Chicago,
and adds: “After enjoying Houston we are
#hlpuis by Mexico.”

1960. Sunday, New York City
Before leaving for Adanta, Duchamp writes a
note to Leon Kroll confirming that Kroll should
contact Alired Barr about the loan of Le Pag-
sage de Lo Vierge d la Mariée [7.8.1912] for exhi-
bition at the National Institute of Aris and Let-
ters [8.2.1960].
The gussts of honour at a reception held ar four-
thirty at the Atlanta Art Association are the
judges of the Painting-of-the-Year contest Dr
William M. Milliken, director emeritus of the
Cleveland Museum of Ant (whom Duchamp last
met twenty-four years carlier [26.8.1936]), Dr
Russell A, Plimpton, director of the Society of
the Four Arts, Palm Beach and Duchamp him-
self, The judges' task has not yet commenced,
but they have been invited to attend the presen.
tation of a scholarship award which is presented
by Arthur Harris, vice-president of Mead
Packaging Inc,, 1o Conroy Hudlow of Chat.
;ﬂw. Tennessee, a third-year art student gt
Atlanta Ant Institute, He will receive § year's
ﬂ*’ in Peris snd in exchange 1 French are su.
M"'"“*Mm-r'mﬂwﬂumm
Institute. After the Ceremony tea is serve,

1961 Monday, New York
Instead of going 1o Mouge H%t;oh College in
i usetts 1o give a ralk, Marcel {whose
| i the young
um (113,191}, i m,ﬁiﬁ“%ﬁ“
nights mh:aTtmy. 'nd.itbmnum
Engrossing 1o be rel fiyn * )

ists to take part in a show next Spring
lf::ae: Lohfeabmcsneﬁt of the American Chess Fm'mda-
sion. “The show of about thirty woruks will be
called cgss,” explains Duchamp, and each
work should be related to chess in a manner as
dlose or as far-fetched as you wish. .
Each artist taking part will receive a copy of
the etching, personally inscribed, which Du-
champ is making exclusively for the occasion.

1967. Monday, Neuilly-sur-Seine .
For a show of readymades at the Galerie
Givaudan to run concurrently with the exhibi-
tion at the Musée d'Art Moderne planned in
June, Marcel writes to ask Ame Ekstrom if he
will lend him the original photograph taken in
his New York studio [8.7.1918] of the shad-
ows cast by the readymades, which was shown
at the Tate Gallery, so that he can have an en-
largement made to exhibit.

The interview which Duchamp accorded to |

Jeanne Siegel in February, is broadeast in New
York on WBAI as part of a series *Great
Artists in America Today”

T

1899, Tuesday, Rouen
The new President of the Republic, Emile

» who was elected followin
. g the death
dwf.t l:ﬁ.lt?m ture, has accorded o day’s holi-
e school children in France and so
Comi:ﬂ]:q:s d;f the summer term at the Lycée
ol &ﬁed 24 hours. Like his fellow
i rn Ihuc: AMp returns to the Eeole
© evening; igeret's class at

the Lycée Corne:
n'cloc‘: the folojmmgen]s}l;:;ﬁeﬂccs at eight
1.906: Wednesda B .

After six monghs sevice with
ment d'Infanteyie at d::irm;m 5élii]e

= Camrng Dhonm

Norman town rescued from insjgnjf
the popular song Le Masre J'Ey —
promoted to the rank of corporal,

Caice by
Duchamy j

1917. Wednesday, New York Ciry

In a carefully worded and neatly handyriy,,
note, Duchamp writes to Miss Dreier IL‘}_'_[(’.\!_-.:-
that because of his resignation [9.4,1917] fron
the board of directors of the Society of Ir-|.i:-"
pendent Artists, on account of “serious disserss
ment with the ruling spirit”, he has bern unghi-
to help her decorate the tearoom ar the Geand
Central Palace as he had originally promised

In a much hastier letter he asks his sister
Suzanne to relay the anecdote to the famdy
this way: “The Independents have opened hee
with great success. A friend of mine, using1
masculine pseudonym, Richard Mur, sent
urinal in porcelain as a piece of sculprure.
wasn't at all indecent — no reason to reject £
The committee decided to refuse to exhibit s
thing. T resigned and it's a row which will coun
in New York.” He adds that he wanted tomi
an exhibition of rejects from the Indepencerts
but that would have been a pleonasm and the
‘urinal would have been lonely

1936. Saturday, Paris :
At twelve-fifteen, Marcel has an -l?l‘U””’"‘?'
at Arago to meet Breton and his wit¢ -MT
line. Roché shows them the “'“rl"fn i
Duchamp, Brancusi, Picabia and ‘-'—ll"‘r";_ “TL
he is proposing to lend 10 the Suprealst 4%
bition opening in London on 1 | June

1941. Friday, Paris e
Having a great deal to do before hn1IJL'.-|:1|:|:.‘
departure for Grenoble via Lyons s
wWrites a note to Georges Hugnet: 4
nolds] asks you to postpone this ok
appointment until next week.... 0 l‘"'L-llnu
one day (morning) and arrange SOMECE

fLernodf®

1L

1952, Friday, New York GV ooyl
Deciding to wait before '“'-‘h’h'“”:.l g
paintings [23,1.1950] (due 10 his w them O
to show them out of context oF 1€ 7% s
the market), Marcel asks Rt"'i]‘f_mfl'ﬂ_o. gall®
efforts in this respect. He saps 1 e o
is really 4 dealers’ game and ncithe J paitd?
know how to do it. The I*U}'rfz ;‘ _‘”_“_’[_, hut?
in the past,” Marcel points 0Ut . ion”
dis"?zﬂrp;id the dmai-:rf'i skilful deniz®®
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G ive spa where they are staying a
M ‘. raking baths for her sciatica.
waking ;
“&ﬁwm; Fogt will accompany them for
Nfﬂd 10 Oaxacs, an ald colonial town with
i maket and the birthplace of Rufino
. 0. After rerurning to Mexico City tor a
n!lmd:\s the Duchamps then plan to visit the
%E:miu'b:fﬂlf flying from Mérida to New
York v New Orleans.

1958, Friday. New Yark City
Lily und Marcel Jean return to 327 East 58th
Sareet [12:4.1958] for about a week before

gdngmehKﬂ?BU)'le

1963, Thursday, New York City
With Teeny and a group from Philadelphia,
Duchamp makes a tour of the “50th Anniver-
sary of the Armory Show” [5.4. 1963].

e

1501. Friday, Blainville-Crevon
Betind the Duchamps’ house to the west the
#round dlopes away and a stony path meanders
m the length of the garden, which is bor-

atithe south by a long, steep bank of trees

4 on the north by the River Crevon. On the
i h:imrd the beeches planted at the top of
L mdxsma_c: from the house, Marcel
Sesculously carves his name and the dlate.
- THE

194, 1901

1917. Thursday, New York City
With the intention of enlivening the pro-
gramme of events organized by the Society of
Independent Artists during its first exhibition
[9.4.1917], Francis Picabia and Duchamp have
invited Arthur Cravan, an improbable English-
man proud of his uncle Oscar Wilde, to give a

lecture on “The Independent Artists in France
and America”. The name of this astonishing
personality, announced to the unsuspecting
Ameriean public as director of the Parisian
revue Maintenant, poet, French amateur boxing
champion and art critic, is already causing a stir
in the city. He is an awesome but gentle giant
over six feet tall, with a powerful, well-propor-
tioned body and handsome head. Francis and
Marcel, remembering Cravan’s scurrilous
review of the French Independents show in
1914 (pronouncing Metzinger a failure, Gleizes
without talent, Suzanne Valadon an old bicch,
and declaring that Marie Laurencin needed a
good spanking, etc, etc.), are counting on him
not to pull his punches in New York.

At three o'clock in stifling heat on the mezza-
nine floor of the Grand Central Palace, half
Greenwich Village awaits the event, Cravan 15
late, When eventually he arrives with his sec-
onds, he staggers through the very smart crowd
to the podium where he sways vertiginously,
silently. The expectant intelligentsia holds its
breath while Cravan stares happily. He lists dan
getously, then suddenly strikes the lectern with
such tremendous force the sound of the blow
resounds in Lexington Avenue. The smile re
turns o Cravan'’s lips and, oblivious to the peril
of the Sterner painting hanging behind him,
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starts gesticulating wildly. He deades 1o remove
his jacket, The puzzed audience remains indul-
gent at the prospect of the orator’s first uuer-
ance. Cravan however is concentrating on
unbuttoning his waistcoat, When he is free of
his waistcoat he detaches his collar and then he
ties a handkerchief round his neck. Without
uttering a sound his next gesture is to slip the
silk braces from his shoulders, Interrupting the
adjustments to his appearance, Cravan concen-
trates his gaze 1o the wall across the room. By
now the Who's Who-er than ever crowd is mur-
muring uneasily but everyone turns inquisitively
to find out what has attracted his attention. It is
a painting in the exhibition representing a very
beautiful, almost naked woman. Still mesmer-
ized by the picture, Cravan leans forward across
the lectern and with the loudest cry he can
muster hurls one of the most insulting obsceni-
tics in the English language at the audience. To
prevent the situation from deteriorating any fur-
ther, almost instantaneously a few exhibition
guards — no doubt under instructions from the
organizers — encircle Cravan from behind and
handeuff him, but not without some difficulty
and damage to their uniforms. In the uproar,
Cravan is hustled out by the entrance on 46th
Street and driven away in a waiting car.

At the Arensbergs later in the evening, Marcel
beams with pleasure and exclaims: “What a
wonderful lecture!®

Alfred Stieglitz writes inviting Henry McBride
o call at 291: “1 have, at the Tequest of Roché,
Covert [5.12.1916), Miss Wood, l]uchamp
and Co:, photographed the rejected Fountain
[9.4.1917]... It will amuse you to see it. The
Founta is there too,”



1017, Ssturday, New York City
B her oF the Blind Man'is pub-
today by P.B.T. [27.4.1917). The con-
ws include Mina Loy's interview wich
Duchamp’s discovery, Louis Eilshemius
lesters of encouragement from

y in the guise of an editorial,
Mutt Case”. How could Mr
refused exhibition on the
ity or vulgarity when it is
! showrooms?
, because Mr Mutt
title and in doing so,
thus removing its utili-
'o.refuse it as a “plain
editorial concludes, is

of art America has
and her bridges.”

Gourmont's essay La Dissocta-
Points out how sacred is the
¢ inherit and that, in
table it would have
tain had been exhib-
one side an estab-
the ag, and on t*:j'
one of the majority
along the miles of wall
a T; l‘:ﬂi}' to the
object it can-
W hl-didﬂ"lv make lll
that: “Fountain was
fiber but by the force of an
\ ﬁ%::hmxﬂ. that has
Lo the question, “Is he

TALE By ERIK SATIE

Staircase which was
eautiful, that I had it
Yy my awindow for get-

I ;lddl Qnce
so beautiful, 1;":;'“‘ g0

stuffed and used on}
ting in and out,

. et 8
Elle avait des yeux sans tain
t pour que ca n’se voie pas
Elle avait mis par-dessus
Des lunettes a verres d'ecaille,

S.T,E. K.

same time worships “Progress, Speed and Effi-
ciency” rather "‘Iike a little dog chasing after its
own wagging tail that has dazzled him”>

To illustrate “The Richard Mutt Case”, Alfred
Stieglitz photographed Fountain at his gallery
[19‘4.19!7]‘ By choosing his angle carefully
e!n_d casting a veil-like shadow on its form.
Stieglitz emphasized the Buddha or madonna
aspects of the offending object. For the back-
ground he chose a canvas by Marsden Hartley,
The Warriors, the central form of which is curi.
ously similar to that of the porcelain silhouette.

*

One of the readers of the Blind Man, Marcel
Douxami, a mining engineer serving in the
auxiliary services of the French army, who is
on mission in New Brunswick, loses no time to
write to the editors. He has also received a set
of 391, Picabia's rival magazine, published in
Barcelona [4.4.1917], and is seriously rartled.
Picabia in particular has irritated him. Ts it
really the painter or an impostor? If anyone
can solve the urinal dilemma, it is surely Louise
Norton, although she will probably need to
call Bergson to her rescue.

The thesis of Max Goth, the philosopher of
391, who divides the wotld into two spiritual
families — the children of Adam, who believe in
apparent and superficial realities, and the chil-
dren of Abraham, who are concerned uniquely
with essential and arcane tealities - leaves
Douxami perplexed. How can the mind of
Abraham find anything in common between a
flower and the combustion engine, a line and
an idea, a colour and a memory, love and a
chemical phenomenon, ete.?

Dousxami thinks that Picabia would make a
good industrial draughtsman, bqt his me;ha}m-
cal mind in the field of art is infuriating
because there is nothing aesthetic in it. As for
Picabia's poetry, it resembles the work of René
Ghil, which he read in the madness of his
youth, and American music... In _lhsu:ni_m:i to
one or teading the other, Douxami is remin ;.;
of lines from Lord Byron's Childe P_im:rh.
which he quotes from memory scrambling the

first two lines:

v ute on the lonely shore.
Therls o pe e s wod
Jrl e i Sﬂdely whﬂ‘c none iny ]
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1936, Tuesday, Paris
“Can’t arrive before 25,” cables Dee to Miss
Dreier at The Haven [21.4.1936], suggesting
that Villon, who went to America on 15 April,
could take the Normandie to return to France.
*

Since their meeting carlier in the year
[19.1.1936], Duchamp has designed for
Georges Hugner the cover of his forthcoming
book: L Septiéme Face du Dé.*] am seric susly
accelerating the printing of the cover,” writes
Duchamp to Hugnet. “The background colour
will probably be printed Thursday evening. So
if on Thursday you could give me the finished
plate of the title, we will have the cage and the
title printed on Friday and the embossing will
be done on Monday.”

1949. Thursday, New York City
The lectures by Miss Dreier [5.3.1948), James
Johnson Sweeney and Naum Gabo delivered at
Yale University under the auspices of the
Thomas Rutherford Trowbridge Art Lecture
Foundation are being published as a book,
Three Lectures on Modern Art, by the Philosoph:
ical Library.

At Miss Dreier's request, Dee calls 1o see
Mrs Rose Morse at the Philosophical Library,
15 East 40th Street, to discuss the size of the
book and the illustracions,

1959. Tuesday, Paris

Just a month after Sidney Janis’ manifestation
[6.4.1959], cockuails are served at the Galerie
La Hune to celebrate the publication of the
“de luxe” version of Robert Lebel's book Sur
Marcel Duchamp, which is accompanied by a
small exhibition of documents. The ordinary
editions of the book, both in French and Eng-
lish, have yet 1o appear. For the linle show
Man Ray has provided a blow-up photograph
of Blevage de Poussiére [20.10.1920]. Just the
previous day “on pilgrimage” to Perpignan,
Duchamp signed a certain number of posters
and posted them back to Paris.

1961. Fridlay, Philadelphia
After spending two days advising Henry Gar-
diner on the rehanging of the Arensberg
Collection in the museum, Marcel returns to
New York with Teeny.

1966. Thursday, Neuilly-sur-Seine
Although the Tate Gallery's retrospective exhi-
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This exhibition devoted to Marcel Duchamp represents a link in the ongoing cultural itinerary
which Palazzo Grasst has been following from the outset, offering a variety of themes spanning
from archaeology, the Renaissance and Modern Art, to the contemporary masters.

The scope of each exhibition has been to shed light on themes which have not received

the attention they deserve, orwhich provide new insights into the so-called anti-classical cultures,
such as that of the Celts, or the Futurists, whom Duchamp dubbed “non-artists”.

Duchamp was in fact the first artist to stray off-limits, to venture off the paper’s edge and

outside the picture space, breaking out of the hackneyed frames of reference and raising
commonplace objects to the ranks of “works of art”. For this reason he is considered the Father
of the avant-garde, for having successfully shifted our attention from the business of artistic
creation to the concept underlying art itself. The critical rediscovery of Duchamp took place

in the Fifties and Sixties, when he suddenly became a point of reference for all the new
movements as they emerged: Pop Art, Conceptual Art, and Minimalism.

In the case of the present exhibition, Palazzo Grassi has set itself the task of presenting
Duchamp’s work as exhaustively as possible, following its development through each of the main
‘movements of this century — Cubism, Fauvism, Dadaism and Surrealism — with the hope that these
efforts will contribute to a better understanding of that contemporary art which is, inevitably, and

expression of our own culture, the culture of our daily existence. But it is also the expression of
our striving forwards, towards a future which is ultimately tied to the present and the past —in a
word: an exhibition which aims to draw our attention to the very way of being of our civilization.
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Pontus Hulten

The history of the appreciation of Marcel Duchamp’s work has little in common with what

has happened to the work of other artists of his generation. In the years just before and during

the First World War, Duchamp was known in Paris and New York as an outstanding innovator;
in fact he was world-famous before he was thirty years old. During the years that followed
Duchamp continued to develop his work in an entirely logical manner, but the situation around
him changed. It has been said that a couple of unfortunate accidents before the Second World
War could have eliminated his work from art history and that, as a consequence, nothing would
be known about it today. This is an exaggeration, no doubt, but it is still a sufficiently reasonable
and well-founded conjecture not to be entirely ridiculous. If one considers that Vermeer van Delft
was ignored by art historians for 200 years, this is not such an unlikely fate to befall an artist.
Nonetheless, Duchamp seems to have foreseen the danger that his work might have been
forgotten fairly early on. In the mid-1930s he started to arrange for a large portion of his work

to be held in the Arensberg Collection; in 1934 he published the Boite Verte, thus providing

the basis for a proper understanding of his magnunr opus the Large Glass, In 1936 Duchamp
started the project for a “portable museum” of his work, the Boite-en-Valise, which contained
excellent reproductions of all the most important works he had produced until then. i
In the presentation of the box — the “layout” - he gave some useful hints as to how the works
should be observed and how they were related to each other.

One of the reasons why the art world soon lost interest in Duchamp was his aversion

to the one-off, handmade, saleable object, such as the painting and the sculpture, which

he stopped producing early on. The art world was so preoccupied with this kind of object that,

in its eyes, Duchamp’s refusal was tantamount to his having stopped working. Even his passion
for chess permitted those envious of his freedom to say that he had abandoned art. ..

For somebody who decided not to repeat himself and to use a new idea only once, Duchamp’s
aupre is immense, comprising more than 200 major pieces,

When in 1934 André Breton declared, in his usual provocative manner, that painting still needed
to find its Gutenberg, it is a safe guess that a previous discussion with Duchamp lay behind his
statement. It can also be assumed that the same thought expressed by Duchamp would have been
formulated in a much more complex form. In fact, he expressed the need for art to liberate itself
from the convention of the handmade marketable object in several different ways: by transforming
his images into magazine covers, a cheque (for a dentist), shares (for a company devoted to playing
roulette) and in 1935, in perhaps the most convincing way, the Rotoreliefs, which were virtual

' s, visual disks to be “played” on a standard gramophone, They were sold for 15 francs
ix, It was characteristic of Duchamp that the answer to an important question lay

n his abundant writings, but also in a related work, an image or a project. The writings,
" are preparations for the image. The beauty of the total process is very stimulating.



pleasure to be derived from the contemplation of the different steps of these

Thete is immense oD | . ‘

: . i t question is dealt with: seriously, eleganily
i, which allow us to see how an importan

proceedings, which

and with great precision.

In the world we are living in today there is an intense escalati
use for satisfaction that, thanks to Duchamp, the question of reproduction became a matter

acal

for serious debate before the trivialization and mechanization that we encounter today,

As late as the 19405, very few art historians occupied themselves with the history of the art

of the twentieth century. Tt was actually forbidden in most universities. Books about “Modern A
were usually written by artists, such as the hefty Vision in Motion by Moholy-Nagy, published
posthumously in Chicago in 1947 or the Dada anthology Dada Poets and Painters

by Robert Motherwell, published in New York in 1957. For this reason there was often a certain
amount of partiality — even ill-feeling — in the presentation, reflecting conflicts between groups and
schools, such as the one between Constructivism and Surrealism.

The mJ-i;!Q“t-’thal Duchamp had stopped working, that he had left the Large Glass unfinished and
that he was now devoting himself to chess made him easy prey for the malicious attacks of envious
fellow artist-writers. One of the nastiest remarks came from Moholy-Nagy in Vision in Motion,
where he reproduced the Green Box spread out on a table with the caption “Book (portfolio)”,
and claimed that Duchamp had been asked to publish his life’s work and then emptied

the contents of his desk into a cardboard box and had it reproduced, leaving the reader to try

to make sense of the mess.

But such remarks merely whetted young people’s curiosity. Marcel Duchamp’s work became

ion of the use of the image. 1t is

knﬂwnbjmnew generation in the immediate postwar period, even in the more far-flung parts
{-é:if'Eu;éﬁpe;;?I‘}iatf-he-ﬁBdonge&*to the same fémﬂy'-'as }aﬁmlﬂ's Villon and Raymond Duchamp Villon

inferi "my cmmplexmﬂi regard to bis brotl'terjacques Villon.
an ﬁzisam:ae ﬁbmy one must be aware that at that time Jacques Villon
el. In the same vein, Cubism was explained as being the result

nd Léger in the war, painting camouflage

in his book Les Peintres Cubistes
then twenty-five years old and

: Mwa*whxdx had been refused
he same year. One might

had asked Apollinaire



ht because he helped

- . 2 : o et TP ) € . bl £ 1
to include ])u\'hﬂmls in his book — and Picabia’s w ish carried some welg

to finance its publication.

e Biaalle revised his text, and
What exactly happened berween 8 October, when Apollinaire radic ally revised his text

is v ic - opening of the Section d'Or
10-11 October, when Duchamp came back to Paris from Munich, the opening ol the ¢

s ; : . inaire, Picabi: Yuchamp went on
exhibition on 10 October and the trip to the Jura that Apollinaire, I icabia and Duc :

between 20 and 26 October? It has not yet been clarified. It is certain that, in the end, Apollinaire

gave Duchamp pride of place in the book. He removed some woolly criticism from the printer’s

proofs, and cast Duchamp in the role of the young herald of the great art of the future.

This became the u\ncluding sentence in the new version of the lmnk. ;mJ it has tremendous
power: Il sera ,r::w!-ffrz“ FESErvé d un artiste au ‘_\_{-",r(,:l:q:l:(,- uJ‘,--;;;-;,‘;-J:':'.'-‘_!-‘-N-’””"' t-_\!in-r.’-'.,-m'.\. aixse
préoccupé d'énergie que Marcel Duchamp, de réconciler I'Art et le P uple

This rather grandiose affirmation has sometimes been regarded as one of Apollinaire’s more
journalistic pronouncements, but now, at the end of the century, one could also interpret it in a

quite literal sense, It then becomes an extremely perceptive statement.

“L’artiste ne sait pas ce qu'il fait, Et j'insiste la-dessus parce que les artists naiment pas
que 'on dise ¢a.”

When he made this statement in 1960, was Marc¢el Duchamp thinking about the genesis
of his “readymade”, his most significant contribution to history? What ever the case,

it would be difficult to find a better example than this genesis to illustrate his assertion,

Let us try to reconstruct the history of the birth of the concept of the “readymade.” Duchamp
answered a related question when he commented that, when he turned the Bicycle Wheel, 1913
(the first work in this group), it reminded him of a fire in an open hearth. He had moved

from the countryside to Paris, and missed the flames of an open fire. While this idea of replacing
the flames is clearly not the underlying reason for the creation of the piece, what more beautiful
and poetic an answer could one find?

The idea of collage work, introduced by Pablo Picasso and Georges Braque the year before
(1912), must have interested Duchamp profoundly, although he never produced a Cubist-type
collage himself. In a Cubsist collage, a fragment of everyday reality — such as a cutting from a
newspaper ~ is taken from among the materials in the studie and introduced into the painting as
an integral part. This transfer intimates that the space of the painting and that of the studio are one
and the same. The inverted Cubist perspective had already established that “picture space” lay
within the space of the studio by developing it in front of the painting and not, as with
Renaissance perspective, into the more abstract space behind the painted surface of the canvas.
The extension of the picture space into the room, into the artist’s studio, seemed less illusory,
more “truthful”,

As the collage idea became more fully understood and developed, everyday obiects became

part of the world ereated by the artist. This evolution is amply restified in the chronicles

of art history. It would therefore seem that Duchamp’s Bicycle Wheel was the necessary
corollary to the collage. However, the issue was so deep and involyed that it took over

fifty years to be fully grasped. As late as 1954, when I asked Marcel Duchamp about

the date of the Bicycle Wheel, he hesitated to call it a readymade.

_—.




Tt was not admitted definitively to the category until the carly 19605, The process was a gigantic,

Herculean adventure.

In 1954 I wrote to Duchamp asking him, among other things, whether an object must necessarily

be shown publicly to qualify as a readymade, or whether itis a readymade even if it never leaves

the studio. He omitted to reply to this particular question — probably because I had not

sufficiently appreciated the notion of the studio as a special space, much as the studio

of the Cubist painter coincided with the space of the collaged object. It goes without saying that,

if you have a rack for drying bottles in your wine cellar, it cannot be considered a readymade.

It only becomes one when it is bmugﬁt into the studio. In fact, when Duchamp published
tographs of the readymades in. &BBoﬂbemVaZm, they were cleatly situated in the artist's

studio. In conclusion, one might say that the Bicycle Wheel on the kitchen stool is an intermediate,

transitory kind of object: a collage-sculpture-readymade. In answer to the question put to him

in 1954 as to whether the bicycle wheel was the first readymade, Duchamp significantly

replied: “not even Ready made 1913."

Tt is also interesting to note thatMﬁce[Buehamp’sgmatfnendConsmnnn Brancusi was

meanwhile struggling with a problem of a similar nature, namely, the sculpture and its base, its

mPPOHShDIﬂj!ﬂfh&r. mtlaper I:hnnlglé, Brancusi was ready to present the first of his Endless

'Columns, a form of sculpture which did not require a base. The Bicycle Wheel and the Endless
Column would become two of the most influcntial
fifty years has their importance been fully appreciated.

g Gradﬁdly. E‘hce@nﬁepmf the m-mada:ohjgct, bgaammg awork of art because it has been

ations of the century, but only in the last

year (1914) Duchamp desxguated
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Descending a Staircase, He had made his first experiments with chance, 3 dtoppages Fta
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would have a seminal influence on the future evolution of art, and he had defined, throug
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conscious mental process which he considered much more Pl“h‘””‘l than the subconsc

the notion of the readymade, an invention that was to become one of the most important clements
in art bifty years later,

nill'll;ll":‘!}‘! wrote to his sister [rom New York. The difference in the artistic climate between

Paris and New York, and the change of environment in a more general sense, had accelerated

the definition of the idea of the I'L".Ill_\'l'ﬂ'.lnli'. The first years in [ lew York, 1915 to 1918, were

the greatest period in Duchamp’s early moments of glory and influence. A combination

of intuition and the ability to make the right decision at the right time brought him to what was,
for a young artist, the most interesting city in the world at that moment. America was not yet

at war. Duchamp was exempt from military service. The artistic and intellectual circles

of New York received him as a hero and as the great inventor that he was, perhaps without
realizing how well-earned and how fitting were the honours they showered on him.

The concept of the readymades was defined parallel to the work on the Large Glass. In 1918
Duchamp continued with the readymades in the shape of their shadows on his last oil

painting T m',

In the early1920s two distinct movements became discernible in the new art, one of which

was Surrealism in Paris. Former Dadaist painters and poets were now grouping themselves

in an increasingly militant manner around André Breton, and at the same time becoming

more and more involved in the political infighting among the various revolutionary groups.
Duchamp had strong affinities with these painters and poets and maintained a close bond

with André Breton throughout his life. He was never a member of the Surrealist group or
involved in their political activities, but served as a générateur-arbitre, a “generator judge”,
accepted and respected by its different members, especially when it came to organizing public
exhibitions and other events,

The other leading movement that took shape in the early 1920s was Abstract art. which
developed from Synthetic Cubism and the grear Russian experience, the prime movers

of which had been Kasimir Malevich and Vladimir Tatlin. Piet Mondrian became the leading
figure of this movement, which formed itself into such groups as Abstraction-Création and
Cercle et Carré, although it then became involved in increasingly academic discussions.

As can be seen from the short monographs that he wrote about a large number of artists,
including Mondrian, for the catalogue of the Société Anonyme Collection, Duchamp was very
well-disposed to Mondrian’s art and that of certain others among his followers, Only later, when
Duchamp came to Paris in 1954, did he shock the second generation of artists working

in this Abstract art movement by talking about un art rétinien, retinal art, art concerned
only with the eve, as opposed to cervellité, cosa mentale or "grey matter”, meaning art
relating to the total emotional and intellectual sphere of man,

Thus Duchamp felt no strong affinities with the two leading movements in the timunast b
he saw around him in the early 1920s. Most of the Surrealist work was probably deemed
too shallow, decorative, morbid and gratuitous. He maintained a certain degree of interest.

- 3 . sf - ."l - . e » e 2T = "
but remained detached. Was he disenchanted? In 1923 he had already declared the | e Glass
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 inthelower part o the Glass, where there are two cen
~ “new” » but, and this is more important

» ek his reiection of the unigue art object he held himself aloof
“definitively unfinished”. Through his rejection

from the central preoccupation of both the Surrealists and the “abstract” painters and sculptors,

Duchamp's main interest was focused on his muﬂxiples_ and different kinds of pub]it:‘atiﬂﬂS;
§u wpe 4 i Gutenbers”, Duchamp also devoted more time to chess

pictorial art was thus about to “find its Gutenberg .

and became a member of the French national chess team in 1924,

Iﬂ. o mso; Du;hﬁnp’s“‘“ vk began to be neglected and even forgotten. The older

mm&mmwmmsmwd their resentment, like Pablo Picasso in his conversations
with André Malraux, or Moholy-Nagy in his malicious remarks about the Green Box.

By and large, during the Second World War all creative artistic activity in Europe ceased, while
in the Fascist and Comm unist countries, avant-garde art had been banned from 1933 onwards.
Only in the late 19405 did the creativity and curiosity that had reigned in prewar days begin

to appear again, But the real change did not occur until the latter part of the 1950s,

In the United States, and especially in New York, things were different. Artistic activity

was not curtailed by the war. On the contrary, the war years were one of the most productive
veriods of American art. Duchamp came back to New York from Europe in 1942, The first book

announcing a new interest in his work was published by Roberto Matta in New York in 1944,

T was called Duchamp's Glass. An Analytical Reflection, and contained, reproduced at the end,

@ painting by Matta from the year before, entitled The Bachelors Tuwenty Years After.

i very possible that the inticate play of perspective in the Large Glass contributed to Matta's

inventive use of Pemmﬂmdh&mncepmn of space. Not only is thete bold use of perspective

“’dmmvewewpomts. one “old”, one

'portant, the transparency of the picture creates a new kind of

d mm I“hisl’ﬂmﬂﬂgmpmdumd in the book, and also

’

ing’s surface, very much like
Large Glass was then installed.
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Jackson Pollock would later work w
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ith in his large drip paintings. It was the space that

ainters would subsequently explore,

the American Expressionist p: ‘
the 19505 to Duchamp's work was its

What especially attracted young people in the 1940s and

Surrealism and second-generation Abstract art

precision and its elegance. Second-generation

weighed heavily on the times, with their strong flavour of rehashed ideas.

As seen in the vigorously creative surroundings of the work of the Dada painters and poets,
Duchamp's work had a special freshness that put it in a category of its own, especially because it
was evident that he later kept well away from the products of the clumsily macabre Surrealists.
The first experience of handling the pieces of paper of the Green Box in a library (in the
Bibliothéque Jacques Doucet, Bibliothéque Sainte-Geneviéve) was, for someone who had barely
heard about it, an astonishing experience, so extraordinary that the next day the reader had to
come back with a friend who could testify that the experience had not been a dream.

One of the first of the tributes paid to Duchamp by the generation that was thirty years old

in 1955, the generation of Jean Tinguely, Robert Rauschenberg and Jasper Johns, came in the form
of the spring edition of the biannual magazine Blandaren (Mixer). It was published in 1954

in Stockholm as a cardboard box containing about forty printed items of different sizes “and
four pocket films and some candy” (a toothbrush made out of black liquorice and white sugar).
The Green Box was clearly the inspiration. In the Mixer box were original “spontancous”
paintings on paper, ironic remarks concerning American Abstract Expressionism and some

of the first projects for Pop Art objects.

Over the years young artists would lift ideas from Duchamp with impunity, for the simple reason
that his work was so little known. But this plagiarism became so frequent that eventually
Duchamp had to be recognized as the originator of a very large part of the new European and
American art.

An ultimately rather sterile attempt to interpret the Large Glass, based on its relation to the work
of Kafka and on alchemistic terminology and concepis started in 1954 and continued for some
time in the circles close to Surrealism. Duchamp did not participate in this debate, which

in the end did not enrich its subject but which, nevertheless, focused much new attention

on the Large Glass and its author’s work in general. Another debate, also rather pointless,
concerning Duchamp's relation to his family, did not contribute in a significant way to the
understanding of his art and took place without any comment from the artist.

The publication of a new box entitled Eau et Gaz d tous les étages, 1959, showed that his creative
spirit was far from exhausted.

In the 1960s interest in Duchamp's work grew tremendously, partly because of replicas

of the Large Glass that became available in Europe, starting with the copy in Stockholm,

made in 1961,

In the 19705 and 1980s the importance of Duchamp’s work continued to gicw, The

great

richness of the work, which could now be seen in its totality, became even more apparent

As this century draws to a close, it is amusing and satisfying to observe that Duchamp’s role h
as

won universal recognition. If, in 1953, somebody had said that forty vears later his work woul

: : : 1be
considered more important than Picasso’s, o

that person would have been looked on as a madman
Et ponrtant... | |




