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A Most Unlikely

Patron Saint

The world has (handed less since Jesus Christ than it his in the hist thirty-

years.— (IIAKI.KS PK(;i Y, 1913.

x>ng ignored by the art public and

ppreciated by few of his

ontemporaries, Duchamp -seen

ere at a 1961 show in New
ork— is being increasingly valued

B the most potent influence on

tie diverse, antitraditional

rts of the mid-20th Century.

I he disco vcrv that Marcel Duchamp was oneof the most infhjential art-

ists of the 2()th Century has heen a recent development in modern art

history. Not many critics would have assigned him such a leading role

before 1950, and some of our esthetic guardians are outraged by the im-

mense reputation given to him in recent years. Like everything else

about Duchamp. this reputation is firmly rooted in paradox.

Vthat are we to make of a painter who, having begun his painting ca-

reer in 1902, abandoned it for good in 1923- preferring, as legend has
it, to spend his time playing chess? Was Duchamp plaving a consum-
mately clever game all those years, as one hostile critic has suggested
—waging a quietly diabolical "anti-art" campaign in order to cover up
what was in effect his own failure as an artist? Or is it true, as his manv
admirers insist, that he never lifted a finger to advance his own repu-
tation and that he was indifferent to fame? \^ hat does being anti-art

mean, anyway? And if Duchamp really was anti-art. how did he manage
to serve as inspiration and guide to so many artists, from the Dadaists
and Surrealists of the 1920s and 1930s to the current crop of voung
American painters -for whom Duchamp, an occasional New York res-

ident from 1915 until his death and a I nited States citizen after 1955.
became a sort of patron saint, a legendary figure? The answers to some
of these questions should suggest themselves here, but it must be clear-

ly stated at the outset that there is no single explanation to the enigma
of Marcel Duchamp. It will be seen, moreover, that the questions raised

by his long and unusual career lead straight to the sources of modern
art, over whose development his unique and complex intelligence pre-

sided, somewhat ironically, for half a century.

Looking back over that eventful epoch to the seed time of the mod-
ern movement, what strikes one first is the extraordinarv abilitv of some
artists to prophesy the future. This ability was never more clearly dem-
onstrated than in the years immediately preceding the First Vi orld \^ ar.

The political upheavals, the breakup of traditional ideal* and beliefs,

the spiritual unease and social chaos that followed this cataclvsm could

all be detected in the fantastically proliferating art movements of the



prewar period. Nor were the visual artists the only ones to feel the im-

minence of great change. Poets and novelists also sensed the coming

destruction of the old order, and many of the period's greatest names

—

James Joyce and Andre Gide, Gertrude Stein and Guillaume Apollinaire

—were those who forged the new tools with which to create an entirely

new kind of literature. In music, the harsh dissonances of Stravinsky's

Sacrc du Hrintemps goaded the audience attending its 1913 premiere to

riot; at about the same time, the Viennese Arnold Schonberg had ar-

rived at the 12-tone technique that would soon challenge the conven-

tional harmonic scale. The avant-garde painters and sculptors were

ahead of their literary and musical colleagues, though, in their decisive

break with the past. With courage born of despair, they responded to

the disintegration of their society by rejecting most of the traditional

concepts on which Western art had been based since classical times and

creating a new basis and a new function for art itself.

Although the origins of this revolutionary attitude can be found in

certain aspects of Impressionism and Post-Impressionism, and above

all in the work of Paul Cezanne, the real breakthrough occurred dur-

ing those years leading up to 1914, and the man mainly responsible for

it was Pablo Picasso. Having shattered the visual form of familiar ob-

jects to create the new structure called Cubism, Picasso proceeded, to-

gether with his great ally, Georges Braque, to take an enormously impor-

tant further step; the two began, in 1911, to use the fragmented forms

of natural objects as free elements in new visual structures whose rela-

tion to the original objects was often not readily apparent—structures

whose primary basis lay in the artist's own imagination. Meanwhile a

number of other artists indifferent places— Wassily Kandinsky in Mu-

nich, Robert Delaunay and Frank Kupka in Paris, Arthur Dove in Amer-

ica—also began to free themselves more and more from the representa-

tion of specific objects in any form, and to move toward a totally ab-

stract art. It was what the critic Herbert Read has called the "moment

of liberation" for Western art—the watershed between an art that had

always been, in one way or another, an interpretation of the visual

world, and an art that existed independently on the canvas as a new ob-

ject, a pure fruit of the imagination.

Duchamp's early maturity as a painter coincided with this historic

moment. Six vears younger than Picasso, he made only a minor contri-

btttion to Cubisift.—although his Cubist ^ude Descending a Staircase

was the sensation of the 1913 Armory Show^ in New York. It was in his

response to the new concept of art as an imaginative adventure that

Duchamp showed his profound originality. While many of the leading

Cubists like Albert Gleizes, Jean Metzinger and others labored to turn

the Cubist revolution into a new orthodoxy, Duchamp kept right on

asking the same troublesome questions about the nature of art and the

nature of reality that had led to the revolution in the first place. He even

went so far as to question the visual basis of painting. Why should art

be limited to purely visual architecture, now that the artist was freed

of his old dependence on the exterior world? "I wanted to get away from

the physical aspect of painting,"" Duchamp said in 1946. "I was inter-



c^lrd in itlciis not tiicrclv in visual [trodiuls. I wanlcfl to |miI |)aiiiliii^

once uguin at the service ol the iiiiiid.
'

Diichartip hclicvcd that in spile ol the swe^'ping revolution that al-

ready had taken [)laeeart was still heirif^ thought ol as a puredv "retinal'

affair soriiethitifi whose a[)peal was directed solely or primarily to the

eye. Up until the time of (iuslave (>ourbet, he maintained, all Kuropean

painting had l)een either literary or religious; it was (^ourb(?t who in the

iiiid-H)lh (lentury introduced the retinal emphasis, or what I)u(ham[)

in another connection has called tfie "olfactorv" art ol painters who

are in love with the smell ol [)aint and who have no interest in re-creating

ideas on canvas. This retinal bias had been accepted by the Impression-

ists and subsequent schools, reaching its apogee in the art of Picasso

and Henri Matisse, who, despite their [jrofoundly original contribu-

tions, were still "retinals" at heart. It also led to the glorification of the

manual side of painting, the craft aspect, and it was against this that

Duchamp rel)elled. "All tlirough the last half of the 19th Century in

I" ranee there was an expression, 'hele vomnic iiri pcintrv' [as stupid as a

painter], ' Duchamp said. "And it was true that kind of painter who

just puts down w hat he sees is stupid. In my case I was thinking a lit-

tle too much, maybe, but I don't care, that's what I thought.
'

In his aristocratic refusal to be a mere retinal painter or to limit him-

self to the craft of painting alone, Duchamp has occasionally been com-

pared to that most mysterious of geniuses, Leonardo da Vinci. Both men

were dedicated in a sense to the limitless concept of art as idea, art as

a mental act, and both considered painting merely one among many pos-

sible activities of the mind. Unlike Leonardo, though, Duchamp never

really moved outside the sphere of art, and all his inventions and exper-

iments, even those most often castigated as being "anti-art," have served

as stepping stones for his followers. Thejj-eadymades," for example

—

those utilitarian objects such as hat racks and snow shovels that Du-

champ promoted to the.statU6-e£-^orks of art" by the mere act of sign-

ing them—the readymades have had their echoes in the objets trouves

(found objects) of the Surrealists and the junk sculpture of a later gener-

ation; furthermore, the highly disturbing questions that the readymades

raised with regard to the nature of art and the function of the artist are

now being asked in much the same fashion by a wholegroupof young art-

ists to whom the label "Pop" is rather loosely applied. Duchamp's early

experiments with objects in motion— rotary machines, revolving disks,

abstract cinema—foreshadowed the current fascination with kinetic

sculpture and film making. His cover design for a 1936 issue of the mag-

azine Cahiers dArt, two superimposed hearts whose sharply contrast-

ing colors set up a strong chromatic vibration, introduced an optical

principle that was rediscovered 25 years later by the inventors of "Op"

art, and his astonishing mise-en-scene for several international Sur-

realist exhibitions during the 1930s and 1940s presaged the spectator-

involving "happenings" and "environments" of the 1950s and 1960s.

Duchamp never bothered to capitalize on his innovations; his interest

lay solely in the principle, and the technical means by which to achieve

it. "All this business of my being influential has been very much exag-



rilis plioloijraph from a farnilv album, made

ill the late I89()s. shows the Duehamp family

relaxing in iheir garden. Identified are. Irom

left to right. Madame l)u('ham|) (with the

haliv on her lap). Mareci (wearing a mililarv

ea[)). Jac(pies (loreground). Monsieur

i)ucham[) (sealed, center), and Suzaimc and

Kaymond. hollowing in their father's

footsteps (he was a notary), the Duehamp

sons began professional careers: but art

eventually diverted them all.

gerated," he said once, "but what httle there is in it is probably due to

my Cartesian mind. I refused to accept anything on faith. So, doubting

everything. I had to find in my work something that had not existed be-

fore. And then, of course, once having done something, I didn't want to

repeat it."

Although it may sometimes appear that everything Duehamp ever

said or did has been mined for esthetic significance by later artists, col-

lectors, dealers and critics, not very many of his admirers have shared

his skepticism regarding the ultimate value of art., Beginning his career

at a time when the artist was an outsider, scorned by and contemptuous

of the commercial middle class, he witnessed the triumphant penetra-

tion of the middle class by these same artists, usually on their own

terms. Bourgeois society ended by accepting art as one more commodity

and status symbol, and it embraced the artist as a new cultural demi-

god, on a par with the film star and the television personality.

A,,11 this left Duehamp feeling somewhat dubious. The commerciali-

zation of art, which he saw beginning right after the First World War,

almost certainly influenced his own withdrawal from painting in 1923.

The tendency of so many of his fellow artists, once they had gained

standing among the bourgeois, to strike public attitudes and to lose

their sense of humor— to become, as he once put it, "the last word in

divinity"—struck him as ridiculous. Duehamp believed wholehearted-

Iv in the need for humor, but he was not convinced of the need for

art. "Art,'" he said, "'is a habit-forming drug. That's all it is for the art-

ist, for the collector, for anybody connected with it. Art has absolutely

no existence as veracity, as truth. People speak of it with great, reli-

gious reverence, but I don't .see why it is to be so much revered. I'm

afraid I'm an agnostic when it comes to art. I don't believe in it with

all the mystical trimmings. As a drug it's probably very useful for many

people, very sedative, but as a religion it's not even as good as God."

Now that Duchamp's own work has entered into the pantheon of art

history, where it shows every indication of taking out permanent mem-

bership, one might assume that he risked nothing by such an at-

titude. It should be remembered, however, that until fairly recently

Duchamp's reputation was an underground one. that his public rec-

ognition as one of the masters of 2()th Century art dates only from

about 1954, and that he nevertheless acted on his iconoclastic beliefs

all his life. He showed verv clearly that what he valued most was not

art but life its(4f. not the creation of masterpieces but the free play of

the intelligence. Ibis attitude, more than any single factor, underlies

his extraordinary influence and his legendary status today. "Art is

onlv one occupation among others," he once said. "Its not all my
hfc. far from it." Among his latter-day admirers and disciples, there

are many who believe that of all Duchamp's works of art his most orig-

inal, without a doubt, was his own life.

In the remarkable family of artists sired by M. Eugene Duehamp, a

well-to-do notary in the Rouen region of Normandy, questions of tem-

[)erament or ambition were never allowed to dilute the warm aff^ection

that its members felt toward one another. Marcel, the third of six chil-

10



(Ircil. w;!^' Iioril uii Jul\ '2H. IHH7. Ilr irt .ilird III- cIiiMIkhxI a-' liriii;!

(|iiilr nniiii.il .iiiil li.i|i|i\. .mil llirrc \sas <crlaml\ iki ^Iniiitilr iii\(»l\r(|

in Ins (IfciMoii l»» Ix'coiiic an atlisl; his Ivno uMrr hrol hers, (iasloii and

|{a\ niond. had l)olli made that diM-jsion hrjorr liini. Their lather was so

tt derail I in this n*s|)ei-t that u hen ( ia^ton. Kavniond. Ma reel ur)d finally

iheir voniif^er sister Sn/aniie lejt the rcni^l one h\ mie and went oil

to l*aris to heeome artists, he a^r»'ed to provide each one with a small

iiu'oitie to fici started on. At the same lime, with typical ^rench prae-

liralitv, he took earelnl note of the individnal sums advanced and later

deducted the total Irom each childs inln*ritanc<'. This tolerance lor art

was supported hv their mother, a talented atnateur rmisician whose la-

ther, Kmile-hrederic Nicolle, had combined a business career as a

Rouen shipping agent with an avocation as an engraver. His prints and

paintings were prominent I v (hs[)laye(l on the walls of the comfortable

family house in the village of Blainville. wlx're Marcel grew up.

Like his older brothers, Duchamp showed a precocious talent for

drawing and sketching. Most of his apprentice work has been lost, but

what there is of it shows Ducham[) rapidly assimilating the art of the

recent past as he catches up with fiis own time. He was^ an Impression-

_iiil-at-l^-in the 1902 Lundscdpc <il Hlainiillc, which is his earliest sur-

viving oil (page IT). By 1904, when he joined his brothers in Paris

and entered the Academic Julian, his portraits and landscapes showed

the unmistakable influence of Cezanne. After a year out for his com-

pulsory military service, he returned to Paris toward the end of 190()

and started painting in the bolcl^ discordant colors oilihe iauve School,

then at its peak under the leadership of Matisse. Duchamp continued

to paint in the Fauve style until 1910— portraits for the most part, al-

though the number of female nude studies shows his growing predilec-

tion for this subject. Like a good many artists then, including his broth-

ers, he supported himself mainly by doing occasional illustrations for

newspapers such as Le (harrier Fran^ais and Le Rire. His facility as a

draftsman was obvious; in fact, one gains the impression from these

occasional drawings that for Duchamp mere facility was something of

a problem, a trap to be sedulously avoided. "Marcel never had any trou-

ble painting." one contemporary artist has said of him. In 1910. though,

he had not yet managed to catch up with the latest developments in art.

I.he Cubist revolution, announced by Picasso's large 1907 canvas

Les Dcmoisrllcs d' Irifinon. had shaken European art to its roots. Far

more drastically than any previous art movement. Cubism rejected all

traditional esthetic notions and demanded a completely new way of

looking not onlv at art but at the world. The Cubist painter jettisoned

conventional beauty, the imitation of nature, the illusion of space

through perspective; he deliberately broke up the form of things so

that he might be free to paint his own vision of the inner reality— in

Picasso's famous phrase, "not what vou see, hut what you know is

there." Reactions to such a total upheaval of esthetic values were in-

tense and violent, among artists as well as the general public.

At about the same time, the Futurist movement in Italy, which be-

gan in 1909, was fomenting a revolution of a different sort. Futurism

Among the first works of art young Marcel

ever saw were etchings by his maternal

grandfather Emiie-Frederic Nicolle. an

engraver and painter. This one, showing the

(".athedral of Notre Dame in Paris, is one

of his finest. Hoth Jaojues. who earned

international fame as an engraver, and

Marcel were skilled in the graphic processes.

11
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Like many other French artists, including

Daumicr before him. vounp Duchamp made

satirical drawings for popular magazines.

The one above, titled FemmeCocher, pokes

fun at the introduction of women drivers

and taxi meters on the horse-drawn cabs

of Paris: in Duchamp's cartoon, neither

of the innovations is working. Although

he made little money from them, these

cartoons may have fostered his lifelong

delight in puns and anagrams and started his

habit of captioning his works.

began as a literary movement, spearheaded by the Italian poet and dra-

matist Filippo Tommaso Marinetti. and dedicated to throwing off the

yoke of outworn traditions that had made Italy a mausoleum of antiqui-

ties and prevented Italians from paying much attention to new ideas

in art. "Burn the museums!" "Destroy the libraries!" cried Futurist

speakers at sensational public demonstrations throughout Italy.

The public replied with insults and overripe fruit, but Marinetti's in-

toxicating cry of modernism rang around the world. In essence, it was

an exhortation to get out of the past and into the machine age. "We
declare that the world's splendor has been enriched by a new beauty;

the beauty of speed," Marinetti had said in the first Futurist manifesto,

published in the Paris paper Le Figaro in 1909. "A racing motor car,

its frame adorned with great pipes, like snakes with explosive breath

... a roaring motor car, which looks as though running on shrapnel,

is more beautiful than the I ictorv of Samothrace.'''' A second manifesto

in 1910, signed by the Italian painters Boccioni, Carra, Russolo, Balla

and Severini, extended Futurism to the visual arts. The ruling princi-

ple of Futurist art was dynamism. Instead of painting a "fixed moment,"

the Futurist painters sought to reproduce on canvas "the dynamic sen-

sation" of life itself, and by this they meant the modern "life of steel,

of pride, of fever and of speed."

Sometimes described as the first anti-art movement. Futurism also

rebelled against "the tvranny of the terms 'harmony' and 'good taste.'
"

In a later manifesto, Boccioni proclaimed the need to "abolish in scllp-

n KKas in every other art the traditional sublimity of the subject,"

and called for the replacement of marble and bronze by such materials

as "glass, wood, cardboard, iron, cement, horsehair, leather, cloth,

mirrors, electric lights, etc., etc' Oddly enough, Picasso and Braque

were actually using some of these "ignoble" materials in their own

collages at the time. Cubism, however, maintained its formal esthetic

basis, while Futurism did not. As the art historian Joshua C. Taylor

puts it, the Futurists "substituted activity for form and excitement

for contemplation." Their utter disdain for the traditional goals of

high art had a profound influence on subsequent developments and

prepared the way for the much more aggressively anti-art movement

called Dadaism.

Erom 1910 on, the Cubists and the Futurists were engaged in a ri-

valry that became increasinglv bitter. The Cubists claimed, with justi-

fication, that the Futurists had appropriated some of their plastic ideas

and technical methods. The Futurists replied that the Cubists were

chained to the past, and that they were creating an academism that was

even more rigid than the one they had overthrown.

In this era of artistic revolutions and polemics, moreover, the Cub-

ists did not alwavs see eye to eye even with one another. Picasso and

Braque represented the advance guard of Cubism. They worked togeth-

er so closely from 1909 to 1914
—

"like mountaineers roped together,"

as Braque described it—that it was sometimes difficult for them to tell

their own canvases apart. By 1912, they were beginning to introduce

wood, sand, printed letters and other "unartistic" elements into paint-

12



inpsthat no lonpcr shovvrd imu li lra(«' ol rrprcsenlatioii. \ niimlM-r ol

the Paris artists who had emhra<r(i (luhism hesitate*! to po this far; sjh*-

cifically. they were not vet willing to rehti<|uish rntirrlv the iriiilation

of natural ohjetts in sotn<' form. \I()>t of thrsr so-called "rrasonahle"

Cubists met regularly in the i^arisian sidxirli of l'iM<'aij\. where Dii-

champ'stwo brothers had their studio. In addition, the Puleaux group

included the artists Fernand L«'ger. (»lei/es, Met/inuer. Koger <ie la

Fresnaye, Henri le Fauconnier, Andr«'' l.hote and Delaunav. I hev ex-

hibited together in Paris at the annual Salon d«'» Independants and the

Salon d'Automne, and later formed a separate exhibiting grou[) that

thev called the Salon de la Section d'Or, or Salon of (he (lolden Section.

They remained at all times separate from Picasso and Uratpie. who ex-

hibited mainlv at the (Valerie Kahnweiler and who tended, according to

Duehamp. to look with disdain upon their reasonahle" loll(»\\ers.

B.'oth of Duchamp's brothers had adopted new names when they ar-

rived in Paris and embarked on their artistic careers. Gaston, the eldest,

called himself Jacques \ illon a reference to the French medieval

poet-outlaw Frangois \ illon that seems curious in relation to his own

quiet, lifelong development as a marvelously subtle painter and print-

maker. Raymond had compromised with Duchamp-\ illon; considered

bv manv of their contemporaries to be the most naturallv gifted of

the Duehamp brothers, he was then engaged in applving the principles

of Cubism to the art of sculpture. Neither Marcel nor his sister Su-

zanne found it necessary to disguise their somewhat prosaic patro-

nvmic, although events would soon prove Marcel to be the most daring

innovator of the family. Among the artists who met each Sunday at

his brothers' studio in Puteaux. Marcel was at first accepted with a cer-

tain condescension as a promising fellow— talented, to be sure, but

not exactiv a threat. Duckamp^found the Cubists singularlv lacking

in humor, at least_where_their art was concerned. He took no parkin

their endless discussions of CubisFTKeorVj whichJ)ored him stiff, and

gained a reputation for shyness^as-a-cesuft^

The onlv artist with whom Duehamp found much in common at this

time was Francis Picabia. a brilliant and rather w ild young man, eight

years his senior, who had recentlv been converted to Cubism after w in-

ning a reputation as a painter in the Impressionist style. Picabia claimed

to be descended from the old Spanish nobilitv and. thanks to the gen-

erosity of his father, a wealthv Cuban then serving as an attache to

the Cuban legation in Paris, he was able to live on a grand scale. He

had a large income, which he spent lavishly, and a precocious talent

—as a child, he had replaced the old masters in his father's house with

copies of his ow n. and then sold the originals to get money for his stamp

collection. Picabia's exuberant temperament found its release in fast

cars, pretty women and an iconoclastic sense of humor that was the

natural overflow of a flamboyant personalitv.

Duchamps humor was more subtle and more difficult to account for.

Asked once whether there had been much laughter in the notary's

house in Blainville. Duehamp thought for a moment and replied. "No,

not reallv. Mv mother was the saddest person— she was quite deaf.

Jacque* \ illon. shown aijove at hi< drawing

board in a sketch bv his. brother Marcel,

earned money as a young arti<t by doing

illustrations for newspapers and magazines.

Although his small success persuaded his

father that he might make a career as an

artist rather than as a lawyer, it was many

vears before Jacques could free himself from

making prints of other artists' works to

achieve the reputation his talent merited.
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lluchaiii[)"s interest in mechanical forms and

the representation of movement was

expressed very early in this Colfrr Mill

painted as a decoration for his brother

Huvmonds kitchen. The sequential rotation

of the prinder's handle foreshadows the

slop-motion technique of iSude Descending a

Sidirrase; the object itself anticipates the

Clioroldle (Winder Duchamp used in the

hir<je Class some vears later.

and it made her rather somber. My father had a tiny form of humor, and

my brothers a Uttle more. I don't know where it came from, really. I

always hated the seriousness of life. By using humor, though, you can

be excused from engaging in very serious considerations. It is an es-

cape, I suppose."

Although Duchamp steered clear of the ultra-serious discussions of

the Puteaux group, he did succeed in assimilating the lessons of Cub-

ism. Toward the end of 1910, he had abandoned Fauvism and started to

work in the muted colors and the flat, broken planes of the Cubist style.

His 191 1 canvas Sonata (page 24), a delicate Cubist rendering of a fam-

ily concert by his mother and three sisters, was well received by the

Puteaux artists, as was his Portrait of Chess Players (page 23). Othe r

Duchamp paintings of that same year provide evidence, however, of

his increasing preoccupation with ideas that went beyond Cubism. In

Portrait (page 25), for example, the figure of a woman is repeated five

times—Duchamp has said she was someone he saw on the street and

never met, but loved on sight. The five images suggest the idea of move-

ment through space, a pictorial idea that was of considerable interest

to the Futurists but not to the Cubists, whose art was essentially stat-

ic. Duchamp's infatuation with the lady is obscured by a touch of the

emerging Duchampian irony: in three of the figures she is clothed, while

in the two others she is naked. All the figures seem to spring from a single

source at the painting's base, like flowers in a vase.

In Yvonne and Magdeleine Torn in letters, the Cubist breaking-up

and reconstruction of forms has been used to indicate a movement

through time rather than space—overlapping profile views of his two

youngest sisters show their progression from youth to old age (page

24). Sad )oung Man in a Train, painted late in 1911, abandons repre-

sentation altogether (page 26). Duchamp has said that the sad voung

man is himself, on the occasion of a train trip home to Rouen; the title

is thus a piece of self-irony, Duchamp making fun of the self-conscious

sorrows of youth. With this painting, whose interlocking plaries sug-

gest machinery in motion, Duchamp entered the world of strange, me-

chanical imagery that would absorb him for the rest of his painting

career. His ability to invest machines with a fantastic life of their own

shows up for the first time in a small painting he did later in 1911,

Coffee Mill, which Duchamp has often said was the basis for much of

his later work. Both the Sad ) oung Man in a Train and the (hffee Mill,

moreover, led directly to the creation of a work that proved altogether

too revolutionary for his fellow Cubists.

Like almost all the major paintings that Duchamp would do from

then on, this one originated from a verbal, poetic source. In the fall of

191 1. Duchamp made three sketches to illustrate a collection of poems

by the Symbolist poet Jules Laforgue. The first drawing, called Encore

a Cet Astre, which is now in the Arensberg Collection at the Philadel-

phia Museum of Art, shows a fairly recognizable nude figure climbing a

flight of stairs (page 15). "That first study was almost naturalistic,"

Duchamp has said. "At least, it showed some hunks of flesh. Right after

that, though, in January of 1912, I started in to make a big painting of
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tlic satiic siili|c(l llial w.i^ a lun^ w;iv Iroiii lii-iii^ ri;il iir.ilisl k . I lurr

were other (Ikim^cs, loo. \l litsi, m ilir >kcl< li lor I iilorjiurs [(ociii. I

hud hud the iui(l(w/M77/r// //;.;, hill ihrn I h«*^an lo ihink thai it vsoiild hcl|)

my expression to have her deseeri(hri^. More tnajt'slic, \oii know

the way it's done ni the innsie halls, when the ^irls eonie ijoun iho-e

long (lights of slairs." |)Hehani|» worked lor a ino?ilh on the [laintni^.

in which ihe tnuh' llgnre emerged as a sort ol m«'ehaiM/ed ahslraetion iti

downward motion, lie entitled it \// Dcsci-iuhml iiii I'.scnUrr ( \iiilc De-

scending n Sldircdse) painting the title on the lower pari ol I he canvas

so that the words con Id In net ion hoth visnullv and rnenlall v as part ol the

com[)osition f/;</^'^c j?rj. Iti March he sent it to the Salon de> Itxh-pen-

dants, wliere the Puteaux (!!ul)ists were monnting ati exhihition.

I,he Inror cansed hv Dmhamp's large \ii(le indicates how seriously

the (luhists took their theories in those days. Just a month helore, in

February 1912, the first major exhibition of Futurist paintings in Paris

had opened at the Galerie Bernheim-Jeune. Duchamp himself did not

see any Futurist work until he had finished his own painting, and

he does not even recall having read the Futurist manifestoes. The actual

composition of Nude Descending a Staircase, like that of the earlier

Sad ) oung Man in a Train, had been suggested to him bv Jules Ftietnie

Marev's first chronophotographs of moving figures, which were ap-

pearing then in the illustrated magazines.

Futurism's shock tactics were headline news from Berlin to Tokyo,

however, and there had been a great deal of argument in Paris about

the Futurists' intention to express the "universal dynamism" of life

through a "style of motion." To a number of the Cubists» notably the

rather doctrinaire Gleizes and Metzinger, it looked very much as though

Duchamp had sent in a picture that veered close to Futurism in its at-

tempt to express motion through space. The painting not only smacked

of Futurism to them but its subject seemed in addition to mock the Cub-

ist theories. Cubism had limited its subject matter to a few simple, ev-

eryday objects—the cafe table, the carafe, the wineglass, the pipe, the

guitar. A nude of any sort was not considered a proper subject for a

Cubist (or for a Futurist either the 1910 Futurist manifesto had de-

nounced the nude in painting as "nauseous and tedious," and demand-

ed its total suppression for 10 years). And as for a nude descending,

and a mechanical nude at that. . . . Could Duchamp be making fun of

everyone? Humor was not permissible in the revolutionary climate of

early Cubism, when a united front had to be maintained against the hos-

tile public. To deal with this unpleasant crisis, the Puteaux Cubists

called a conference from which Duchamp was excluded. Shortlv there-

after, Jacques Villon and Raymond Duchamp-\ illon. soberly dressed

for the occasion, paid a formal call on their younger brother and sug-

gested that he withdraw his picture from the Independants show, or at

the very least paint out the title and call it something else.

"1 said nothing to my brothers." Duchamp recalled. "But 1 went im-

mediatelv to the show and took mv painting home in a taxi. It was real-

Iv a turning point in mv life. 1 can assure vou. I saw that 1 would not

be very much interested in groups after that."

G\_

,''^ "m

Durhamp's illustration for a poem bv Jules

I jforpue. /vHrorr « rW tsirr { (hrr Morr In

This Slfir), contains the germinal idea for his

\uiir Descending n Slnirrasr although the

figure on the right here is climbing rather

than descending. The sketch was made in

1*)11, a few months before the painting, but

|)u(-hampdid not sign it until 1912. After

the Armorv .*^how he countersigned it with a

greeting to the art dealer who had bought

\u(le. sight unseen, by telegram, for $."^21.
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Tailainting has always bored me," said Marcel Duchamp

in 1964, "except at the very beginning, when there was

that feeling of opening the eyes to something new." In

the beginning, as a boy in the 1890s, he was surrounded

by art—and by artists. His brothers, the painter Jacques

Villon and the sculptor Raymond Duchamp-Villon, were

in the thick of an art world bursting with new ideas and

energies. His childhood home was filled with seascapes,

landscapes and etchings by his grandfather

Emile-Frederic Nicolle. "When you see so many

paintings," said Duchamp, "you've got to paint." In

1904, at the age of 17, he resolved to become an artist.

He could not have chosen a more exciting time. Paris

was reverberating from the first Cezanne retrospective

show ; Matisse was experimenting with the vivid colors

that would soon give birth to Fauvism; a few years later,

Picasso and Braque would create Cubism.

Duchamp dallied with each of the new styles, but no

adopted mode could satisfy him. "A technique can be

learned but you can't learn to have an original

imagination," he later said. By the time he was 25, he

found himself with nowhere to go except into unexplored

territory. His extraordinary progress from his early

Impressionist works to the machinelike paintings of his

maturity reveals the originality of his inquiring and

restless mind—and forecasts the profound influence he

was to exercise on art and artists for decades to come.

Evolution

of a Rebel

At the age of 15, Duchamp, whc

was to become a leading renega(

in his generation, painted this

— his first oil with the bright

colors and relaxed brushwork n

Impressionists such as Pissarro

and Monet, who were pioneers i

an earlier generation.

Landscape at BIdiruille, 1902
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Hiisi l'„rtrnil ofClunnrl. 1910

Llike most voung artists. Duchamp began by painting the

subjects closest to him- his family and friends. That he had a good

grasp of conventional techniques can be seen in the captivating

watercolor portraits of his sis[e.rs ( right ). He received his only formal

training at the Academic Julian in Paris, a sort of preparatory studio

for the Ecole des Beaux- Arts. But he despised the academic

atm()s[)here and dropped out after 18 months to pursue his own tastes.

W hen. at age 2.'^. he [)ainte(l the portrait of his father he had

adopted Cezannes planar color construction, a dvnamic restructuring

ol landscapes and the human form that was to lead inexorablv to

Cubism. At about the same time, he was ex[)erimenting with Fauvism,

the art of the "wild beasts." Like Matisse, the pioneer of that stvle.

Duchamp had no qualms about adopting arbitrary colors, such as the

l)luc hair. pur|)lc-spl()l(hc(l face and blood-red lips he gave his friend

Chauvel (dhorc ).

But many artists were seeking a more intellectual approach to

painting. Cubism, with its carefully structured planes and its almost

monochromatic palette, offered such a way.

Suzniine Scaled. 190

I

I'orlmil of Mmdclnm . l'>
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Jacques Villon: l.iltle (,irl at the Pinno. 1912
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Jean Metzmper: Ira lime. 1^11

Ihe Duchamp broth('r> in their ganien al Putcaux. (. 1912

B'v 1911 adozenor more young Cubists, scorned by

the public and art dealers alike, had joined forces and
were meeting regularly at the studios of Duchamp's
brothers at Puteaux. A year later thev held their

first exhibition, called the Salon of the Golden Section,

after an ancient mathematical formula for ideal

proportion that fascinated them.

The Puteaux Cubists, who were consciously

rebelling against the casual or "intuitive" style

practiced by Picasso and Braque, plotted their

paintings with geometrical precision. However.

Jacques Villon, who is considered the most Ivrical

painter in the group, concealed his draftsmanship

beneath subtly blended areas of pure color.

Jean Metzinger, according to his friend and

colleague Albert Gleizes. insisted "that all the parts

of his work shall tally with each other logically and
justify each other down to the smallest detail"—

a

statement borne out by his Ten Time (left, above).

Juan Gris was so obsessed with geometry that he

plotted lines and rectangles on his canvas until a

subject suggested itself; he then added color and

a few appropriate finishing touches.

Duchamp. though he rarely joined in the debates,

was a welcome member of the Puteaux group, and his

paintings were well received— for the time being.

Juan Gris: The Man in the (.ale. 1912 21
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what Cubism meant to Duchamp is immediately

evident from these two paintings. Scarcely a year separates

them, and they deal with the same theme—a chess match

between Duchamp's brothers—yet in technique the two

have nothing in common. What had been merely a pleasant

afternoon's recreation in the earlier painting has been

transformed, in the Cubist version, into a vigorous

intellectual duel between transparent, shifting figures. All

elements that are not directiv related to chess his

brothers' wives, the grass, the shrubbery, even his brothers'

beards have disappeared. Bright colors have given wav to

Cubism's characteristicallv muted tones. Visual effects
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Study fi)r I'ortniil o/Clirss I'lttyrrs. I 'J I I Sliicjv for I'lirlniil ofChess I'lnyrry \')\

/

ktiJf^.

The Chess ^layers, 1910 I'urlruit u/Chess Players. 191 1

that had previously been unthinkable—such as chessmen

seen through a player's cheek have become an integral

part of the picture. Duchamp was delighted to discover in

Cubism a variety of ways to represent the essence of his

favorite game; he felt that "there is a great correlation

between chess and art. Thev sav chess is a science, but it is

played man against man. and that is where art comes in."

The preliminary sketches shown here are but two of the manv

approaches he considered before he started the painting.

The Puleaux Cubists were impressed by young Duchamp's

work, and its displav at the Salon of the Golden Section

testified to their eager acceptance ol him.
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D'uchamp was no more satisfied by orthodox Cubism than

he had been by any earher style of painting. In his earHest

Cubist-oriented work, 7 he Sonata, his direction is not yet

evident : "The pale and tender tonalities of this picture,"

wrote critic Robert Lebel, "in which the angular contours are

bathed in an evanescent atmosphere, reveal Marcel in his

closest harmony with the group at Puteaux." Very different

is } tonne and Magdeleine Torn in Tatters. Here the Cubist

concept of dissecting and fragmenting forms is used to show

Duchamp's two youngest sisters, in four eerie and misshapen

profiles, advancing from youth to old age.

In Portrait, whose bouquet of pastel shades shows the

unmistakable influence of Jacques Villon's Little Girl at the

Piano (page 20), Duchamp uses five figures to represent

a single subject—and something more. Yvonne and

Magdeleine Torn in Tatters had depicted motion through

time; now Portrait seemed to suggest motion through space,

a concept that he would explore further in his next paintings.

The Sonata, 1911

Yvonne and Magdeleine Torn in Tatters. 191

1
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Portrait. 1911
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Jules Ktioniie iVIarey: (.hronophotugrdph. c. 1890

T,he first picture in which Duchamp expressly

tried to represent motion was Sad Young Man in

a Train, whose four or five successive profiles

jolting across the canvas from left to right suggest

the image of a passenger on a moving train.

The somber colors and black borders reflect

Duchamp's mood at the time; he was about to

leave for Munich to escape Paris' commercialized

atmosphere—but would soon be disappointed to

find Munich "just another art factory."

Motion is made much more explicit in !\ude

Descending a Staircase, No. 1 (right, below). In

this first version of his most famous painting, the

artist clearly shows the inspiration provided by

Jules Etienne Marey's chronophotographs (above),

in which rapid-fire multiple exposures revealed

the true dynamics of men and animals in action.

In \ude Descending a Staircase, Vo. 2, he

developed and refined still further the swirling

lines and staccato arcs of dots that delineated the

progress of his moving subject. Reaction to this

painting among the Puteaux Cubists was

immediate and violent, marking the end of

Duchamp's formal affiliation with any group.

And a year later, when it was exhibited in the New

York Armory Show, American critics were equally

hostile: they blasted the picture as "a collection

of saddlebags," "leather, tin and broken violin,"

and a Chicago newspaper advised viewers to "eat

three Welsh Rarebits and sniffcocaine" if they

wanted to understand the painting.

Four decades later, when it had long been

recognized as a masterpiece, Duchamp declared,

"There's nothing to be ashamed of in it, no. . . .

It is posterity, even if only a 40-year posterity,

that really makes a masterpiece."

26
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\ //</«' Descending a Staircase, .\o. I. 1911



\u(le Descending a ^aircase. .\u. 2. 1912
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II

Through Art
to Ant i-Art

I he nuxlrrn school of imiiilin^ seems to rue lite most /iiiilnnons thot lins eier

(ippedred. (;i ii.i.M \ii-; M'oi.iin \ihk

?10. Duchamp painted

disc ( ahoie ), a realistic but

;r grotesque portrayal of Adam
Eve. Two years later, having

; a series of studies for a

ting which critics have seen

variation on the theme of

pal conflict, he turned the

anvas over and executed the

work (left) on its back.

Kinfi and (Jiirrn Sumutndcd

'lift \ tides. 1912

Paris in 1912 was the vortex of a thou.sand artistic energies that had

been gathering force since 1890 or earlier. Picasso and Braque had just

carried Cuhism into a new phase with their invention of collage. Robert

Delaunay, the P>ench Cubist, and Frank Kupka. a transplanted Czech,

were verging into Orphism. or total abstraction. In Munich, another

active center of modernism, th(> Hu>siaii \\a>>il\ Kandinskv was si-

multaneously following the same course; within the next two years,

Suprematism and Rayonism would break out in Russia, Vorticism in

England, and, by 1917, *'De Stijl" in Holland— all generated by the

Cubist-Futurist ferment whose center was Paris.

The position of Duchamp at this moment was somewhat delicate.

In a single painting that contained elements of both Cubism and Fu-

turism, he had not only caught up with his own era but had gone

ahead of it.J)uchamp, however, lacked the temperament for competi-

tive modernism. After the withdrawal of his \itfie Descending a Stair-

case from the Independants exhibition he set to work on another large

painting in the same manner, entitled The Kin^ and Queen Surrounded

by Swift Eludes. The painting was preceded by a watercolor called The

Kin^ and Queen Traversed by \udes at Hi^h Speed, and bv two pencil

sketches on the same theme. Soon afterward, in Julv, Duchamp made

his first trip outside France. He traveled alone to Munich, where he

stayed for two months, working at an accelerated rate. In this brief

period he completed a watercolor called / ir^in. two masterly oils

—

The

Passage from the Tirgin to the Hride and Hride —and the first sketch

for The Bride Stripped Bare by Her Bachelors. FAen. that astonishing

work to which he would devote himself for the next 10 vears.

The titles of Duchamp's pictures in this climactic phase seem to sug-

gest a movement through several stages of eroticism: nude, swift nudes,

virgin, bride. Such a movement is evident in the paintings themselves.

In I\ude Descending a Staircase and The King and Queen Surrounded

by Sicift \udes (page 28). the spectator is given an exterior view of

mechanical nudity, as it were; he is a voyeur, looking on from the out-

side. With the drawing and the watercolor called / irgin (page 81). how-
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ever, Duchamp provided a glimpse inside the mechanism of sex. When

we come to The Passaic from the I ir^in to the Bride (page 84) and

Bride (page 85 ), we are at the heart of the mystery. The machine imagery

has given way to strange, visceral forms, whose anatomical allusions are

reinforced by their delicate rose, pink and oyster-white tones. Although

both these paintings make use of Cubist techniques, they are not really

Cubist in effect.^uchanip has entered here into his own unique realm

and produced an utterly new form of painting.

Characteristically, though. Duchamp did not cho^e io pursue this

highlv original course any further. The Passage from the I irgin to the

Bride (now in The Mqseum of Modern Art in New York) and Bride (in

the Philadelphia Museum) marked the climax and virtually the close

of his painting career. At the age of 25, he embarked on a new work

that would finally take him out of the world of painting altogether.

A nv number of explanations have been suggested for the turn taken

bv Duchamp's career after his return from Munich. One theory is that

in Pdssage and Bride. Duchamp achieved such a masterv of painting

technique that he sensed he was in danger of being seduced by beauty.

Roberto Matta Echaurren, the Chilean painter who later became a close

friend of Duchamp's. believes on the other hand that Passage involved

him with "a whole new problem in art— to^ paint the moment of change,

change itself," an idea so profound that to pursue it further would have

required a lifetime's dedication. Since Duchamp valued his personal

freedom far too highlv for that, Matta says, he withdrew into a private

world of mockery and ironic jokes.

The trouble with such explanations is that they ignore the very clear

connection that exists between the paintings done in Munich and the

gradually evolving concept of the work, first sketched out in Munich,

to which Duchamp would give the provocative title. Ld \hiriee Wise a

Nu par ses Ceidmtaires, Meme (The Bride Stripped Bare by her Bach-

elors. Even now usually referred to more simply as the Large (Aass).

This fantastically complex work will be discussed in a separate chapter.

For the moment, though, it is worth noting that Duchamp originally

planned it as a painting on canvas (the idea to do it on glass came later)

;

that he referred to it in his notes as a "steam engine," which suggests a

close affinity with the machinelike images of his earlier paintings; and

that the whole idea of a transition from one erotic state to another,

which is at the heart of The Passage from the I irgin to the Bride, is

also the basic theme of the Large Glass (pages 88-93).

\\ hatever similarity the new project had to what had gone before,

however. Duchamp certainly intended it to break new ground. "From

Munich on I was finished with Cubism," he has said. "The whole trend

of painting was something I didn't care to continue. . . . After Mu-

nich I tried to look for another, personal way, and of course I couldn't

expect anyone to be interested in w hat I was doing."

Returning to Paris in September 1912. Duchamp made little effort to

renew his contacts within the art world. He continued to see his broth-

ers, of course, and even sent his controversial \ude Descending a Stair-

case to the Salon de la Section d'Or exhibition that fall. W bile this
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• •\liil)ilir,ti lir|[,r.l t<. .||ss,,lv.' ;itiv rrrriaitiirif,' uwkwanlncss hrlur.,, ih,.

I>n)llicr> l)u(l.aMi(.. il did nol alter Marcel's decisi,,,, |„ >(,.rr dear of
^r()ii()s, rslhctir in-rifihlin^. and (Dini.rlilivc cxliil.ilioiis.

Mraiiulnle. lli.-rr rri.iain.MJ ||i,- proMrm ,,| inakiii- a livirij;. Du-
rliaMipVpaiMlin^'s were tiot scllm^, and ti..u ilul lir was rorin'nt'rahnf,'

ahnosi evchisivrlv on ll.c new [.ro|C(l lie |,;,d started in Munich, a
project that li<'canie increasinjilv anihitioiis as time weni on. iImtc was
liIlN' [•n)s|.ec| ol his earnnii: anvllinii: In.ni ihe practice of art. Dij-

ehainp's solution was to lake a joh in \^)\:\ as a lihrarv clerk in the
nil.lioth^que Sainte;^enevjeve. The salary, though niinnte, was suf-

linVnt to rover his modest needs. The work was n>lal.vely undcmand-
itii;. and il jell him plentv of free time to devote to the new project the
development of which consisted at this point mainly of intellectual and
verhal ideas that he jotted down, in a kind of personal, poetic short-
hand, on scraps of pa[)er thai he preserved in a green cardhoard hox.

Duchamp's closest companions dnriniz this p.-riod were the mercurial
Picahiaand theequallv flamhoyant Guillaume Apollinaire. who had al-

ready set his mark upon the epoch. The illegitimate son of a tem[)cstu-
ous, Polish-horn mother and an Italian father (whom he often liked to
identify vaguely as a high \ at ican olficial. at Irast a Cardinal), Apollinaire
was a volatile, exuberant, brilliantly gifted poet who had come to Paris
about 1900 and soon established himself as the principal spokesman
for the new movement, or, as he called it. the ''new spirit"" in the arts.

Like Baudelaire, who also wrote art criticism. Apollinaire was a poet
deepiv interested in painting. He knew all the important artists, served
asa Imk between the various groups and factions, coined a great many
of the names by which the new movements became known (includ-
ing the terms Orphism. Simultaneism, and Surrealism) and not only
participated in but created many of the legends of that legendarv time.
His energy was boundless, his high spirits indestructible. The year be-
fore, he had been falsely accused of the sensational theft of the Mona
Lisa from the Louvre; he spent six terrible days in Paris' Sante prison
before his innocence could be established, and his friends feared that
the scandal would wreck his career. Apollinaire, however, resumed his
tidal outpouring of reviews, pamphlets, and poetry, and within a year
had regained his position as the most influential critic in Paris. When
he and Duchamp first met, in 1912, Apollinaire was getting ready to
publish his Aesthetic Meditations: The Cubist Painters, a work that
played a major role in the triumph of the new painting.

Aipollinaire could scarcely have found a more stimulating pair than
Picabiaand Duchamp, who occupied themselves in keeping open what
Duchamp once called a "corridor of humor" through the dense thickets
of art theory. Picabia"s humor was farcical and savage; Duchamp"s was
quietly diabolical. Their conversations, which gave free rein to every
imaginative flight and fancy, were studded with the constant clash of
wit and paradox. In her memoirs of the period, Picabia's wife, Ga-
brielle Buffet-Picabia, wrote that the two "emulated one another in their
extraordinary adherence to paradoxical, destructive principles, in their
blasphemies and inhumanities which were directed not only agamst
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Altrt-d Jarrv j skolcli of his bizarre hero

Ubii Koi (alioir) was made for a piililislu-d

version of the plav of I he same name.

Duehamp, who was fascinated by Jarry's

wrilinps, designed a leather binding for a

193S edition of the |)lay (Itcltiu}, cleverly

incorporating the title itself.

the old myths of art, but against all the foundations of life in gen-

eral. . . . Better than by any rational method, they thus pursued the

disintegration of the concept of art, substituting a personal dynamism

. . . for the codified values of formal Beauty." As Mme. Buffet-Picabia

shrevvdlv observed, these "foravs of demoralization," in which Apol-

linaire often took part, foreshadowed a state of mind that would later

assume a more public form in the phenomenon of Dada.

f Duchamp's "'corridor of humor" led straight to Dada, it also ex-

tended back to an earlier generation of French iconoclasts. The break

with the spirit of gravitv in French literature was clearly evident in

the fantastic novels and plays of Alfred Jarrv, who had electrified Paris

in 1896 with his wildly satirical farce-drama ( bii Roi, and who then

proceeded to assume in his own life the pompously ceremonial speech

and mannerisms of his protagonist, the political monster, Pere Ubu.

Jarry also founded and promulgated the new science of 'Pataphysics,

which he defined as the science of the laws that govern exceptions. The

so-called "laws" of science were not really laws at ail, he maintained,

but merely exceptions that occurred more frequently than others;

'Pataphysicians accordingly rejected all scientific explanations of any

kind, argued that everything could just as well be its opposite, and

formulated axioms such as Jarry's famous "dkkimtion: God is the

shortest distance between zero and infinity ... in either direction."

Even before Jarrv, the composer Erik Satie had been injecting the

humor of absurdity into music. Satie's "humoristic" compositions, with

their whimsical titles ("Cold Pieces," "Three Pieces in the Form of a

Pear") and their ironic instructions to the performer—one phrase was

to be sung "like a nightingale with a toothache"—were in one sense

pure distillations of his shy, quirky personality, which also expressed

itself in odd little prose fragments. "Why attack God?" Satie wrote.

"He is as unhappy as we are. Since his son's death he has no appetite

for anything, and barely nibbles at his food." But in another sense all

Satie's work can be seen as a veiled attack on the overblown rhetorical

bombast of German music, especially Wagner's, from which the French

composers were trying to free themselves.

Duehamp and Picabia were well aware of this current of humor that

pushed toward the absurd. Satie had started to compose again about

1910, after a long lapse, and was later to be held in great esteem by the

group of young avant-garde composers in Paris who were known as

Lf'sSix. Jarry had died in 1907 of poverty and alcoholism, but his blun-

dering, grotesque creation Pere Ubu lived on, exercising a strange fas-

cination over writers as dissimilar as Andre Breton and Andre Gide.

The spirit of Jarry, moreover, showed up unmistakably in the writings

of Raymond Roussel, whom Duehamp greatly admired. Roussel was an-

other eccentric genius, a recluse with an independent income that en-

abled him to wander about Europe at will, playing chess and writing

extraordinary novels in which the most improbable events were re-

counted in a deadpan style that made great use of puns and the totally

illogical association of like-sounding words. A performance of Roussel's

[)lay Impressions (V Afriquc. in Paris in 1911, seems to have made a
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slroii^mil.rcssion on l)ii(liaiii|.. The play lasted only one rii^lil and was
incotiiprclicnsiMrlo most of tin- lew people who were present. Mm Du-
•
•liarnp has said that it "sliou.d t.ie il,e wav." and direrllv nilluenced (lie

(U)n<cption of The liridr Slnp/u-d liurr hv llrr Har/irlnrs, Evrn

.

Kver since Munich, this work had I.een evolving on two dinerent
planes one visual and one purely verl.al. its verhal, "'literary'" aspect
look I Ik- lorni oj unlieri nolalions lor ideas whose visual realization

Ducharnp would (hen sketch out on the plaster wall of his Pans studio.
II the real hasisol the work was verhal, though, il sln.uld he ernphasi/ed
that Duchamp's verhal ideas followed a lo^ic all I heir own. Ducharnp
had no more respect than Houssel for the |»|h Cerilurv rationalism
that had set the standards of French prose and engendered the famous
French clarity of expression. What he did admire was the stranj^e power
he had found in the work of such poets as Vlallarme and Kimhaud, a
power that enahled words to hreak free of accustomed meanings and
operate in a new, nonrational context. ''Words gel I heir real meaning
in poetry," he said once. Moreover, Ducharnp had always delighted in

puns and alliterative word play. His discovery of Roussel encouraged
him to go much further along these lines.

V,erhal logic, however, was hy no means the sole target of Duchamp's
irony. At a time when many of the Cubists were obsessed with trying
to apply the most recent discoveries of science and mathematics in their
work, Duchamp undertook, like Jarry, to question the ultimate validity

of science in general. W hy should the 'Maws" of science be revered, any
more than the "laws" of language or art? The word law was against his

principles. Scientific laws, he argued, were merely convenient ways of
explaining phenomena that man's limited intelligence had failed to

grasp—a situation attested to by the fact that "'every 50 years or so a
new law is discovered that invalidates the old one."

In this spirit, Duchamp began to invent a new "playful physics" of
his own, based on such concepts as "oscillating density," "emancipated
metal" and the "adage of spontaneity,"" all of which he applied in his
work on the Large Glass. He also decided that this work would be four-
dimensional. The scientific idea of a fourth dimension, which the Paris
artists liked to discuss at great length, underwent in Duchamp's mind
the customary ironic twist. Duchamp decided that the ideal fourth-di-

mensional situation was the physical act of love, "which is why love
has been so much respected." The Bride Stripped Bare hv llrr Harhrlors,
Even would thus be the graphic expression, on the highest level of
pseudo-science, of the fourth-dimensional phenomenon of sex.

In his book The Cidnst Painters, published in 1913, Apollinaire made
a curious observation about his friend Duchamp. "Perhaps," he wrote,
"it will be the task of an artist as detached from esthetic preoccupa-
tions, and as intent on the energetic as Marcel Duchamp, to reconcile
art and the people."' Duchamp always considered this statement ridicu-
lous, and it was soon to be proved premature, at least, by events on the
other side of the Atlantic. In February 1913. the Armory Show opened
in New York, giving Americans their first horrified look at Cubism and
other aspects of the "new spirit" in Kuropean art. From the outset.
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SEEING NEW YORK WITH A CUBIST

The Rude Dcsccndini: a Suirca

(Ru*Ii Hour *t Ihe hub*«v)

Newspaper cartoonists had a field day with

the Armory Show. One (above) saw

Duchamp's \ tide a?, inspired by the subway

rush hour. Another insisted that the old

ladies who made patchwork quilts originated

('ubism. ihe soundest comment came from

an editorial writer who warned, "You can't

spoof what you don't understand."

I TUK TmS
Fu»T PRIZE
«T -Tnt FAIR

'KM PAtL"

THE ORIGINAL CJUIMST

the outraged guardians ol [»ul)lic taste singled out l)u(liaiu|) s \//^/r

Descciidin^d Sldirccisr as the prime example of Cubist madness.

Today it is somewhat difheult to understand vvhv the [)ainting sliould

have been eonsidered so shocking. Duchamp himself was inclined to

think that the title caused most of the trouble. In traditional art,

nudes stood or reclined: they had never before come down a flight of

stairs. Whatever the reason, people stood in line to see the picture

that had been caricatured by newspaper cartoonists and damned by

the critics, one of whom called it "an explosion in a shingle factory."

If the |)eople in general were not readv to be reconcMled. there were

still a few enter[)rising collectors and dealers who recognized the new

spirit as a force to be reckoned with, and who bought up most of the

European paintings in the show (the American works did not fare as

well, and American painting was never the same alterward). A San

Francisco dealer named F. C. Torrey paid $324 for \ude Descending a

Stdircdse. Duchamp had sent three other paintings over for the show—
l\)rtrdit of Chess Pldxers, Sad Younf:^ Man on n Trdin, and Ihe King and

Queen Surrounded hv Swift \ud('s and all three of them were sold,

too, bringing the artist an unexpected windlall of about $970 in all.

Picabia, who had gone to New York for the opening, returned with

fabulous accounts of the triumph. Duchamp listened to Picabia's sto-

ries with great interest, but he showed not the slightest inclination to

exploit the new market.

B V the spring of 1913, Duchamp's course was taking him farther and

farther away from the preoccupations and problems of his fellow art-

ists. Retinal art, art for the eve alone, interested him less than ever^He

was determined to break out of the retinal trap, and in order to do that

he felt he had to remove from his own work all traces of what used to be

called in French Id pdlte— the artist's personal style, his touch, his

"paw." One wav to do this, he decided, would be to execute the new

work on glass rather than on canvas.

The idea came to him one day when he happened to be using a sheet

of glass for a palette; looking through at the colors from the underside,

he was struck with the thought that a painting on glass could be sealed

hermetically, which would prevent or at least delay the gradual oxida-

tion that causes pigments to fade and change color. Even better, the use

of an unfamiliar medium like glass should help him to get away from

"painterly" traditions. But_ how could he get rid of Id palte? The prob-

lem was to find a new method of drawing, and Duchamp's solution was

brilliantly simple: he borrowed Irom engineering the technique of me-

chanical drawing, in which "you are directed by the impersonality ol

the ruler." Obvious as it sounds now, the idea was a major break-

through, "it's very difficult to escape from the prison of tradition,
"

Duchamp said once. "F'.ducation is so strong, it holds you like a chain.

I didn't get completely free even then, but I tried I unlearned to

draw. I had to forget uith my hnnd."

In addition to the schematic drawing on the wall of his studio. I)u-

champcarried out several studies lor the Large Class during 1913 and

1914. The first, entitled Chocolate Criiider. was a small painting on
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canvas oi an actual (lioculalc >;riii<lcr llial lir li.id nilni srcri in llic

window ol a chocolate slio|> in Koncn: |)iirli,iiM|) (lr|ii('t<-il il |iivt ,|^ it

was, Willi I lircc intcrlockini: (Iriinis on .1 |ilaliiiiiii ^ii|i|Mirlr(l |i\ clriiiitil

iilllc Louis W Icfis. I'his would later hcconic a ccnlrai orj^an *d tlic

Macliclor Machine in the (fhiss. It was lollowed l)y a seconcj version in

which the radial lines ol the firinditif; drums, instead of hein^ painted,

were made hv iiiuini: and sewing while ihreati to I he canvas (/ki^c H.)).

Soon alterward, Duchamp started experimenlinf^ with various m<'lhods

of painting on j^lass. His (irst ellorts involved the use of paralfin and

Ihioridic acid as an erifiravitifi; medium, hut the fumes from the acid

were so stroni: that he izave il up. Then he tried oulliriinii his desifiii in

fine lead wire. This worked |)erlectly: it kept the colors in place, and it

could l)e stretched out to make a line as straifjht and impersonal as any

drawn l)y a ruler. The melluxi re(|uired infinite pains, hut Duchamp

was satisfied. He finished a small study on glass for the (Aider, or Slri^h,

section of the liachelor Machine, using the lead wire technique (pnfic

y/), and started work on the Mdlic Molds (paf^c H7 ) \\mi\ were to be the

images of the Bacludors.

.At the same time, his sense of humor lound vent in a numher of

decidedly unusual and somewhat subversive activities. Why, Duchamp

asked himself, should one accept as immutablv valid the standard unit

of measurement, the meter, which was based on a platinum-iridium bar

stored in a vault in a l\iris suburb'.'' He decided to make his own units

of measurement, based on the laws of chance.

Paving precise attention to each detail in the approved scientific

manner, he cut three pieces of thread exactiv one meter in length,

dropped each one from a height ol one meter upon a long, narrow

jstretched canvas painted Prussian blue, and bonded them to the canvas

with varnish in the shape thev had assumed. The three canvases were

cut from their stretchers and glued down to glass plates. When Du-

champ decided to incorporate these "new forms to the unit of length"

in his Large Glass, he had three wooden rulers cut from draftsman's

straight edges so as to conform exactly to the curves of the dropped

threads, and used them as templates. He eventually enshrined the

mounted threads and rulers in a box of the tv[)e that was used to hold

croquet mallets. These were the Three Standard Stoppages. They would

figure prominentiv in the Large Glass and in several other works, the

first of which was a painting, dated 1914. called \rtu()rlt- of Slopfxiges

(
pages H()-H7 }. in which he superim[)()sed the lines of the I hree Standard

Stoppages on an earlier pairitingcalled ) oiiiig Man and Girl In Spring.

I.he whole idea ol chance, which would assume such importance in

20th Century art, interested Duchamp primarily as an alternative to the

"laws" of science. I'nlikemanv later artists, though, who saw in chance

a way to get bcvond their own personal taste. Duchamp always thought

of it as an expression ol each individual's subconscious personality.

'"Your chance is not the same as mine," he once explained, "just as

your throw of the dice will rarelv be the same as mine."

Even more subversive, from the point of view of subsequent art

history, were the three objects tliat a[)peared in Duchamp's studio dur-

T ~
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Alwavs (Icligtited witti the frivolous and

unpredictable nature of chance. Duchamp.

one dav in 1913. amused himself and two

sisters bv using it to compose a piece of

music. Vi riting notes on bits of paper.

Duchamp. Yvonne and Vlagdeicine jumbled

them in a bag and then drew them out at

random, writing the notes on music paper

as thev appeared. Duchamp happily called

this exercise in chance Mustcnl Ernitum.
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Hollle Rack was one of Duchamp's first

readymades. Purchased in a Paris

department store in 1914, it represented for

Diiclianip the possihilities of "solving an

artistic proldeni without the usual means

or [)rocesses." Like most of his readymades,

the original Hollle Hark was inscribed, hut it

has l)een lost and Duchamp does not

remember what he wrote. The version above

is one of eight duplicates made in 190 1 for an

Italian art dealer and is signed bv Duchamp.

iiiiZ tfiis perioti. The first of these was the front wheel of a bicycle,

which Duchamp mounted upside down, by its fork, on a kitchen stool,

so that a touch of the hand would set it spinning. Duchamp has said

that there was no particular idea in his mind when he did this, and that

he just acquired the wheel as a pleasant gadget. Soon afterward, in Janu-

ary 1914, he bought in an art supply store a cheap chromolithograph

of a particularly insipid winter landscape, added one red and one green

blob of color to the background (the color of the bottles placed in drug-

gists' windows), and called the result Hhnrmary. Some Duchamp dis-

ciples have interpreted the title as a sarcastic reference to his sister

Suzanne's marriage to a pharmacist, but Duchamp had another expla-

nation: Pharmnry, he said, was simply "a distortion of the visual idea

to execute an intellectual idea," something wrenched out of one context

and placed arbitrarily in a new and unfamiliar one.

The process of distortion showed even more clearly in the third ob-

ject, which appeared later in 1914. This was a galvanized iron rack for

drying wine bottles, an inexpensive household item that Duchamp

bought in a store and to which he signed his name. The mere act of

signing it served to wrench this object out of the "useful" context and

placed it, derisively, in the context of a "work of art." Duchamp seemed

to be implying that anything made by man or by man's machines was

art, and that the artist was merely someone who signed things.

The Bottle Rack of 1914 was thus in a sense a quietly diabolical

attack on the whole tradition of Western art, and its reverberations

have carried right down to the present day. All these objects, which in

the following year received the generic name "readymade," were de-

fined once and for all in 1934 by the Surrealist leader Andre Breton,

who called them "manufactured objects promoted to the dignity of ob-

jects of art through the choice of the artist."

Wbile Duchamp quietly undermined several centuries of Western

art with his readymades, Europe accelerated its own plunge toward

destruction. The final breakup of the old order was now at hand; one

by one, the artists went off to experience in the front lines the de-

struction that they had prefigured in their art.

Apollinaire volunteered for duty, although as an Italian citizen he

was not liable for service. He was rejected at first, but later managed

to get a lieutenant's commission and served in the French Army with

distinction. Picabia, who loved fast cars, became the chauffeur to a gen-

eral. Picasso, the Spaniard, saw his friend Braque off to the front; they

would never again work closely together. Leger donned the poilu's uni-

form, as did Jacques Villon and Raymond Duchamp-Villon. The super-

heated martial atmosphere of Paris soon became increasingly difficult

for their brother Marcel, who, having served for one year in 1906, was

now judged unfit for military duty because of a weak heart. Duchamp

rarely ever speaks of those days in 1914 when his youthful good looks

and civilian clothes drew their daily quota of insults from ultra-patri-

otic citizens. From such experiences he conceived a bitterness against

his countrymen that would last for many years, although he never

showed it. When the American [)aintor Walter Pach. who had played a
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kf\ role III (ollct I iiii: I lie l',iiin|MMti ,iil Icii I lie \riii(»rv Slinw , arrived m
Paris Ciirlv in I*)!.") and siii^^c^lcd lliat Din liaiii|i rnnif In llir I nilcd

Slalrs. iin liiillicr iir<^iii^ was iir<-drd. I )ii<'liani|) hooked t liirrl-c lass

|>assa;^c ahoard llic /\'or//r/m/>f7///, whicli sailed lor New York in Jiiim'.

He was ra I her siir|trised lo find hinisell I anions n|ion arrival. Anienra

had iiol loriinlleii the shock ol \mlr Drscrndifif^ a Sl<iir((ist\ and in

New York |)ii(liaiii|»"s repiilalion as a I' renelinian was equultMl, areord-

itifi lo his lellow coiiril rvnian llenri-l'ierre Koclie, "only hy Napoleon

and Sarah Rernhardl." Mis lioni/alion hej^an the niornenl fiis shi[»

docked, when he was niel a! ihe [)i«T hv a d<*lef^atiori ol reporlers

whose clainoroiis <|iiesli()ns lie answered. lhroiii:li an iiilerpreler. wilh

vvhal one newsinan deserihed as "sniilinji cotii|>osnre. '

Nleu York at this lime was the center ol an extremely active avant-

garde firou[) thai included ihe American painters Walter Paeh, (Iharles

Deinutli, Vlarsden Hartley and Joseph Stella; tlie Walter C. Arcnshergs,

wealthy collectors of the most advanced art; Katherine S. Dreier, a

strong-willed heiress who had also started collecting modern art alter

her conversion to it at the Armory Show; and a growing nuniher of

Europeans cast up by the War Alhert Gleizes, Jean Ootti, Marius de

Zavas. Kdgard Varese, and later on Picabia, who had arranged to have

himself sent on a militarv mission to buy molasses in (]uba (a mission

that he forgot all al)out when he reached New York). At the center of

this lively circle was Alfred Stieglitz, the great pioneer photographer,

whose gallery at 291 Fifth Avenue had become a center for the develop-

ment and displav of the most advanced tendencies in the arts a good five

years before the Armory Show gave them wider currency. Stieglitz's

magazine, 29/, published in 1915, carried reproductions of Cubist and

other advanced works, and Stieglitz himself constantly encouraged his

artist frieiuis to break decisively with the old representational tradi-

tions in art traditions that had been permanently undermined by the

invention of photography.

Duchamp and Picabia became the brightest stars of this glittering

circle. They both loved the free and easy atmosphere of New York, the

absence of esthetic traditions, the openhanded friendliness shown on

all sides. Formerly somewhat shy and retiring, Duchamp now plunged

enthusiasticallv into the continual round of parties and gatherings,

many of which took place at Stieglitz's or at the Arensberg apartment

at 33 West 67th Street where, as Gabrielle Buffet-Picabia put it. "at

any hour of the day or night one was sure of finding sandwiches, first-

class chess players, and an atmosphere entirely free from convention-

al and social prejudices." Chronicles of the period all stress Duchamp's

extraordinary charm and his physical attractiveness. Scores of young

women appear to have fallen frantically in love with him, bewitched

by the finely chiseled features of this handsome, reddish-blond Nor-

man who looked almost more American than French, and beguiled by

his irrepressible gaietv and irreverent wit. Roche, a well-connected

young Frenchman who met Duchamp in New York early in 1916, has

written that Duchamp "could have had his choice of heiresses, but he

preferred to play chess and live on the proceeds of the exclusive

37



APOLINERE
ENAMELED

In addition to the readvinades winch

Duchanip elevated to art by signing, he made

others by slightly altering the original.

Above is an advertisement for Sapolin

F.namel which he changed to make a pun on

the name of the [)oet Apollinairc. lie also

signed and dated it, adding the inscription

"\nv Act Red hv her 'len or Kpergne, New

York, I .S. A.."" which has been interpreted as

a reference to the Firide in the hirfic (riass.

As usual, l)ucham|) relused to clarify.

French lessons he gave for two dollars an hour. He was an enigma, con-

trary to all tradition, and he won everyhody's heart.''

The French lessons took the place of the librarian's job in Paris.

His pupils were often well-to-do admirers like the Stettheimer sisters,

Florineand Rttie, and Duchamp often said that he learned more English

from his pupils than they learned French. The modest profits gave

him enough to live on, for living was cheap and Duchamp did not have

to pay rent Walter Arensberg had provided him with a studio at 33

West 67th Street, in exchange for which Duchamp promised to give him

the Large Glass when it was finished. He had started to work on the

Glass soon after his arrival, buying two large sheets of heavy plate glass

and installing them on sawhorses in his studio, where each day he con-

tinued the slow, infinitely painstaking process of re-creating the ideas

and images that had all been sketched out on the wall of his Paris stu-

dio. He spent a year on the upper panel, which depicted the Bride, be-

fore turning his attention to the Bachelor apparatus that would form

the work's lower half. He worked for two hours a day, seldom more.

"There was the fact of mv laziness," he said once. "Fve never been able

to work more than two hours a day. And then, you see, it interested me

but not enough to be eager to finish it. I was just doing it, that was my

life, but I also watiled to see America."

From time to time a new readymade appeared in his studio. The first

American readymade was a snow shovel that he bought in a hardware

store on Columbus Avenue, signed, and suspended from the ceiling. He

called it In Advance of the Broken Ann (page 39). This was followed by

Comb, a metal comb of the type used in grooming animals, along the back

of which Duchamp had inscribed, in French, "Three or four drops of

height have nothing to do with savagery. " "The thing was to write

something that had nothing to do with dogs or combs," Duchamp ex-

plained, "something as nonsensical as possible. "
II ilh Hidden i\oise

consisted of a ball of twine compressed between two metal plates bear-

ing a cryptographic inscription; at his own suggestion, Walter Arens-

berg placed a small object known only to himself inside the ball of twine,

so that when the contraption was shaken it made a sound. Other ready-

mades, dating from 1917, include Ipolinere Enameled, an advertise-

ment for Sapolin enamel paint which Duchamp altered slightly to honor

his friend Apollinairc; Traveler's Folding Item, the dust cover for an

Underwood typewriter; Hal Rack, a wooden hat rack; and Trap, or

Irehueliel, a coat rack screwed to the floor of his studio so he or

his guests might occasionally trip over it.

A, these bizarre items, iti their ollliand way, reflec'ted the notion

of taking a common object out of its customary setting and placing

it, verballv or visually or both, iti a new atid iinlatniliar one. The ready-

made itself could simply be selected (like Hal Hack and Traveler\s

Folding Item), or it could be "assisted" by the artist (II ilh Hidden

\oise, Apolinere Enameled). Each one of them really carried a "hidden

noise" in the form ol a wicked little Bronx cheer directed at the serious-

ness of high art. Du(;hamp was very careful, however, not to let them

turn into an artistic activity. He made a note to himself to limit the
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iiiimlxT ol rca(lvriia(l<*s yearly, and he iicvrr M»lr| ilicin; llirv rrmjiiiicd

in his studio or were izivcn a\va\ lo Iricnds. \V Ih-h llircc rradvmadcs

were mrliidrd in ,iii r\li ilnl mil .il tlic Hon r^roi^- (i.illri\ in \c\n Vdrk

III l*)|(>. I )u<'li.iiii|) iiiNi>|cd llial lli(-\ lie liiin^ iinccrriiiunKiii^K from ;i

coal rack al llic i;allrr\ door, wlicrc. lo liis iiiiln^ncd drlinjil. nol»odv

even iiol iced I liciii.

The sardonic allilndc llial |>rodiiccd llic rcadvrnadcs was als(t Itccom-

itip tiiorc and more c\ idcnl in llic work ol ol licr arl i-^t - (d llii^ period.

I*ical)ia, w lio had maiiaued to ^el himscdl discharjied Irom the Arrnv on

medical iiroiinds. had started painting [tictiires ol mechanical devices

thai [tore hlalaiilK derisive titles. I'ortniil o/ an linrnifiii (,irl in a

Sidle <>/ \u(lily. lor example, depicted a lari^e spark [diii: with an in-

stription mideriieat h readiniz "lOK i:\ i;i<." Anoth(>r voiin^ |)ainter.

with whom Diichamp had heen on close terms since 191."). the diminu-

tive and eccentric Man Kav (horn in l*hiladel[)hia in I8*)()) had hegun

under Ducharnp's inlluence lo turn out anti-art ohjects whose siv wit

was uni(|uelv his own. Kavs 1919 L(im/>sh(i(Ic was a wliite spiral made

Irom an unrolh^d lampshade, ('(idcdn. the most famous of Vlan Hay's

objects, was a llatiron with a row of sharp tacks glued to the underside.

I hehe spirit hehind all the>e '"machine slvle" paintings and objects

was very close to the spirit that animated the group of young European

War refugees who had cottie together by chance in Zurich, and who

were at that very moment launching the Dada movement. Dada from

its inception took the form ol highly aggressive public action some-

thing that could not he said of the readymades. However, Ducharnp's

New York activities were showing an increasingly aggressive tendency;

before taking temporary leave of Ducham[) to trace the frenetic rise and

fall of Dada, it is worth recalling a well-known provocative gesture by

Duchamp that was clearly Dadaistic in character.

The Society of Independent Artists, which Duchamp had helped to

found in New York, put on an exhibition in 1917 that was open to any

artist who paid the six-dollar fee. There was no jury, and, theoretically,

at least, no restrictions on what could be shown. Duchamp. vvlio had

helped with the hanging, decided to test the reality of this artistic free-

dom. He bought frorTi a plumbing supply firm a porcelain urinal, which

he christened hounldin and sent in with the re(juisite fee, under the

name of "R. Mutt." The hanging committee indignantly refused to ex-

hibit this item as sculpture. Duchamp argued the ease later in The

Rliiul Mfin. an ephemeral little magazine financed by Arensberg and

Roche and edited by Duchamp, and in doing so he provided his own

succinct definition of the readymade work of art. "Whether Mr. Mutt

with his own hands made the fountain or not has no importance,*' Du-

champ wrote. "He CIIOSK it. He took an ordinary article of life, placed

it so that its useful significance disap[)eared under a new title and point

of view |hel created a new thought lor that object."

As for the committee's objections on moral grounds, Duchamp dis-

missed those as being absurd. "It is a fixture that vou see every day

in plutTd)ers* show windows."* he noted. Besides which. "The only

worksofart America has given |us| are her plumbing and her bridges."

U

lw() ol Diichamps fii()>.| farnous readymades

were a snow stiovel and a plumbing fixture.

The shovel was called In Idinmr of ihr

Broken Arm and signed bv the artist.

h'oiinlnin. on the other hand, was signed with

the ()seud()nvm "K. Mutt" and stoutly

defended by Duchamp on behalf <»f "Mr.

Mutt" when the .Society of independent

Artists refused to exhibit it.

39



I Ik- Pine Iree Flag of the

American Revolution, seen

superimposed on a [)liot(>gra[)h

of New York's 69lh Regiment

Armory, symbolized "The New

Spirit" that the Armory Show

engendered in American art.

The Show That
Shook America

I hat"s not art!'* roared Theodore Roosevelt. "Insanity,"

cried the critics. What stirred their wrath was the 1913

International Exhihition of Modern Art—the epic

New York Armory Show that gave America its first

comprehensive look at the explosive new art of Europe.

A public that had been brought up on a diet of strict

representational art was abruptly confronted with a host

of "stranger things than you ever dreamed were on land

or sea," as photographer Alfred Stieglitz wrote in a

newspaper article before the show. A moving power in the

exhibit, Stieglitz was the first to exhibit w orks by Rodin.

Matisse, Picasso and other revolutionaries in his own

gallery at 291 Fifth Avenue. He was convinced that

photography would inevitably replace realistic painting as

an art form of its own, and he felt that American art

desperately needed a transfusion of fresh ideas and

techniques if it was ever to achieve greatness.

And a transfusion it did indeed receive. Although the

New York Realists were in the majority, the Europeans

stole the show. Only one third of the 1,300-odd works

exhibited were theirs. These caused all the commotion,

comprised 80 per cent of the sales and received virtuallv all

the publicity. After the exhibition closed, the Tribune

critic Royal Cortissoz wrote : "It was a good show, but

don't do it again." His jest was unnecessary. There could

not be another show like this one—the bombshell had

exploded, and American art would never again be the same.
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Fel-g. f»t^ THE WORLD: MOXDA'

)BODy WHO HAS BEEN DRINKING
IS LET IN TO SEE THIS SHOW.

iUlPECTlNO CRITIC OOta TMt SHOW.
pT"o^t «s 6«"e li Dib

Ilie \rrii(»ry Show was, in manv rrsfwrts,

more like a llirec-rinpcirciis than an art

exhihition. Its sponsoring body, the Association

of American Painters and Senlptors, was well

aware of the furor that would he created:

upwards of 120,(KK)catalof;ues. pam[)hletsand

post cards were printed, and the newspapers were

deiufjed with press releases. The effort [»aid off

handsomely: satirical cartoons, provocative

headlines and scatliinji reviews lirouizfit out

larger crowds than had ever attended anv art

event. "Have these "progressives" really

outstripped ... us, glimpsed the future, and used

a form of artistic expression that is simpiv

esoteric to the great laggard public?" asked

critic Kenyon Cox in a \('it ) ork /Vmc.s article

accompanving the l)anner headline shown above.

"Is their work a conspicuous milestone in the

progress of art? Or is it junk? " Ihe rest of the

article was devoted to the thesis that it was junk.

Manv of the works in the show were

subsequentiv viewed bv nearlv I3.(KK) visitors

in Boston and 2()(),()(X) in Chicago. Thev were

largelv attracted bv headlines like the ff)llowing

from the Clucd^o Rccord-Ilemld: "Mav Bar

Youngsters From Cubists* Show : Instructor

Declares Exhibit Is Nasty, Lewd. Immoral and

Indecent." The Illinois Senatorial \ ice

Commission even included the exhibit in its

annual vice probe. The commission's

investigator quicklv concluded that it was

immoral: not onlv had he seen voung girls

sneaking glances at Cubist nudes, but he

discovered, to his horror, that one of Matisse's

nudes only had four toes.

Ulterior of ihf 1913 Armory Show 43



Raymond Duchamp-Villon: Baudelaire, 1911

The foreign sculpture shown at the Armory proved

no less startling to American eyes than the paintings.

The greatest hilarity was produced by Brancusi's

Mile. Rogany (shown at right in a later, slightly more

abstract version). It was dubbed "The Duck Egg Muse,"

and a droll ostrich farmer sent a telegram requesting that

it be reserved as "a nest egg for our hatchery."

If Brancusi's work looked too outlandish to suit the

public, Raymond Duchamp-Villon's bust of Baudelaire

(above) may have appeared too conventional : it scarcely

attracted any attention at all. In fact, it was anything but

conventional— this was the piece in which the sculptor

first attempted to define his subject in the simple but

powerful planes of Cubism. To enhance its bold lines,

he even took the liberty of divesting Baudelaire of hair.

Although Duchamp-Villon considered this among his

most satisfying and important works, it was not sold untd

after he had died from World War I injuries.

44
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B.'esides reflecting on the state of Ameriean art, the

1913 Show exposed American criticism as being

narrow-minded and archaic. (A'/aruic. (Jauguin and

Matisse had been revered as masters in Kiirope for years,

but this did not faze hostile American critics. Kenyon

Cox, as memorable for his conservative reviews as for his

sweetly sentimental murals, attacked Gauguin as

"a decorator tainted with insanity . . . always

unnecessarilv false and often unplea.santly morbid."

Gauguin fared little better at the hands of the cataloguers:

the price of $40,500 placed on the painting below

seemed so unlikelv to them that thev concluded it was

an error and blithely reduced it to $4,050. Cezanne was

called "an idiot . . . absolutely without talent . . . cut off

from tradition . . . hopeless." Nonetheless, The Poorhouse

on the Ifiil (ri^hl, hcloic) was bought by The Metropolitan

Museum of Art. the first Cezanne to enter any American

museum.

Matisse's Blue Awf/c f^n^/z/j triggered a torrent of

maledictions. Critics proclaimed that Matisse's work was

"leering effrontery," and that "among all these painters

there is none whose work appears as perfectly childish,

crude and amateurish." Blue Nude so incensed a mob

of Chicago students that thev hanged Matisse in eff^y.

Paul Gaiieiiin: .SV(7/ Life with HrndShnped Vase and Japanese K oodciil. 1889



I

Henri Matisse: Hlur \iulr. IQCJT

Paul (Cezanne: 1 hr f'oorfiousr on thr Hill. 187
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Albert Gleizes: Man on a Balcony, 1912

I hehe Cubist sections of the Armory Show invariably

drew the most vociferous crowds. All the Cubists came

under collective attack from no less a personage than

ex-President Theodore Roosevelt: "There is no reason,"

he wrote, "why people should not call themselves

Cubists, or Octagonists, Parallelopipedonists, or

Knights of the Isosceles Triangle, or Brothers of the

Cosine, if they so desire; as expressing anything serious

and permanent, one term is as fatuous as another."

Critical attack centered on Duchamp's Nude

Descending a Staircase (page 27), which had become

so firmly entrenched in the public mind as the symbol

of Cubist madness that other important Cubists, such as

Albert Gleizes and Robert Delaunay, were all but

Francis Picabia: Dances at the Spring, 1912

&, Vili'-^^ii^ " 1Ui vn t
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ifiriorcd. lucti I'icusso and Mr;i<|iir. uillioul wliuin lln-rr

would li;ivc l)(M>ti no (Inl)isin, received siir|triMn^ly

litlle nolire. Hiil one (]u hist who p)| a I It he all en I ion

he eon Id handle was I )ii<hatn|>"N hieiid I' raneis I'leahia,

llie onlv (]id»i>l aelnally at the Arniory SIm)w. Some

niunionned re|)orters took his presence to mean thai

the wild yontifj I'icahia was the official s[)ok(*sman lor

(aihism an im[)ressi()n that he gleefully failed to

correct, lie granted interviews and even wrote an article

for the !\ew )ork II orhi iti which he tried to clarify

Cuhism. It was fdled with brain-wrenching phrases like

"the objectivity of a subjectivity." and the baffled editors

offered a prize to anyoru* who could "translate"

the ariicle. I he prize: a Cubist drawing.

i'alilo ri<a>-.<i. U imiiiii uilh \lii\lani I'ol. \')\()

HoIktI I3elauiiay: ^V/vo/7Vim. 1910-191.
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I heI he most revolutionary painter at the Armory
—though not even the most advanced supporters

of the Europeans reaHzed it at the time was the

Russian Wassily Kandinsky, represented by his

Improvimlion \o. 27 (purchased by the visionary

Alfred Stieglitz for $550). All the other paintings,

even the most wildly fractured Cubist works,

were based on some sort of model. But Kandinsky 's

Improvisation was not intended to represent

anything specific. It was an abstraction derived

entirely from images that Kandinsky said originated

m his unconscious mind—a technique that

would assume major importance in the "psychic

automatism" of Surrealism in the 1920s. This

nonrepresentational technique was further

underscored by his choice of titles: various series

of Kandinsky's paintings between 1910 and 1914
were called Improvisations, Compositions and
Abslrnrtions.

It has been said that above all else, Kandinsky
was a Russian. His enthusiasm for Russian folk art

and icons is reflected in the radiant colors of

his paintings. Among the sources of his inspiration

for his abstractions was the breathtaking sight of

the sunset over Moscow.

V k

V^assily Kandinsky: Iniproiisntion \u. 27. 1912 51



Two (lays Itcfore the Armorv Show opened, the artist

and teacher Hol)ert Henri, leader of the New York Realists,

who in their own way were revolutionizing American

art. walked slowlv through the French section. He was

visibly shaken by what he saw. He chanced to meet his

close friend and former student Walter Pach, one of

the show's organizers. "I hope that for every French

picture that is sold," Henri said, "you sell an American

one." But he already knew too well what Pach's reply

would be: "That's not the proportion of merit."

Although Henri and his disciples often chose academic

subjects nudes, portraits, landscapes they rejected

the academicians' idealized view of the world; the candor

and realism with which they depicted their subjects, such

as the s[)()rting events that George Bellows immortalized,

were to earn for them the title "The Ashcan School."

And now this new American realism had come face to

face with the modern European movement.

The only one to emerge unscathed was Maurice

Prendergast, an American Post-Impressionist. But Henri

and Bellows, who continued to paint in the same old

styles, were soon ousted from their positions in the

vanguard of American art by more adventurous

modernists like John Marin and Marsden Hartley. Within

a few years the Realists disbanded forever; realism as

a creative force in American art had become obsolete.

KolxTt Henri: llw Si>niusli Gypsy. 1912
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Maurice IVciidfr^asI
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George Bellows: Pofo Ctouy/, 1910
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The Nightmare
Cry of Dada

// ts (I rare ^iji oj (,(,(j i„ he prrsntl nl the hirlli t>J a rrli^ion, or of iiiiy itlni

u'hic/i Idler <<>n(ju('rsi/i('i(()rh/. mk iukhhi i lsknhkck

)f the earliest Dada works,

Arp's wood relief, composed

ghl, free-flowing shapes,

sen Is a tree, the moon and

jrk woodland floor. Tired of a

•iaiistic. warring world, Arp

iher Dadaists sought in such

5 a new "mystical reality."

\rp: horrsl. 1QI6

By the spring of 1916—the spring of Verdun the slaughter in the
West had exceeded anything previously known in the history of war.
Not even poison gas could surpass the lunatic horror of trench warfare,
in which tens of thousands died to gain a few yards of .scorched ground
and the survivors then waited numbly for the counterattack that would
drive them back. In the front lines, the words victory and defeat had
lost their meaning. It is no coincidence that the Dada movement was
born HI that nightmare year. 1916. Viewed against the logic of the
trenches, the organized insanity of Dada could be considered inevitable.

The origins of the movement extend back beyond 1914, of course,
although ju.st how far back depends somewhat upon the historian's

viewpoint. Those who emphasize Dada's political character tend to

point out its affinities with the anarchist disorders that swept Europe
during the 1880s. Others have .sought its roots in the French literary

tradition of esthetic revolt, a tradition that began with Romantic
poets like Chateaubriand and de Musset, was continued bv Baudelaire,
reached its apotheosis in the person of Arthur Rimbaud (who aban-
doned poetry altogether at the age of 21 and became a gun-runner in

the African interior), and then took a startling new turn in the macabre
and absurd humor of Alfred Jarry. Both interpretations are justified

but insufficient. Dada also borrowed elements from Futurism and near-
ly every other vanguard art movement of the time, while cultivating
with respect to all art values a total indifference which, as Tristan
Tzara once noted, was not modern at all. At the very beginning, though,
the Dadaist revolt was clearly and specifically a revolt against the War.
Horrified and disgusted bv the carnage, this polvglot band of vouthful
idealists fled their own warring countries and came together in the
neutral town of Zurich. Switzerland, where the roar of the cannon
could no longer drown out their individualistic protests.

Hugo Ball, a German conscientious objector, arrived in Zurich earlv
in 1915. A tall, gangling, inten.se youth who had some experience as a
stage manager. Ball conceived the idea of starting a cabaret at which he
and other young artists and intellectuals could perform, show their
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The >('\cii drawings above show how DadaisI

Joan \r() took the most commotiplarp

(oiii|)onenls hals. navels, bottles,

nuislaches and imafrinativciy reflucfd them

to provocative (ree-foriii designs.

work and discuss the newest currents in art. Rarlv in 1916. he talked a

retired Dutch sailor named Ephraim Jan into renting him a large room

in the Meierei (Dairy) Inn at No. 1 Spiegelgasse, a narrow street in the

old quarter of town. The Cabaret Voltaire, as Ball and his wife, Emmy
Hennings, called their venture, opened on Fehruarv 5. "Our cabaret is

a gesture," Ball wrote in his diary. "Every word spoken or sung here

says at least one thing, that these humiliating times have not succeed-

ed in wresting respect from us."

I,he first evenings at the Cabaret Voltaire were relatively mild affairs.

Ball plaved the piano, and Emmv Hennings sang songs in French and

Daiiisli. Tristan T/ara. a [)ale. nervous little Romanian poet with bris-

tling dark hair and intelligent eyes behind thick glasses, recited verses

in his native tongue. A balalaika band played Russian folk songs. The

decor had been provided partly by Tzara's tall fellow countryman.

Marcel .lanco. who had made some large and rather terrifying masks

that he painted blood red, and partly by an Alsatian painter named Jean

Arp (he had been christened Hans but came to prefer Jean), who con-

tributed paintings by himself and by a few of the artists he had known

in Paris, including Pablo Picasso. Arp had been living in Paris before

the War. and he was on friendly terms with Picasso. Delaunay and

other leading Cubists. His mixed citizenship—his mother was German,

his father French—convinced him that "the War was no good for me,"

and in 1915. when it looked as though he would be forced to join the

French Army, he had sought refuge in neutral Switzerland. There he

was notified by the German consul that the Reich considered him a

German subject Strasbourg, his birthplace, belonged to Germany

then and therefore subject to deportation and conscription into the

German Army. At the preliminary examination in Zurich, he was asked

to fill out a form containing about 30 questions, the first of which re-

ferred to his date of birth. Arp wrote the date 16/9/87 in the space

provided, put down the same figure in answer to all the other ques-

tions, and then drew a line at the bottom of the page and added up the

entries. Solemnly removing all his clothes, he handed the form to a

startled official, who urged him to get dressed and go home. Arp was

not bothered again.

The little Cabaret Voltaire, which could accommodate about 50 peo-

ple at a time, was immediatelv popular with students and well-to-do

Swiss burghers. Success emboldened the collaborators. Their nightly

performances soon took on an increasingly aggressive character, as

they made use of shock tactics to express their contempt for a world

gone mad. Tzara. Janco and Richard Huelsenbeck. a voung German

poet, medical student and political agitator who had recently come

from Berlin, initiated the practice of simultaneous readings—an idea

borrowed from the Italian Futurists who used to create an effect of

utter chaos bv reciting different poems simultaneouslv. Weird dances,

including a number called ''\oir (.aaidou^ that featured Huelsenbeck

and Tzara with their heads encased in stovepipes, were accompanied by

the sound of someone banging on a tin can or yapping like a dog (noise

music, or hriiifismr. was another Futurist technique). Janco fabricated
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cosliiiiK'N (»ul ol |ta|)cr, ciudltoard and CDlorcd ra^>. and cvcrvDtir (»ar-

ticipalrd in llir aclion.

Ill addiliiiii In iIiJn nmlilK liiiiiiill. llir r()||alM)ral(ir> also rnatla^('(i lo

wrilr |)()cins, panil [nclnrcs atid [lul out an inlcrnalional rfvicu callrd

(dlMiri'l I olldin: whose first issue included writings l)\ A[»ollitiair«'.

l/ara, llnclscnIxMk. Marinrtii and HIaisc ('cndrars, and rrjirodudions

ol drauiiiiis l»\ Picasso. Modiizliani. \i|i. Kaiidiii'-Jsv . Olio \an lice-'

and Jaiico. This first issue also placed ni print lor the first titne the

word that the little grou[) in Zurich had chosen to ^\\r to their various

activiti(^s. A dispute still simmers as to just who found the famous

word and under what circumstances. All that can he said with assur-

ance is that while fzoiiifi ihrouizh a Krench-(»erman dictionary at ran-

dom, someone in the original grou[) came u[)on the French word dfuhi.

a child's word for a hohhvhorse. and that the others immediately ac-

ce[)ted it. "Its just made lor our purpose." Huelsenbeck said (or savs

he said). "The child's first sound expresses the primitivcness, the be-

ginning at zero, the new in our art. We could not find a better word."

The two-syllable nonsense term became a battle cry with which the

Dadaists drove themselves and their audiences to ever-greater frenzies

of excitement. Thev soon started [)utting on performances in various

halls around Zurich "Dada iNights" made up of wild "Cubist" dances,

shouted simultaneous recitations, noise music, "static poems" (a Tza-

ra invention that consisted of hanging large printed cards on chairs

and changing them at intervals), and obscenities hurled at the audi-

ence, which sometimes flung back insults of a more material kind. The

first Dada texts appeared in the summer of 1916: Huelsenbeck's Phan-

tastische Gehetc (bdntusdr I'm vers), a collection of nonsense verses

("indigo indigo /streetcar sleeping-bag/bedbug and flea/indigo indigai/

umbaliska/bumm Dadai") with woodcut illustrations by Arp, and Tzara's

La Premiere I venture (.eleste de M. Antipxrine (The First Celestial

Adventure of Mr. Antiprrine), described by Tzara as "a boxing match

with words." In March of 1917 the center of operations was shifted to

theCalerie Dada. a larger hall where the Dadaists performed and exhib-

ited their work and the work of other artists such as Kandinsky and

Paul Klee, while insisting more and more strenuouslv that, in Tzara's

words, "art is not serious I assure you" and that Dada was "definitely

against the future." They also showed paintings by Hans Richter. a

new recruit who, together with the Swedish painter \ iking Eggeling.

would later pioneer the use of motion picture film as an art medium.

A,dthough several of the early Dadaists were artists. Dada itself was

never an art movement. It was first and foremost a revolutionary state

of mind, a violent assault on all accepted values. "All of us were ene-

mies of the old rationalistic, bourgeois art which we regarded as symp-

tomatic of a culture about to crumble with the War." Huelsenbeck

wrote. "We loathed everv form of an art that merelv imitated nature

and we admired, instead, the Cubists and Picasso." But if no Dada

school of art ever existed. Dada nevertheless served to crystallize a

number of attitudes and ideas that had been gaining ground for some

time, and which have become verv prominent in our own time. The



The Dada movcmcnl was accompanied

by a rash of small magazines which argued

the cause of anii-arl. Alfred Stieglitz.

a pioneer of creative photography,

published 2<>/: Francis Picabia, a frequent

contributor, portrayed Stieglitz

as a camera on the cover of one issue.

DADA 3
#
#

#

#
t

Few Dada magazines lasted more than one

issue, but Dada, the sturdy product of

Tristan Tzara's editorship, proved an

exception and continued for three years.

Its typography, layout and philosophy

defiantly violated all the conventions

of good taste in publishing.

most important of these was that art should no longer be an interpreta-

tion of reality: it should become, instead, a piece of reality itself.

This notion can be seen clearly in the development of Arp, who was

by far the most gifted artist of the original Cabaret Voltaire group.

Until about 1915, Arp had been painting canvases that showed the in-

fluence of Cubism and Futurism; few of these exist todav. for he man-

aged to destroy almost all of his pre-Dada work. In Zurich, Arp and his

companion Sophie Taeuber, a young dancer and art teacher whom he

married in 1922, began experimenting with various "non-art" materials

to make works that appeared themselves like bits of reality. "Sophie

Taeuber and I," he wrote later, "had decided to renounce completely

the use of oil colors in our compositions. We wanted to avoid any re-

minder of the paintings which seemed to us to be characteristic of a

pretentious, self-satisfied world." They worked together on large col-

lages of cloth and paper, in which the placement of dark and light

forms was arrived at by the laws of chance—letting the cutout forms

fall freely upon the surface. "Intuition led me to revere the law of

chance as the highest and deepest of laws," he wrote, "the law that

rises from the fundament." At first, when these fragile collages began

to deteriorate, Arp made strenuous eff"orts to repair them. Gradually,

though, he began to feel the need to incorporate in his work the factor

of change, death and metamorphosis that was always present in nature.

Walking in the woods or on the shores of the Swiss lakes, he and

Sophie would gather stones or bits of wood which he would bring home

and sketch over and over again, refining and simplifying the natural

shapes in an effort to extract the essential form that would express

both continuity and change, being and becoming. The egglike but

asymmetrical ovals and other shapes, which appeared first in his carved

wood Reliefs of 1916 and 1917, were to become Arp's permanent "sym-

bols of metamorphosis and the future of human bodies."

A rp may well have been the least Dadaistic of the early Dadaists. His

gentle, quiet nature did not lend itself to violent assaults on the public

taste, and his humor, which expressed itself in some delightfully odd

poetry, lacked the harsh bite of Dada. Most of the Dadaists were essen-

tially rather humorless, and their wildest jokes often seemed to hover

between idealism and despair. In Zurich, Arp recalled years later, "We
spoke of Dada as of a crusade that would win back the promised land

of the Creative." It was in his Dada period that Arp found his true

direction as an artist, however, and in doing so he illuminated the con-

structive force of a movement that has so often been described as being

wholly anti-art. "The important thing about Dada," he once wrote,

".
. . is that the Dadaists despised what is commonly regarded as art,

but put the whole universe on the lofty throne of art. We declared that

everything that comes into being or is made by man is art."

Nothing exemplifies Arp's statement better than the readymades of

Marcel Duchamp, although in 1916 the Dadaists in Zurich and the

avant-garde circle in New York were unaware of each other. Contact

came about largely through the frail little magazines put out bv both

groups. While the Dadaists sought to transmit their ideas and broaden
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I'icahia's <>ccentric tvpof^ra[)hv and his vvill\. rnachine-sl \ le drawinf^s,

l)ut it also [)rinted illustrations by others.

The most colorful mem[)Pr of the IJarcelona f^roup was Arthur (>ra-

van, a natural Dadaist who claimed to be a nephew of Oscar Wilde.

Cravan wrote poetry of a sort but was belter known lor his savage

printed attacks on almost every writer or painter of any consequence.

A giant of a man, he was also a professional prize fighter and he had

recently gone into the ring in Barcelona with the Negro world heavy-

weight champion. Jack Johnson, who knocked him out in the first

round —a minor exercise for Johnson, since Cravan had [>repared for

the frav bv getting himself roaring drunk.

Momentarily enriched bv this fiasco, Cravan left Barcelona early in

1917 and came to New York, where Duchamp and Picabia. who had

recently returned, arranged for him to give a lecture on modern art at

the Grand Central Gallery. They hoped to create a scandal, and they

were not disappointed. A large audience, which included many wealthy

and socially prominent ladies eager for esthetic enlightenment, waited

for an hour or more until Cravan made his unsteady appearance and

tottered up to the platform. He took off his jacket, muttering incoher-

ently and waving his arms about in such a way as to endanger a large

painting by the academic American artist Alfred Sterner, which was

hanging directly behind him. Then he began to remove his pants. In

the midst of this process he leaned forward on the lectern and started

to shout insults and obscenities at the audience. The police, who had

already been summoned, rushed out at this point and subdued him,

and only some fast and persuasive argument by Walter Arensberg pre-

vented his being thrown into jail.

W.ith America's entry into the War on April 6, 1917. the atmos-

phere in New York became decreasinglv favorable to scandal and sub-

version—even artistic subversion. Picabia, restless as always, left for

Paris in the fall. Although he was often drunk and suffering from a

nervous disorder, he continued to put out .'i^I. Early in 1918, his wife

persuaded him to consult a famous neurologist in Lausanne, and while

he was there Picabia made contact with the Dada group in Zurich.

The meeting set off a great burst of Dada energy. "Long live Picabia,

the antipainter arrived from New York!" proclaimed Tzara in I) ID i

3, and he went on to laud the newcomer for having brought about

"the annihilation of traditional beauty." This issue's wild typographi-

cal eccentricity was in sharp contrast to the generally neat appearance

of the previous numbers, and it added immeasurably to the discom-

forts of Jules Heuberger, the harassed Zurich printer who put out the

,V2
nM»<" OER

PtmIiUHi Dill
a/j .irgtf

Dadaist magazines aUr) cruppcd ii|i in

(/(Tinanv. An early issue of l)rr Ihtiin,

a puhlicalion founded tiy editor Kaoul

Itausiiianii in Herlin, displayed eccentric

tvpographv, vifjnelted illustrations from

dictionaries, proofreader's marks, a woodcut

and the statement that "lie who eats

of Dada dies if he is nol Dada."

DADAALMANACH

IM *urrn*o DES zentr«lamts deh ocut-
SCHEN OADA-BCWEOUNO Hi«»o»ciEtl£»tM »Oi

RICHARD HUELSENBECK

ERICH REISS VERLAC / BERLIN W 62

In 1920 Richard Hueisenbeck published

i)mUi llmannrh. the last important Dadaist

magazine. In it were poems on Dada's

birth, a history of the Zurich movement,

and an attack on abstract painting. On the

cover was a cross-eyed head of Beethoven.
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Dadaisl tracts between jail sentences for publishing anarchist leaflets.

The Vi ar was ending, and Dada, whose two separate strains had now

merged, was about to enter a new and sensational phase. Tzara's 1918

manifesto, which he read from the stage of Meisen Hall in Zurich on

March 23, sounded the apocalvptic note:

... I sav unto vou: there is no beginning and we do not trctiililc. we

are not scntiniental. We are a furious wind, tearing the dirty linen of

clouds and prayers, preparing the great spectacle of disaster, fire, de-

composition. . . .

Let each man proclaim: there is a great negative work of destruction to

be accomplished. We must sweep and clean. Affirm the cleardiness of

the individual after the state of madness, aggressive complete madness

of a world abandoned to the hands of bandits, who rend one another and

destroy the centuries. . . .

Dada; abolition of logic, which is the dance of those impotent to create:

. . . Dada: abolition of memorv: Dada: abolition of archeology: Dada:

abolition of pr()[)hets: Dada: abolition of the future: Dada: absolute and

uiupiestioiiable faith in evcrv god that is the itiunediate |)roduct of spon-

taneity. . . . Freedom: Dada Dada Dada, a roaring of tense colors, and

interlacing of opposites and of all contradictions, grotesques, inconsist-

encies: I.IFK.

S'ired bv a profound disgust with the War and all the so-called ra-

tionalism of a society that had produced it, Dadaism would soon erupt

in most of the world's great cities, but it inevitably found its true post-

war headquarters in the ancient home of rationalism. Paris. In 1919

Picabia returned to Paris, where he continued to put out 391 and kept

in close touch with the Dada group in Zurich. He was soon joined by

Duchamp, who had spent the previous nine months in Buenos Aires.

Much had changed in their absence. Apollinaire, the spokesman for

the new movement, was dead; weakened by a severe head wound in

the War, he had succumbed to the influenza epidemic of 1918. A num-

ber of other artists had been victims of the War, including the prodi-

giously gifted Raymond Duchamp-Villon, Duchamp's brother. Picabia

and Duchamp soon made contact with a group of young Frenchmen,

poets for the most part, who had seen at first hand the grotesque

savagery of modern war and who were immediately receptive to the

sweeping antilogic of Dadaism. These young men—Andre Breton,

Louis Aragon. Philippe Soupault and Paul Eluard—all contributed to

the Zurich review I) IDri, and they published the work of the Zurich

Dadaists in their own journal, lAtterature (the magazine's title was a

mockery, since these men were attempting to create an antiliterature

analogous to Picabias and Duchamp's anti-art productions).

During the first week of January 1920, Tristan Tzara arrived in Par-

is and was put up on a sofa in Picabia's apartment in the Rue Emile-

Augier. Tzara's genius for publicity and calculated outrage was as ef-

fective in Paris as it had been in Zurich: it soon proved to be the spark

that lit the Dada fuse. The first public demonstration of Dada in Paris

took place at the Palais des Fetes on January 23, sponsored by the re-
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and we IT I hen Mdt|('(lrd lo T/aras read in ji ol a '(torin"' ihal \Na> ai hially

an arliclc Ironi I he dav s new spa per, hul vs Inch vva^ drow ncd onl hy I he

loud hells and hn/zers llial sounded eonliniionslv ihrou^h ihe readitif^.

I he audience, ihoroufihlv ('xas[)erale(l. shoiiled ils (lisa[>|troval. I ho

Dadaisis iniiiiediateK IxTaii |ilaniiinfj; higgcr and more |»ro\o(ali\e dem-

onsl rations.

One ol T/ara's lavorite I neks in /iiricli had heeii lo leed the press

false information of all kinds ahout the Dadaists. lie now let it be

known llial ('harlie ('haplin would deliver a lecture on Dada at llie Sa-

lon des lti(ie[)en(lants, on Kehruarv 5. An even larger audience turned

out this time, and, infuriated to learn that the (]haf)lin announcement

was a Dada trick, kept up a steady roar of indignation while the Da-

daists read their manifestoes from the stage.

Overnight, it seemed, Dada had become a cause cclrhre. Attacked in

the conservative press as a dangerous menace, of German or perhaps

even Bolshevik origin, it was defended by such prominent intellectuals

as Andre Gide, whom the Dadaists thereupon rewarded with a shower

of insults: "If you read Andre Gide aloud for ten minutes, your

breath will stink," Picabia announced. The Cubist painters formally

dissociated themselves from the Dadaists, who were only too happy to

sever their ties with art. Picabia ke[)t tlie pot boiling in the pages of

W/. The cover for the sensational March number was a reproduction

of a new and exceptionally provocative Duchamp readymade—a pho-

tograph of the Mona Lisa that Duchamp had "assisted" bv adding a

mustache and goatee. Inside could be found Picabia's "portrait" of I he

Holv I irfiin. which was a full-page splatter of ink.

Duchamp had gone back to New York by this time, but his anti-art

spirit seemed to preside over the Dada ferment. The fact that Duchamp

took no part in the Dadaist demonstrations onlv seemed to enhance his

reputation. \\ hen the Dada exhibition at the Galerie Montaigne in the

spring of 1920 was being planned, the organizers wired Duchamp in

New York, requesting several of his works; Duchamp wired back a rath-

er vulgar pun meaning, roughly, "Nuts to you." and the exhibitors

hung his telegram instead.

I.he 1920 Dada season reached a climax with a chaotic performance

on May 26 at the Salle Gaveau, a famous old concert hall generally as-

sociated with recitals of chamber music. Vi hereas the earlier per-

formances had been largely improvised, an effort was made this time

to produce an especially powerful effect. The Dadaists had announced

that they would all have their heads shaved on stage. Instead, they

presented a series of idiotic skits bv Soupault. Breton and Ribemont-

Dessaignes, and Tzara's new nonsense "plav La Ihuxii'me i venture

(le Monsieur la. / Intipvrine. The audience had used the intermission

to go out and buy a quantity ol produce from the local market, and its

members came back prepared to vent their feelings. "For the first time

l)u('ham|i tna<lt' an "a>>isUMl re-adymade"

of the \lonn Li.sti (delnil. nlnnv ) when

he added a mustache and goatee to a

reprodurtioii of the Leonardo maslerpiere.

dramatizing his personal, and Oadaislir.

[M)ml of view that art had lieeome too

precious and too expensive. Years later he

signed an unaltered print of the Mimii Lisa.

subtitling it "Raser" French for "shaved."
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ill the history of the world." Tzara wrote proudly, "people threw at us

not only eggs, salads and pennies, but beefsteaks as well .... The au-

dience were extremely Dadaist."

In a single season, Dada had become too successful for its own good.

Being defended by intellectuals like Andre Gide had been bad enough;

now its audiences were entering more and more fully into the Dadaist

spirit at each performance, and enjoying themselves thoroughly—

a

form of acceptance that Dada could not accept. The movement's de-

structive nature demanded new outrages. Andre Breton reportedly fa-

vored turning it into a secret society that would work to undermine the

authority of public figures. Breton took the lead the following spring

in organizing the mock ''trial" of Maurice Barres, a well-known French

writer who had abandoned his youthful liberal views to become a mili-

tant patriot and a bigot. Both Tzara and Picabia opposed this proceed-

ing, arguing that it sounded too "serious" and that it would look as

though Dada were embracing liberal causes instead of attacking every

cause impartially. Breton prevailed, however, and the "trial" took place

on Friday, May 13, 1921, in the Hall of Learned Societies, before a pre-

dominantly student audience. Barres, tried in absentia, was subjected to

every sort of calumny by the Dadaist tribunal (Breton, naturally, was

the judge). When the "Unknown Soldier" appeared in a filthy German

uniform and began to bellow abuse at patriotism in every form, sev-

eral students in the audience leaped up to attack him bodily, and the

performance disintegrated into a melee.

I.he next spring, Breton tried to organize a great international con-

gress of intellectuals and artists of every stripe to discuss the principles

of modernism in the arts. This hardly seemed the sort of destructive

activity that Dada was supposed to favor, and Tzara, among others,

flatly refused to go along with the idea. Breton thereupon published an

extremely violent attack on Tzara, whom he described in the journal

Comoedin as "an impostor avid of publicity." His intemperate lan-

guage got him into trouble with the other members of the organizing

committee for what had come to be called the Congress of Paris, and

the whole matter ended with a kind of trial of Breton at the Closerie

des Lilas, a famous old Montparnasse restaurant frequented by artists

and literary men. The meeting was attended by all the leading members

of the Paris intelligentsia, including Picasso, Matisse, Brancusi, Jean

Cocteau and even Erik Satie.

The American writer Matthew Josephson has described the scene in

his autobiographical Life among the Surrealists. "Never in my experi-

ence were words of such passion and flame hurled at each other by men

without coming to blows," Josephson wrote. "Breton spoke in rolling

periods in his own defense, while Tzara, leaping to the attack, fairly

screamed in his high voice, talking so fast that I could not follow him.

Erik Satie. the comic spirit of modern music, a paunchy man with gold-

rimmed pince-nez and a goatee, presided as 'judge' and seemed to be

laughing over the affair. ... In the end—after all sorts of absurd

charges had been hurled back and forth—the consensus of the meeting

was expressed in a vote of nonconfidence in Breton and his proposed
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(]()iifir('s.s of l\ins uliirli ilm>. in its prcparatorv stuf^rs, collapsed.'"

Tlic coliait^c ol DadaiMii in I'aris lojlowrd s()<mi alttTward. Breton

liaii^hlilv w illidrcw. annonncni^ tlial Dadaism had l)«'rn tiirrrly "a slah;

olrnind wliicli scrNcd to k('»'|i us in a stale ol reailiness frotii which we

>liall iKiu start oiil. in ;ill hniditv. low.ird that which calls us." (Two

years later he would idenlilv the new niovenient: Surrealism.) Picahia,

who had heen hored with Dada lor some time, amused himself hv at-

tackini: all the Dadaisis in one-shot puhlicalions like l.a I'omint' <lv I'iris

(The I'liif ('one). T/ara replied with [tolcnMcs ol hi- own. and con-

tinued to stage occasional demonstrations that kept the movement alive

for another vear or so. liut Tzara himself had said that "the true dadas

are against Dada." and it was hecominp increasingly evident that Dada's

anarchic cneru\ had heen liirncd in upon itscll. Bv l')2l. most ol the

original Paris Dadaisis (not including Tzara) had followed Breton into

Surrealism, the new "revolution of consciousness."

In Germany, where Dada took a different course, its active life was

just as brief. Richard Huelsenheck had left Zurich early in 1917 and

returned to Berlin, where famine, despair and his own wish "to make

literature with a gun in hand'" caused Dada to assume a strongly polit-

ical form. Huelsenbeck had no love for his native country—he once

wrote that "Germany always becomes the land of poets and thinkers

when it begins to be washed up as the land of judges and butchers." At

this stage he saw the Gonununist Party as Dada's natural ally against

German militarism and middle-class stupidity, targets that he himself

attacked vigorously in the review Der Dada (which also printed the

savage drawings of George Grosz), in revolutionary lectures and ha-

rangues that were often broken up by the police, and in the climactic

Berlin Dada exhibition of 1920, whose central feature was a tailor's

dummy with a pig's head, suspended from the ceiling and clad in the

uniform of a German officer.

The other center of German Dadaism was Cologne. Jean Arp went to

Cologne in 1919 and joined forces there with Max Ernst, a young

painter he had know n before the War. and Johannes Baargeld. a painter,

poet and political activist who founded the Communist Party in the

Rhineland. Ernst and Arp collaborated on a series of collages made by

cutting images from books and magazines and then altering and reas-

sembling them to create disturbing new apparitions that they called

"Fatagaga" a Dadaist abbreviation for Fabrication de tableaux garan-

lisgazomelriques (Manufacture of pictures guaranteed to be gasometric).

With Baargeld, they also put on one of the most famous exhibitions in

the annals of Dada. It was held in a glassed-in courtyard behind a cafe,

which could only be reached through a public urinal. Inside, paying

visitors saw Fatagaga and other drawings on the walls; an aquarium

filled with red liquid, with a woman's head of hair floating on top and

an arm protruding from below the surface; a wooden sculpture to which

Ernst had chained a hatchet in case anyone wished to destroy it; and

a young girl (live) in a white communion dress who recited obscene

poetry. In no time at all someone smashed the aquarium, and the floor

was awash with red water. A complaint was lodged with the police, who
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came to close down the exhibition on grounds of obscenity; on finding,

however, that the item that had caused the most indignation was an

etching by Albrecht Diirer, they permitted it to stay open.

Ernst left for Paris in 1922. Arp had previously returned to Zurich.

Huelsenbeck, disillusioned by the Russian Communists' hostility to

modern art, abandoned the revolutionary struggle and embarked on a

trip around the world. German Dada was finished, although the Dada

spirit would live on for years in the work of an extraordinary natural

Dadaist named Kurt Schwitters. A poet as well as a painter, Schwitters,

who lived in Hanover, had contributed to the early Dadaist reviews, and

since 1919 he had been making collages out of newspaper, buttons, bus

tickets, rags, wires and other discarded scraps that he picked up—an

activity that was distinctly Dadaist in its substitution of "raw life" for

the traditional materials of art. "Every artist must be allowed to mold

a picture out of nothing but blotting paper," he once wrote, "provided

he is capable of molding a picture." As the latter part of this statement

indicates, Schwitters' rubbish art transcends Dada; in his subtle and

exquisitely balanced collages, which have profoundly influenced the art

of our own time, the refuse of a ruined world was organized into com-

positions of great beauty, and these may well have struck other Dadaists

as being too obviouslv esthetic.

I n any case, Huelsenbeck and his Berlin colleagues considered Schwit-

ters' political attitude hopelesslv bourgeois, and they refused to show

his work in the 1920 Dada exhibition in Berlin. Schwitters thereupon

formulated his own version of Dada, which he called "Merz." a non-

sense word that had appeared on a scrap of newspaper in one of his

own early collages— it was actually the second syllable of the German

word Kommerz. Said Schwitters:
"
'Merz' stands for freedom from all

fetters, for the sake of artistic creation." Working outside the main-

stream of Dada. he continued after the movement's demise to fabricate

his Merz collages, write his Merz poems in the manner of Gertrude

Stein (the most famous is his charming Anna Blossom Has H heels),

and give Dadaistic readings and lectures. At one of these public appear-

ances he "read" a poem that consisted of a single letter, W. It began

with a whisper, rose slowlv to the sound of a wailing siren and ended in

a series of short, loud barks. He also invented a "'bird language." and

visitors to his house in Hanover sometimes found him sitting in a tree

in the garden, twittering down at them pleasantly.

Schwitters turned his own house into a Merz sculpture, a fantastic

labyrinth of jutting partitions, tunnels and excrescences which he kept

on multiplying endlessly until he left Germany for good in 1937. The

"Merzbau," which he considered his lifework, was destroyed by Allied

bombs during World War H. Schwitters had started work on a new

Merzbau in England, under a grant from New York's Museum of Modern

Art, w hen he died in 1948.

What did Dada accomplish in its brief and riotous career? The enor-

mous contemporarv interest in the movement—there is today a Dada

Association in Paris that puts out a report twice a year—suggests that

something more was at issue here than zany behavior and attempts to
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"anything goes" attitude that lias made the [)resent period a field day
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deny that Dada forced them to question the hasic assumptions of all art

and thus cleared the air for fresh and vital ex[)eriments. Destruction,

as the revolutionarN Mikhail Bakunin once said, is also creation.

We may tend at this period to overrate Dada's sfjccific contrihu-

tions. European art between the two Wars concerned itself primarily,

after all, with the old esthetic problems of form and space, and even

Surrealism, which arose from the ashes of Dada, was guided by some

rather rigid theories about the unconscious— theories that had little

to do with the bumptious antilogic of the Dadaists. At another level,

though, it has become increasingly clear that Dada embodied in con-

crete and dramatic form one of the most characteristic problems of art

in our time—the true relation between art and life.

In refusing to take an esthetic attitude toward life, the Dadaists were

the first to confront this problem directly. "Art is not the most pre-

cious manifestation of life," Tristan Tzara wrote in his 1922 Lecture on

Dada. "Art has not the celestial and universal value that people like to

attribute to it. Life is far more interesting. Dada knows the correct

measure that should be given to art: with subtle, perfidious methods,

Dada introduces it into daily life. And vice versa." Turning their backs

on high art. with its artificial ordering of experience and its rational

hierarchies of meaning, they opted for "obvious, undifferentiated, un-

intellectual life," which they saw as a series of irrational collisions

ruled by chance, and considered all the more precious because it was

being extinguished with such mechanical efficiency on the battlefields.

Life, absurd as it might be. was what mattered. The same idea lies at

the heart of much contemporary art and literature, and it is one of the

basic principles of Existentialism, the most influential 20th Century

philosophy, which postulates individual human action as the sole proof

of existence in an absurd universe. This is what Jean-Paul Sartre had in

mind when he said, pontifically, "I am the new Dada."

Most of the leading Dadaists went on to become what they had fought

so hard against—creative artists like Arp. Ernst and Schwitters. poets

like Breton and Tzara and Aragon. Hugo Ball, who founded the Cabaret

Voltaire, stayed on in Switzerland and eventually became a religious

mystic who was venerated as a kind of saint by the people of his region.

Huelsenbeck completed his medical studies and became a practicing

psychiatrist in New York. Picabia withdrew into scornful silence, living

in partial retirement at Cap d'Antibes. Only Marcel Duchamp. who had

remained more or less aloof from the movement, would carry the im-

plications of Dadaism to their logical conclusion.
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D'ada, the most aggressively radical movement in art

history, was born in a tiny cafe in Zurich, Switzerland, a

neutral island in the bloody quagmire of World War I

.

More than just a reaction against war and the society that

fostered it, Dada attacked anything conventional and

sacrosanct—government, literature, art. It was, according

to Marcel Duchamp, "a sort of nihilism . . .a way to get

out of a state of mind—to avoid being influenced by one's

immediate environment or by the past, to get away from

cliches - to get free."

The Dada spirit coalesced into a tangible movement in

1916 around a volatile group of freethinking intellectuals

and artists who wanted to reject the complacent past

and protest the horrible present by creating their own

world of satire and shocking polemic. The Zurich Dadaists'

outcries against a society they found intolerable attracted

followers in Berlin, Cologne, Paris and Hanover. And

though the movement burned itself out within six years,

doomed by the very individuality of its members, its

spirit and its innovations still live. In 1966 a navel-shaped

plaque (above) designed by Dadaist Jean Arp was

erected to commemorate the golden anniversary of

Dada's birth at the Cabaret Voltaire in Zurich's

Spiegelgasse (right). The forces of artistic freedom that

Dada unleashed went on to inspire Surrealism, Abstract

Expressionism, Pop Art and whatever other strange and new

forms art may assume in the future.

The Dada
nvasion

This fish-eye photograph of the

Spiegelgasse today echoes the

symbolism of the navels (painted

on the street) which represent

Dada's birth and fresh approach.

The Cafe Meierei occupies the site

where the Cabaret Voltaire stood.
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Jraii Arp, Tristan Tzara and Hans Hichlcr, IQT

IIn- tirirtii.illy <oiisli(iilc() fioiirgrois," wrote; Jf;an

\r|). [(ossrsscs ralhfr Irss iriiaf.'iriali«in ifiari a worm
and has, in place of a hfart, a larf^rr-than-lifc-si/cfj

corn wliicfi Iron Ides lijrn wfirn there is a change in the

wcallicr the slock cxcfian^r wcathnr." Su«:h

iirihridlcd contempt lor the moneyed middle class

and all it held dear was the secret of Dada's meteoric

rise to fame in a disillusioned generation.

The first of the arts to come under Dada's attack

was poetry; the assault was launched hv Hugo Ball,

liirnself a poet in the [)ada manner. The gangling

conscientious ohjector once wrote ahout an early

performance at the (Cabaret Voltaire, when he recited

his works dressed in a Cubist costume (top, left):

"My legs were encased in a tight-fitting cylindrical

pillar of shiny blue cardboard . . . so that I looked like

an obelisk. Above this I wore a huge cardboard

coat collar, scarlet inside and gold outside, which

was fastened at the neck in such a way that I could

flap it like a pair of wings by moving my elbows. . . .

Everyone was very curious. So, as an obelisk

cannot walk, I had myself carried to the platform in

a blackout." He then began to recite one of his

"sound poems," slowly and majestically: "gadji beri

bimba glandridi laula lonni cadori. . .
." Ball's own

invention, the "sound poem" was intended "to

surrender the word, conserving for poetry its most

sacred domain." The wild and brilliant Romanian
poet Tristan Tzara wrote a work entitled Roar: it

consisted of this single word repeated 147 times.

Emmy Hennings, Ball's mistress, sang folk songs

and also recited poetry in a shrill voice that

irritated audiences as much as the antics of her

male colleagues.

Fifty years later, during the 1966 anniversary

celebration for Dada, the citizenry of Zurich tried

to re-create the electric atmosphere of the Cabaret

\oltaire. Inside an elegant cafe (hollom, left).

performers read poetry; one even imitated Ball's

costume. Outside, a brass band plaved off-kev.

children were hired to throw snowballs, and a crowd

of 1,000 chanted "Dada is all. Long live Dada." Even

the mayor joined in the fun. There was no doubt

about it : Dada had come full cycle; it had itself

become a bourgeois institution. And this was quite

in the Dada spirit: as one Dadaist put it. "The aim

of Dada is the destruction of Dada."

Celebration of Daiia's 50th Anniversary.

Cafe Odeon. Zurich. February 1Q66 69



Jean Arp in his studio. Meudoii

I nvention was the essence of Dadaart, and two of the

most inventive Dadaists in Zurich were Jean Arp (ahovc)

and his collaborator and wife-to-be Sophie Taeuber.

Arp was described bv Alfred Barr of The Museum of

Modern Art as "a one-man laboratory for the discovery of

new form" such as his egg-smooth sculptures, which

have been compared to ''clouds on the verge of forming

recognizable objects." His ambition was "to teach man

what he had forgotten to dream with his eyes open."

Sophie also experimented with abstract drawings and

colorful tapestries such as Elementary Forms ( lop, rif^lil ).

Marcel Janco, the Romanian architectural student, cut a

dashing figure in his pinstripe suit and cravat. But he

was far from formal in his choice of materials plaster,

burlap and masonite fortti the work at right and his

opinions on art were pure Dada. "Who on earth, in those

days of collapse." he later wrote, "was still ready to

believe in "eternal values.' in the 'canned goods* of the

past, in the academies, the schools of art? Fhe cry of Dada

became universal to hell with beauty!"
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Francis Picabia: I cry Hare Picture upon the Earth. 1915
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Krancis Picabia: Marhiiw Turns lutsl. 19I()-I917

T,lo rnanv of the Dadaists. mechaiii/atiori

threatened to turn men into robots. Francis

Picabia satirized this danger in I cry Rare

Picture upon the Earth (left). Executed in

New York a year before Dada's birth in

Zurich, it actually has machinelike parts

three-dimensional wooden forms painted with

gilt and silver. Like Duchamps Ijir^e (>l(is.s.

Picabia's creations often illustrate mechanized

sex: the numbered gears in Machine Turns

Fast (dlxne ) arc labeled '"man " and "woman."

(rirl Horn nilhoiit Mother (above, right) is

not otdv a poke at sex but mav allude to

Erichthonius, the "child born without

mother," described by Ovid.

Max Ernst, who helped found Dada in

Cologne, produced a sex machine carefully

drawn in pencil and colored crayons.

Childishly innocent at first glance, it reveals

on closer examination its humorous

overtones. Its inscription l)egins: "By minimax

dadamax, a small machine which he

constructed for fearless pollination. . .
."

Francis Picatna: <,irl Horn iiilhoiil Mother. 1417

Max Krrist : .S/7J«// Mttthinr ('onslnirlnt hv Minimax lUuinnmx in I'rrsttn. 1919
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Kurt Schwitters: The first Merzlxiii. 1923
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Kurt Schwitters: Thr iMimlit-Dmior, 1919

74 Kurt Schwitters: Third Merzlxiu, 1948



o,I all llic Dadaisis, only llic (icrinati Kiirl Scliwillcrs

was ri(»l a prolrsscd anli-arlisl; in lad, lie was "aljsojiilcjy,

unreservedly, 21-li()iirs-a-(lav I'Ko art," accordinf^ lo the

Dada arlisi and liislorian Hans Kicliier. Anything llial

had heen discarded as useless Schwillers eagerly exhutried

"and reslored lo an honored plaee in life hy means ol Ins

art," said Hieliler. His passion lor enshrining lh<- refuse

ofa war-torn eivili/ation eulinitialed in "the cathedral

ormisery."or Mrrzhaii ( Ir/i ). the sho\v[)iace of \lrrz, his

own hrand of Dada. Dunn-; llic W ar llie \lrrzhnii was

destroyed. Hehuilt arudfier rrniseurn of V/rrc in Norway.

It, loo, was demolished. He lied lo Knglarid and worked

until his death iti MHHcrealing the third MrrjHtii ( hrlou },

an I tn me rise collage on a harri wall, its plaster grip

holds a watering-<afi spout, wfieel runs and a ruhher hall.

Dada > hitterness and [lessimism were huned with

the move men I, hut its opiumsm remained very rriiicfi alive

largely hecaiise of .Schwitters. One of fiis statements

e[)itomi/es Dadas most far-re^aehingeontrihution. Asked

"What is art?" Schwitters replied, "What isn't?"



Turn', 1918. Detail, below
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IV

A Legend
under Glass

// hdl is Ic/I of Ihidd? . . . (ihoic (ill llic rciiKirkdhlr /tcrsoiifilily o/ Marrcl

Diiclidinp. irhosr spirit, ichosr moral (luslrrily and haii^lily (Irlachmrfil,

icliosc rxprnmrnls ami pro/atind llutuiihl siirpasscil ihc liinils <>/ Uada.

(;K<)l<<,h> III f.NKT

iii()"s last painting on

veritable ratalogue of his

techniques, he made

ns on the artist's craft

watches, a bottle brush

ough a painted rip and

adows of some readvmades.

lu-ould perhaps be argued that Duchamp was never a true DadaisuJ}a-

daism's anti-art violence really proclaimed the vitality of art, in the same

way that the passionate atheist, hv the very force of his denial, affirms

the power of religion. As Diicliariip himscll once pointed out, the onl\

way to be truly anti-art is to be^indHIerent to it, and from the tim<' of his

first trip to New York in 1915, he had shown an increasing indifl^crence

to anv of the rec-ognized forms of art. Why, then, did he choose to re-

main w illiin the art world at all? W hv not turn his back on it entirelv. as

Himbaud did? I'he question, like so manv others about Duchamp, re-

mains unanswered.

lie painted one new picture in 1918, his first in lour years. Katherine

S. Dreier, a formidable persuader, had asked him for a painting to fit the

long, narrow spaceoverthelibrary door in hera[)artment on Central Park

West in New York. Duchamp's canvas, entitled Tii m\ became a sort of

inventory of his principal ideas and preoccupations up to that time. The

composition C/w^f 76j is dominated by three readymades bicvcle wheel,

corkscrew, hat rack whose shadows he projected on the surface and

then traced bv rubbing a lead pencil over them. The sinuous contours

of the Standard Stoppaf^rs. his ""new forms to the unit of length"' ob-

tained by dropping three one-meter threads from a height of one meter,

appear at bottom left and again to the right of the picture. A long row of

overlappingsquares of color, suggesting paint samples and executed with

mathematical precision, runs the gamut fromgray to yellow and leads the

eye to what looks like a large rent in the canvas, from which protrudes

a bottle brush; the rent is an illusion, painted in tronipe I'oeil. but the

bottle brush is real and so are the three safety pins used to "close" the

illusory rent. Just beneath this double deception is a pointing hand that

wasexecuted by a professional sign painter w hom Duchamp hired for this

purpose and whose signature, ''A. Klang," is visible below. The bright

color (unusual for Duchamp since his Fauve period) and the delicate bal-

ance of the composition make this one of Duchamps more superficiallv

pleasing paintings. Du( hamp alwavs considered it a mere resume. His

somewhat mvstifving title for it. /// m\ is generallv believed to be an
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abbreviation for the French /// m'rriniiics (you bore me), which may

have expressed his own attitude toward the painting or its recipient or

art in general— Duchamp had nothing to say on the matter. In any

event, it was to be his last lormal painting on canvas. Soon after complet-

ing it, he left New York for Buenos Aires. While there, he sent directions

to his sister Suzanne in Paris for the construction of an I nhappy Ready-

made: a geometry textbook, to be hung from the balcony of Suzanne's

Paris apartment so that the problems and theorems, exposed to the test of

wind, sun and rain, could get "the facts of life." Suzanne carried out his

instructions faithfullv and painted a picture of the result.

Duchamp returned to Paris in 1919. Although his disdain for groups

kept him from participating actively in the Dada movement, he met all

the Dadaistsat Picabia's apartment, where he was staying, or else at their

favorite bar, the Cafe Certa, and his effect on those young rebels who

held nothing and no one sacred was mesmerizing. The Dadaist writer

Pierre de Massot has described his first meeting with Duchamp, ''whom

I had been hearing about for more than a year, and whose every act, ev-

ery word that was repeated to me, had opened up unlimited perspectives

on the future. . . . Immediately, I liked that face, that admirable pro-

file of a purity without equal, that sovereign elegance in clothing, ges-

tures and speaking, that kind of haughty dandyism that tempered the

most exquisite politeness and that silent laugh that cut the ground from

under pedants." Duchamp's maltreatment of the Mona Lisa was in its

quiet way as savage an attack on traditional art as anything the Dadaists

managed to think up, and his payment of a $115 dentist's bill with an

elaborately fabricated check drawn on ''The Teeth's Loan & Trust Com-

pany. Consolidated" (pfi^c ^1 ) was itself pure Dada. Early in 1920,

though, feeling perhaps that his territory was being encroached upon in

Paris, Duchamp went back to New York.

Jean (".rotti, an invrntivo artist who married

Duchamp's sister Suzanne, made this

striking portrait of his future brother-in-law

in lead wire with a carefully modeled pate

of fabric and hair and two perfectly colored

porcelain eyes. Crotti's experiment with

wire constructions, done in 1915, pre-dates

by about 10 years similar likenesses by

the American sculptor Alexander Calder.

I n addition to picking up where he had left off on the Larfj;e Glass, he

became involved with experiments in the fields of motion (which had in-

terested him since 1911) and optics. He discovered, quite by accident,

that when two spirals revolve on a common axis but slightly off-center,

one appears to come forward and the other to go back— the so-called

"corkscrew effect." Duchamp built an apparatus in 1920 to demonstrate

this principle. It consisted of five rectangular glass plates of graduated

lengths, each one having black lines painted at each end, attached to a

metal rod that was turned by a motor. Man Ray, who was then on his way

to becoming one of the most original photographers of the time— he had

taken up photography as a means of getting good reproductions of his

own paintings, but it was becoming a full-time job —brought his camera

in to photograph Duchamp's Revolving (^lass and was nearly decapitated

when one of the glass plates shattered while turning at high speed.

The /^et'o/i;m^ G/rt.s.s led Duchamp, some five years later, to construct

another machine along similar lines, called the Rolary Demi-Sphere, Pre-

cision Optics, which also incorporated a virtuallv untranslatable pun.

This Rotative Demi-Sphere. Optiffue <le l^recision (to give it its French

name) consisted of a half-globe mounted on a disc covered with black

velvet; the globe was painted with white spirals against a black back-
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•ground. On i\ {{)\)\u'r Iratrir siirnnitKlin;: iIk' "Ii--*' were llir u<»r<U "Ixmsr

S('l(ii\ rl tnoi rstiimniis Irs rt i Inniosi-s <lr\ rsiiiiimmi \ mi\ inols «'w////\."

Ins(-ri|il ion. liisc and ^lolx- vvrrr inoniih-il on a stand and rdtalcd \t\ an

clcclric molor scl in llic Ita^r ilic cllcci. Iiolli ()|)li(-al and kinclic. was

sonicvvlial likr llial ol a tii(-< lianical Ix-llv datnrr.

I lie ni sen
I

>l It) II alio II I I lir " (•stjiiuiKui \ <iu\ in tils rxijins' was lo unitrar.

ill Iriincalcd loriii, in anollicr |)ii(liani|» work a year lalcr. Dncharrip and

Man Kav ((dlalioralcd on a iilni in which Diichanips rcv(dvin^ spirals

allcrnalcd with his vcrhal (•orks(r<'ws, arnorifi ihcni the inscription Irorri

ihc l\nliii\ I hnii-Sfihcn' iiiiiiiis I he words "litosc Srhii\ rl nioi. Tlic

lihns tith' was siiitahlv Diichaiiipiaii : Inrrnir (i/ir/iKi.

S'(ton alter his rcl urn to New York. Diichamp lell t he need lor a chanj:e

ol idenlilv. The lacl I hat he chose a lemale all(*r cf^o, "lirose Selavy,"

an<l oven liad hitiisell photographed hy Man Hay in a woman's clolhos to

signali'/e the event, pu/.zlcd a tuiml)er of his friends and doubtless gave

rise I o consi(leral)le psvchoanaly tic spec illation. Diichamp'sow n explana-

tion is characteristically Irec of logic. "It was sort of a rea<lvrna(l<'isli

action." he said. "I first wanted to get a Jewish name, which I thought

would he verv good in view of my Catholic backgrourul. But I didnt find

one. Then the idea jumped at me. whv not a female name? Marvelous!

Much better than to (change religion would l)e to cfiange sex. 'Kose' was

just theeorniest girl's nameat that time in France, and Sclavy, of course,

is r'rsi la vir. The two r's in Rrose came about the next year, when Pica-

bia did a painting called The (.(uodvlndir Evr that he wanted all his

friends to sign. In signing I wrote the word arroscr, and the two r's in

that gave me the idea of keeping them in the name." Rrose Selavy soon

appeared in a readymade, as the woman of fashion on the label of a per-

fume called "Belle Haleine Eau de Voilette" ("lieautiful Breath Veil

Water"), and a photograph of this new work served as the cover for still

another Duchamp-edited magazine, called \eic ) ork Dada, whose one and

only issue contained, among other items, a manifesto by Tzara and a car-

toon bv Rube (Goldberg.

Rrose also took to coining puns and signing readvmades of her own.

such as the two that appeared in 1920 and 1921. The first of these, which

Duchamp gave to Katherine Dreier, was Fresh U idoiv. a carpenter's

window sam[)le (FriMuli window) whose [)anes had been covered with

squares of polished black leather (freshlv widowed). The second was a

small bird cage which is hlled with what look like lumps of sugar but are

in fact blocks of white marble, and out of which project a thermometer

and a cuttlebone; the title of this oddity, which Duchamp presented to

Miss Dreier's sister, Dorothea, and which is now on display in the Phila-

delphia Museum of Art, is H hy \ot Sneeze? All these artifacts perform

moreor less the same basic function, requiring us to make a verbal and /or

visual somersault and thereby creating a "new thought" for a familiar

object. They are not so much objects in the physical sense as objects of

the mind "brain facts" (cerrellites). as Duchamp once described them.

Significantly, Duchamps Dadaistic and anti-art activities did not pre-

vent him from playing a vital role in the formation of two of the most

important collections of 2()th (^enturv art. Kver since 1915. when Du-

l)u(hutn|)\ lealure.-i, in the puise ttf his alter

ego, Rrose Selavy. were reproduced on ttie

latiel of a perfume l)ottle which appeared on

the rover for \ric ) orA' />«</«. a one-issue

m;if;azine he edited. Krose Selavv was also

the author of se\eral puns and the two

rcadv tiiadcs shown on the following page.
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Rrose Selavy made h'rrsli It iilou during

Duchamp's visit to New York in 1920 and

1921. The work is an ironic pun utilizing

a carpenter's sample French window with

black leather for panes. If hy \ol Sneeze?

(below) was commissioned by Katherine

Dreier's sister, who refused to accept the

completed object a bird cage filled with

sugar-cubc-sized lumps of marble,

a thermometer and a cuttlebone.

champ fir.st came to New York, Walter Arensberg had sought his advice

on new paintersand sculptors, both Kuropeanand American, and he often

commissioned Duchampto procure individual works for his growing col-

lection. Duchampcontinued to functionas Arensbcrg's unofficial adviser

when he returned from Paris in 1920. That same year, he also consented

to collaborate in a pioneering venture by his old friend and patroness

Katherine Dreier. Miss Dreier had channeled her passion for modern art

into a personal crusade. She had decided to found an educational insti-

tution, a society that would put on modern art exhibitions (using her

own col lection as a basis), arrange lectures and devote itself to converting

the [)ublic which remained either indifferent or hostile to the cause

of contemporary art. A domineering woman of tireless energy and Wag-

nerian proportions, she was the antithesis of Duchamp in every possible

way, and they got along famously. It was Man Ray, whom Duchamp had

recommended as vice-president, who gave the organization its title: "So-

ciete Anonyme, Inc." As Miss Dreier never tired of explaining, the

[erm '\s<><iet(' (tnonvmc'^ in French was equivalent to the English term

"incorporated," so the name really meant "incorporated corporation." It

was the first institution devoted to modern art in America, preceding by

nine years the founding of the Museum of Modern Art for which, in a

sense, it had prepared the way.

n 1921 during a six months' sojourn in Paris, Duchamp [)roduced a

single new rcadymade called La Ha^arrc (friustcrlil: ( T/ir Hmivl (it lus-

trrlilz). Anothercarpenter's window sample, this one had real glass panes

bcaringthegla/ier's white mark to show that thev had just been installed.

The title isa highly complicated pun referring both to the railway station

of Austerlitz in Paris and to the famous Napoleonic battle. In January

1922 he was back in New York again, and workingonce more on the Ijirge

67a.s.s. The work proceeded without undue haste. One phase, in fact, con-

sisted entirely of a process that Duchamp called "dust breeding"—he let

the dust build up for six months on the glass panels in his studio, pre-

paratory to sealing in this accumulation with varnish on the area of the

composition that he referred to as the "sieves"; this was for the purpose

of getting a color that "did not come from the tube." Man Ray photo-

graphed the CAass with its six months' accumulation of dust, and the

result looked something like a closeup of the moon.

More and more now, the Glass was taking on the legendary aura of a

famous work that no one had seen. When Walter Arensberg and his wife,

theoriginal owners, moved permanently to Los Angeles in 1921, they gra-

ciously sold the Ijirge Glass to Katherine Dreier so that Duchamp could

continue to work on it. Hecontinued v/orking, in his manner, for another

two years. And then one day in February 1923 he stopped. The Large

Glass was far from being finished. Several important elements of the origi-

nal conception had not even been suggested visually. But after 10 years,

Duchamp was bored with it. l/ir Bride Stripped Hare hy Her Haehelors,

Even, the most enigmatic and by all odds the most complex work of art

produced in our time, had reached what Duchamp called its "definitive

stage of incompletion."

There is no really satisfactory explanation for the fact that Duchamp
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hilled lo coiiii)!!!!' Iii^^ fircal work. Hiil iIiin docs iiol srnii lo li.ivc Iroii-

l)l('d l)u(-haiti|) ill t Id* least . K.veii I he aecidetilal hreakiri^ol t he (rhi^s ilself

(ailed lo sirike him as especial I v I raf^ic. in 1020, hd lowing an ••xhihiliori

al the jtrooklyi) Miiseiiiii in which il had a|i|M*ared, the two |iaiie|s

were placed one on lopol the other, packed m a wooden carton and l<)u<l-

vA rat her casual I \ on I lie hcd ol a I ruck lor I he trip Ikk k lo Mi-^s Dreier's

house in Connecticut. The carton reiiiained closed lor several years.

When it was linallv opened in I9.'i() and the work inside was discovered

to he a mass of splintered frafjments. Duchamp caliiiK set to work rcTpair-

int; it . He worked lor three moni lis in Miss Dreier's garage, re-assemhiitjg

each lit lie shard and splinter and (la mpinf.lt he whole helween two lieavier

sheets of glass. The intricate network of cracks, in which some admirers

saw a striking resemblance to the StaiulanI SlopfKiirrs. neither [)leased

nor (list rcsscd him. W e can on I v conclude I hat lor DiHlianip. I he \ isiial

realization ol his ideas was never as important as the ideas themselves.

I^ainlinii was above all a mental act.

B'(•lore venturing into the strange and marvelous eountrv of I)u-

chani[)'s Lar^c Class, the explorer would l)c well advised to check his

e(|uipment. Good eyesight, a lively imagination and a certain familiaritv

with the dcNclopment ol niodcni art. usclul though tlicv mav he. will

prove insufficient in this case because tli(> CAuss itself, the nine-foot-high

object that stands today in the Philadelphia Museum of Art, is only one

part of The Bride Stripped Hare by Her Haehelors, Even. The other part is

to be found in the written notations that Duchamp collected between

1912 and \92'A and hnallv published in facsimile in 1934 under the title

fiotle I erte (Green liox). This is a collection of 93 documents of varying

size and shape, describing in elliptical, poetic and often absurd language

the purpose and function of every element in the Class.

Duchamp [)lanned originally to have the notes made up into a kind of

catalogue "like the Scars, Roebuck catalogue," as he described it, which

would then be exhibited together with the Class so that the viewer could

consult both simultaneously. He never got around to doing this, but he

has often said that he considers the notes at least as important as their

visual representation in the Lar^e (jlass, and some knowledge of the notes

is absolutely essential to any understanding of the work as a whole. For-

tunately, a translation of the notes by art historian George Heard Hamil-

ton, arranged and put into book form in a typographic facsimile by the

British painter Richard Hamilton (no relation to the translator), made

this indispensable piece of equipment available to a wider public.

The G/rt.s.s itself is to be viewed not only in its entirety, but in its in-

dividual parts which, machinelike, have their own functions within the

larger function of the whole. Iliese various segments, furthermore, are

logical developments of earlier Duchampian conceptions: the Ijirge

(77r/.s\s, therefore, should be looked at in its historical context as well as

for its immediate significance. An examination ol this kind— a guided

tour, so to speak through Duchamp's strange and fascinating master-

piece is undertaken on the following pages, with descriptive passages

that arc cither derived or directlv quoted from the translations of the

documents which Duchamp colliMted in the Creen Ho.x.

^ "J^ll.,.

///r^^
''<nuA^ t^^'^J^

in 1919. in itic Uwv Datla spirit. Duchamp

made up a fake ctirclc which he pave

to his dentist in pavment of a bill for SI 15.

Drawn on the "Teelh's l.oan and Trust

Company, Consolidated." the bogus check

was accepted by the dentist, who later

(troved himself equal to the prank bv

selling the check back to Duchamp for

more than its face value.
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I n the 40-odd years since he stopped working on it,

Marcel Duchamp's unfinished magnum opus The Bride

Stripped Bare by Her Baehelors. F.ven (also known simply

as the IjLr^e Glass) has been all but ignored by the art

world; today, however, it is gradually gaining a reputation

as one of the most important works of the century. In the

cryptic forms and tracings sandwiched between its

nine-foot cracked glass panels, critics have professed to see

meanings ranging from the frivolous to the Freudian;

through it all the Glass has remained as enigmatic a

challenge as the Mona lJsa\ smile.

For this is quintessentially the world of Marcel

Duchamp, and it is like no other. It is a work in which

visual and verbal concepts hold equal sway: it cannot be

deciphered without reference to his notes—many scribbled

on scraps of paper—which Duchamp collected in the Green

Box (opposite). Because the Glass cannot be looked at

without being looked through at the same time, it tends to

absorb into its w orld everything else visible around or

behind it ; its own background is thus an ever-changing

readymade. And if its individual parts are fascinating, its

total effect is unique: this is a vision of the

fourth-dimensional world of Duchamp's innermost ideas.

The hirge Glass, in sum, is its own reality and can only be

viewed as such— the logic of the everyday has no place here.

On the following pages, author Tomkins conducts a guided

tour through Duchamp's masterwork.

Through the

'Large Glass'

Conipanion-[)iete to the Lir^c

Glass, Duchamp's Green Box

contains exact facsimiles of 93

(locutnents, mostly old scraps ot

paper, recording his thoughts as he

develo[)ed this climactic work.

Signed copies of the liox are now

valuable collectors' items. Ihe

Glasses full title appears on

the cover in French.
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Thr I'assagc oflhr I irf:in to ihr Hriilc. 19

:»Y\f!t

Stud) lor I irgin, 1912

Ihrhree early works by Du(hani[). all made during his Munich

sojourn in 1912, provide an unusually clear guide to the

development of his visual ideas for the Large Glass. Beginning w ith

the ( irgin (a study for which is at left), Duchamp introduced

the notion of the human body as a mechanical sex object. In Tlir

Passage ofthe I irgin to the Bride (above), he visualizes the

"moment of change" from one state to another. And in The Bride

(dhore. right ). a technicaliv superb painting, he shows a full\

realized. [)re(iselv nicchanized being, thus completing the cvclc.

Although both the actors and the action of /^a.sw^'-f' are difficult to

determine, one critic. Lawrence 1). Steefcl. claims that he can see

the Bride spreading across the canvas from lower lelt to u[)per

right, her skirt, chest and even an arm '"flung across an indistinct



One clue to the imagery in these

works is the form above, a significant

detail from the Bride section of the

Ijirge Glass which Duchamp called the

"wasp" or "sex cylinder." Notice its

recurrence in Passnfie and The Hride.

Below is a version of a male element,

the realistically rendered Chocolate

Grinder, which appears in the Bachelor

half of the Ijirfie Glass.

The Bride, 1912

face at the upper right corner." Duchamp, as usual, offered no

corroboration and left it to the viewer to determine where the

Bride is and what, if anything, is happening.

But more important than any real or imagined imagery are

the ideas behind these works. Earlier, in Portrait, Sad Young

Man in a Train and \ude Descending a Staircase (pages 25-27 },

Duchamp had pictured, on a two-dimensional surface, figures in

motion through time and space. Here, however, he was working

with the far more abstract and intellectual concept of

transmutation. More than just the physical act, Duchamp

wanted to depict the once-in-a-lifetime, irreversible change from

virginity to bridehood—a process which is almost, but not quite,

consummated in The Hride Stripped Bare bv Her Bachelors. F.ven.

Chocolate Grinder. 1914



Viewpoint C: \etu</rk ofSltjfj/Mif(f\ 1914
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I.I ho lar»\ extnionlinary painting at left i$ a oompo5>ite of three works
related to the Li/j^' (;^iss—a kind of topoajaphical nwp. The elen»ent:j

nuiv be <iu£ltxi out if the >*ork is seen frvnn three ditTerent fvmts of
view

.
Y Tom \ ie» ^K>iiit A. one can di<<-enu near the to^\ the tkures of a

young girl and a nwtn in joyous dance celebrating .^Y"^* '^<' ^"'l^

ol the unhnishtxi picture. This umierlving work relates thenwticalN

the st^vual encounter betw cen nule and fenule to I he Lxrvy (4as».

y ann \ iewj^toint B. a faint, pencil layout of the (^i.ss can be seen, half

actual si/e. The bast^ canvas has been ov erjxiinteii w ith two dark side

panels to rt\iu«^>e its prv^^K^rtions to that of the (^Arss, The thml
clement in the (.xiintini: istvn fann \ iew^Knnt C) is the \rtHt»rtt»/

Sf(¥Y»<j4.rs. which s:ives the whole work its title. Thest* nine black lines

the "slop^vi»»** is the standarvi unit of nK\»surtMnent in Ouchampian
phvsics kxate the evict ^K^sitions for two un^Kmant eleuKMUs m the

Ivichelor section of the (^».<s, the capillarv luU-s and the nialic nK»lds-

l>iuhamp dev istxl ihcst^ "rulers'' bv dr\>pping three oiu^nKMcr-long

thri\ids Ironi a height of one nietcr and then tracing the random
undulations to nuikc three templalt^. These were trai-t\i three tiim^ to

make the nine lines on the canvas, llie nuniK^reii circles alons- the lint»s

indicate ^K^sitions for the malic nwWs. After this nwppingon can\a.<.

Ouchamp made a preliminarv \ersion of the nwlic molds and
capillarv tuln-s. in his first work on glass f ii^nr i. Ouchamp kept it

upon the mantle o\cr the Hreplace in his New York a^xartment.

s:





Ldrgr (ilti.'is. I91.')-li)2,'5 (()hot()f;ra|)li rt'loinlu-d lor easuT >ludv )

A Guided Tour through the Strange

World of 'The Bride Stripped Bare

by Her Bachelors, Even"

u'sing George Heard Hamilton's translation of

Duclianips notes on the Ijirfrc (ilass as the basis for his

text, author (laiv in lOnikins here takes the reader, step by

step, through the various elements of Duchamp's

masterpiece. His word of caution: "Though Andre

Breton described this as 'a great modern legend." Duchamp

intended the Lnrizc CAass to be a 'hilarious* picture:

those who approach it with too reverent an air will miss

much, for it is rich in the comic spirit.'"

Ill cxamiiiiiie the Ijiriic Chiss it is best to begin willi the Hachc-

lors. and to work upward, observing one by one the elements of

this curious machinerv whose sole function is to make love.

At the far left-hand side of the lower panel appear nine reddish-

brown birins that at first glance resemble chessmen. These are

llii-riiabi riioids. alrcidy tiimibar Iroin the l'>l I «liiilv on ^lan^

(ailed \<7// \liiiilr\ Miilii ( \inf Main \h>l)li) I hry reprewnl

llir |{a<'lic|(>rs, but in u Homcwlial iiidircci iiianti<*r: ihey arr (he

Kill lines (if btdiow molds from which cumIh <'ould be made, by

poiiriiifi in lead or some other molten snbslancr, of tiirie different

male biiiclionaries. Duchamp identifies these as priest, depart-

ment store delivery boy. f^endarme, cuirassier, policrman, under-

taker's assistant, llunky, busboy and statiorimaster. Vjnh of

these figures has an occupation for winch there is no female

('(piivaleiit lliii^ the Diicliampian term "malic," which doc»

not mean "masculine'' (niair in Krem b) but ratHer "male-ish.*

The malic molds are drawn in variishing-|)oint [M-rspective. Du-

champ outlined them ill lead wire and painted them with red

lead, a "provisional color* apfilied "while waiting for each one

to receive its color" i.e., he [(referred to leave the choice of a

{MTniancnl color to chance and natural oxidation.

Iroiri the top ol (a( li mold. "ca[)illarv tubes" run toward the

center of the (riass. j hese lubes follow the contours of the

Sldiulnnl Stopfxifics, and they all converge in the first of a series

of seven funnels, or "sieves," which describe an arc in the mid-

dle of the |)anel. The last four sieves (which Duchamp also refers

to at times as "(larasols") are mottled and dark; their color

comes from the du>I that Duchamp allowed to breed on this part

for six months, and then sealed in with varnish.

Directly beneath the sieves we find the "chocolate grinder.*' also

recognizable from previous studies. The central location of this

item and the references to it in Duchamp's notes leave little

doubt as to its "malic " function. The grinder operates independ-

entiv of the other elements of the Bachelor Machine, illustrating

Duchamp's "adageof spontaneity," which states that "the bache-

lor grinds his chocolate himself." The chocolate, "coming from

one knows not where, " is ground between the rollers, where it

leaves a deposit of "milk chocolate." Rising vertically from the

top of this apparatus is a rod whose function .seems to be fully as

explicit as that of the grinder— it is called the "bayonet" and it

supports a pair of large, X-shaped "scissors. " But. as we will

observe when we come to the operation of the Bachelor Machine,

this sturdy bayonet does not [)erform at all in the manner we

might expect, nor for that matter do anv of the other elements.

The dangers of a too-literal interpretation should be kept firmly

in mind at all times.

Just to the left of the chocolate grinder and below the malic

molds is the "glider," or "sleigh. " a sort of carriage on runners,

equipped with a "water wheel. "The glider is driven by an "imag-

inary waterfall" (we do not see it) that supposedly falls on the

water wheel; this turns the wheel and causes the glider to slide

backward and forward on its runners with a jerky motion.

The remaining elements of the Bachelor apparatus are the "ocu-

list witnesses." three circular designs that resemble the charts

used to test one's vision, at the far right of the lower panel,

liilike the other elements which were outlined in lead wire or

lead foil and then painted, the oculist witnesses were applied by

an extremelv delicate process of "silver scratching": Duchamp

had the glass panel silvered on the back like a mirror, and he

then scraped awav evervthing but the intricate filaments of the

r ponders the hirtiv (ihiss in the i'hiladelphia Museum of Art
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Dusi Collecting, 1920

design. He had used the same method in a small 1918 work with

the arresting title To He Looked (it with One Eve. ('lose tu, for

Almost an Hour, a work that does not seem at first glance to be

related to the Ijirge (ildss. until one realizes that it incorporates

a small magnifying glass, placed there, Duchamp indicates, for

the Peeping Tom who waits "while looking with one eye for al-

most an hour" for the disrobing of the Bride. This piece can

now be found on the third floor of The Museum of Modern Art

in New York, where Peeping Toms who squint into the magnify-

ing glass may be somewhat disappointed to see, not the Bride

stripped bare, but the image of Duchamp's Fresh H i(l(m\ which

is on exhibit across the room.

The Bachelors, poor souls, are inferior in everv way to the Bride.

Some interpreters haye seen the whole work as a satire on the

deification of women in our society; while such interpretations

may be far too logical, the Bachelors' seryile and dependent

status cannot be ignored. "The Bride has a life center," Du-

champ tells us,
"—the Bachelors haye not. They liye on coal or

other raw material drawn not from them but from their not-

them." The Bride commands, the Bachelors obey. Even their

desire for her is activated by the Bride, who gives the signal for

the malic molds to receive the "illuminating gas." This is the

start of the Bachelors' lovemaking operations, which we will

now attempt to follow, step by surprising step.

Upon receiving the illuminating gas. the malic molds "cast" it

in their own respective forms (priest, gendarme, et cetera). No

longer empty husks, these "gas castings" begin immediately to

play their malic role, which is announced to them. a[)propriately

enough, by a sort of masculine dirge. The melancholy sounds

come from the glider, w hich. driven endlessly to and fro by the

water falling on the wheel, emits this litany: "Slow life. \ icious

circle. Onanism. Horizontal. Round trip for the buffer. Junk of

life. Cheap construction. Tin, cords, iron wire. Eccentric wood-

en pulleys. Monotonous flywheel. Beer professor." The repeti-

tion of these dolorous words (descriptive perhaps of the bache-

loric state) causes the illuminating gas to start flowing through
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the capillary tubes at the top ol each malic mold, which begin to

converge toward the right.

As it passes through the tubes, the gas undergoes a physical

change. Through "the phenomenon of stretching in the unit of

length " (one of the laws of Duchamp's Playful Physics), it

solidifies into long needles, which break u[) into "spangles of

frosty gas " (also unseen) as soon as they emerge from the other

end of the tube. The spangles tend to rise, being lighter than

air. but they are caught as they emerge from the tubes by the

first cone, or sieve. Ducham[) does not hesitate to attribute

to the spangles certain human characteristics. In their passage

through the seven sieves, the last four of which are clogged with

dust, they lose their "individuality. ' They undergo a further

change of state caused by their temporary "dizziness, " and at

the end of their journey through the sieves they have become

"a liquid elemental scattering." And, Duchamp concludes, in

what could be either admiration or contempt, "What a drip!"

What happens next is a trifle unclear. In his notes, Duchamp

makes reference to a complicated series of operations that trans-

port the liquid drops by means of a "toboggan" to the area of

the "splash," which is directly below the oculist witnesses. None

of these operations appear visually in the Glass, simply because

Duchamp never got around to depicting them. We can only

assume that the drops, which have become by this time an ex-



pliiMNc lii|iii(l. sotiiclmw riMili llif -|il;isli ;ir(M. wlicrr llir-s ;irr

'Maz/li'il' ii|iu;inl uitli Iftrilic \flniil\ lliriiii;;li llir criilcr ul

(he (Miilisl vvitii(-sv>, anil into llic Knilr's (lorrwiiii. Willi llii>

"(la//litif' of llic sjilasli," the series ot |{a( liclor (i|MTalions ends.

MiiMii^ lo the u|>(»cr li.ill i>\ llic Ijir^r (ihiss (j/tif^rs 'fj'l'i). we

arc struck first hv the ulioilv (liHrrcnl cliaractcr ol the Inrtiis

there. In l.lie liachclor Mathine, the |irin(i|)al forms arc [)rccisc

and liconielriial circles, reclanfiles, c(»iies and the like. "In the

Rridc. |)iiiliain|) slates, "the finii<i/>iil forms are ninrr nr less

htriir or snuill. have no loni;er. in their relation lo their destina-

tion, a incnsiiraliililx . . .
." Here evervlhinf; is imprecise and

dreamlike, \ii\lhinf; has heconie [lossihie. for the elements of

desire are no longer merelv mechanical and rc|)etilise; lliev arc

the \ isiial images ol the Bride's imagination.

"Ilie Uride is hasicallv a motor," Duchamp informs us. But she

is a far more complex motor than anvthiiig found in the Bache-

lors" quarters. In fact, she is an internal combustion engine. The

ovoid shape at the lower left-hand side of the Bride panel is her

"reservoir of love gasoline," a sort of "timid-power," or "auto-

mohiline" which she her.self secretes. The long, sticklike shape

running from the reservoir almost to the division between the

upper and lower panels is the Bride's "desire-magneto." Just

above the reservoir is a "motor with quite feeble cvlinders."

whichconnects with the larger form at the top left that Duchamp

(Aider Containing a Water Mill in \eighboring Metals, 1913-1915

has designated the "pendu femelle." The pendu femelle is to be

considered the "skeleton" of the Bride herself and the seat of

the ruling Bridal imagination.

Just to the right of the pendu femelle, we find a form that first

appeared in Duchamp's 1912 painting Bride --a flask-shaped ob-

ject, narrow ing at the top and ending in a pair of horns. This is

the "wasp," or "sex cylinder," the nerve center of the Bride's

desire. .And finally, floatingacross the top of the G/«.s.s like a large

cloud is the "cinematic blossoming" of the Bride— not some-

thing emanating from the Bride but the Bride herself, repre-

sented "cinematically" at the moment of her own blossoming,

which is also the moment of her being stripped bare. This cine-

matic blossoming, Duchamp informs us, is "the most important

part of the painting," but once again we are warned not to look

upon it with too literal an eye. "It is, in general, the halo of the

Bride," he goes on to say, "the sum total of her splendid vibra-

tions: graphically, there is no question of symbolizing by a gran-

diose painting this happy goal—the Bride's desire: only more

clearly, in all this blossoming, the painting will be an inventory

of the elements of this blossoming."

Two more visual elements must be mentioned. The cloud of the

cinematic blossoming contains three windows, roughly square

and of approximatelv equal size. These are the "draft pistons,"

which act as a kind of telegraph system to transmit the com-

mands and instructions issued by the pendu femelle. To arrive

at their particular shape, Duchamp utilized the force of wind

—

i.e., he hung a square of w hite gauze in an open window where

it could be "accepted and rejected by the draft," photographed

it three times, and reproduced the resulting wind-blown shapes
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as his draft pistons. Just l)clovv the third piston and slightly to

the right are nine small holes drilled in the Glass. These are the

nine "shots," whose placement Duchamp arrived at hv taking

nine matches whose tips had been dipped in paint, and firing

them at the (ihiss from tlirec dilVfreiit [mints by means of a toy

cannon. Duchamp thus invoked chance in still another way: hav-

ing already used gravity (SldmUird Stop/mfrrs) and wind (draft

pistons), he employed in this instance a factor that he termed

"ordinary skill" to produce a pattern that had nothing to do

with the artist's skill or taste. The function of the shots, as we

shall see, is to bring the Bachelors" splash under Bridal control.

Before attempting to describe the intricate operations of the

Bride-motor, we must go back a little to that moment of the

splash. The droplets, we recollect, have been dazzled upward

through the oculist witnesses into the Bride's realm. But these

droplets do not reach the Fkide directly. When they come into

contact with the Bride's "clothing, " which is represented by the

three horizontal lines dividing the upper and lower parts of the

Glass, they are deflected and thrown upward toward the nine

shots. Here thev become subject to the commands of the pcndit

Jrmrltr. transmitted by the draft pistons. In striking against the

Bride's clothing, however, they activate a clockwork machine

called the Boxing Match (another concept that Duchamp nev-

er got around to executing on the Glass), whose function is to

help bring about, by electrical means, the fall of the Bride's

clothes. The sparks of this "electrical undressing" ignite the

love gasoline in the Bride's motor (the motor with quite feeble

cylinders), and the blossoming begins.

i p'i"
"*• '''••^*' >!*''' '^*»^-. »>. ^vtv w./v't;^ ^u,V >

The Bride, however, is no mere passive witness to her own strip-

ping. Although Ducham[) describes her as "an apotheosis of

virginity, " she has her quota of "ignorant desire," or "blank de-

sire (with a touch of malice). " and because of this she "warmlv

rejects (not chastely) the Bachelors" brusijue ofi'er."" Further-

more, she contributes voluntarily to the process bv supplving

sparks from her own desire-magneto to the motor with quite

feeble cylinders. "The Bride accepts this stripping by the Bache-

lors, since she supplies the love gasoline to the sparks of this

electrical stripping; moreover, she furthers her complete nudity

by adding to the first focus of sparks (electrical stripping) the

second focus of sparks of the desire-magneto." Thus a two-

stroke internal combustion process is set in motion, the Bride

both permitting and willing her own nudity, and "developing in

a sparkling fashion" her own desire for fulfillment.

The notion of a mysterious female power that is both passive

(permitting) and active (desiring) runs through all Duchamp's

notes on the subject. The Bachelors, in fact, have virtually no

say in the matter; they react subserviently to her desiring im-

agination. It is her "blank desire (with a touch of malice)" that

transmits, through the draft [)istons. the original order that

Skt'lcli ol the Sex (^vhiuler Irotii the (irrrri Hox



-tarts the ilhiniiiiutiiii; szas tlowing into the malic molds in the

Bachelor Machine. It is l)v her consent that the electrical stri[)-

ping ignites the love gasoline in her engine. Stirred bv the action

ol her '"wasp," she supplies the sparks from her desire-magneto

that set up the two-stroke intiTtial combustion process in the

motor with (|uite feeble cylinders, which in turn generates the

power for her magical blossoming. And at the climactic moment

of her blossoming she still reigns supreme, untouched and un-

conquercd bv the rude Bachelors, retaining her splendid power

to accept their splash (which awaits its instructions from the

draft pistons) or to reject it. as she pleases. The blossoming is

the last state before fulfillment. But fulfillment— the act which

might bring about her fall— never takes place. The Bride, like

Keats's maiden on the Grecian urn. remains forever lovely and

unravished, eternallv in passage between desire and possession.

Such, in brief, is the drama of The liridc Stripped liarc hy Her

liiichclors. Even. The work defies rational description, of course,

for no mere synopsis can begin to suggest the infinitely subtle

ramifications of the notes or the intricate and phenomenal

craftsmanship with which each visual detail is carried out. The

omission of such an important element as the Boxing Match

leaves a liii^e gap in the ^rupliii rcali/.ilion of the arliHl's idea

It eliminuteH the "electrical Hlrip|)iiig" and ineaiiH, in effrrl,

ih.il llir Mridr ix iinl stripped bare, alter all.

As the htrfir (,liiss resislH ralionul de.scriiitiori. so it aUo rnMiHtH

critical interpretation. The first ami |M'rliapH the best analysis of

it is still \ndr»' Breton's I'^.'i.') essay I'lmrr ilr /// Maru'r ("Light-

house of the Brule"), in which he spoke of it poetically as "the

trophy ol a fabulous hunt through virgin territory, at the fron-

tiers of eroticism, of pliilosophical s(>«-culalioii, of the spirit <if

sporting com[ielilioii, of the mcist recent data of science, of lyri-

cism, and of humor." The gallery owners Harriet and Sidney

Janis have placed it within the traditional iconogra()hy of Chris-

tian art. writing in 1915 that the (iliiss "is essentially an Assump-

tion of the \ irgin com[iosition, with the lower part given over

to the secular world and its motivations, the up[>er. to the realm

of the inner mechanism and inner s[)iril." Very few of our for-

mal art critics have chi)sen to deal with the work at all, though,

and Ducham[) him.self has provided no particular enlightenment.

At one point he spoke of "having already passed a good part of

mv life in that fog behind the (Hass," but more recently he was

heard to sav that "the (/lass is not mv aulobiographv. nor is it

self-expression."

Certainly there has been nothing like it in the history of art, and

there are no real standards by which it can be judged. Unfinished

and infinitely complex, shattered and repaired, the Glass contin-

ues to work its spell on those who will submit to it. and casts

its mysterious shadow far into the future.

"^^.

t>u*i '>.'»-.- -a- ^-*:

$5SAn:^-'rriBf,'

SktMch i>t the fioMiii; \lat<h tnim the (irt-rn Box
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V
Surrealisms

Dream World

// ihc liiuc ()/ this i( riling ncu sInrtTs an' riinnin;: llnoitult lln' inlrlli-< fiutl

(tliuosphrrc: it rc(juirrs only (oiiniisc lo /acr llicni.

(.(IMTK l)K I.M TIU \MONT. \fV/)

n Ray's Object to lie Destroyed

lained intact for almost 35 years

ilthough Ray intruded to

troy it until a group of

i-Dada art students in (icrnianv

ke it while demonstrating at a

\& show. Shortly thereafter Ray

reduced the work and called it

estrurlible Object.

n Rav:

ect to lie Destroyed. 1923

One evening in 1919. jtisl as he was on the [loitit of falling asleep.

Andre Breton became aware ol a strange phra>e that had appeared at

the edge of his conscious mind. The phrase "There is a man cut in

two hy the window"—was accompanied by a faint visual apparition of a

walking man cut off at waist level bv a w indow . The image had a disturb-

ing power, as images glimpsed in the state midwav between dream and

waking sometimes do, and Breton, a poet who would soon abandon his

medical studies to devote full time to literature, immediately decided

that it could be incorporated into his [)oetrv. "I had no sooner invested

it with that qualitv." he later wrote, "than it gave place to a succes-

sion of all but continuous sentences which left me no less astonished

but in a state. I would say. of extreme detachment."

Breton was familiar with Freud's revolutionary methods of working

with neurotic patients. It struck him that the Freudian "free associa-

tion* and dream analvsis techniques could perhaps be applied to other

than psychoanalytic ends; that they might be used to provide rich new

material for poetic construction. Together with his friend and fellow-

poet Philippe Soupault. Breton began experimenting. They shut them-

selves u[) in a dark room, tried to simulate a semiconscious, dreamlike

state of mind, and wrote down whatever words, images and sentences

occurred to them. "By the end of the first day of the experiment we

were able to read to one another about 50 pages obtained in this man-

ner and to compare the results." Breton reported. "The likeness was on

the whole striking. There were similar faults of construction, the same

hesitant manner, and also, in both cases, an illusion of extraordinary

verve, much emotion, a considerable assortment of images of a quality

such as we would never have been able to obtain in the normal way of

writing, a verv special sense of the picturesque, and. here and there, a

few pieces of outright buffoonerv." Breton's summary is an excellent

description of literarv Surrealism, which grew out of the two young

poets" experiments with automatic writing. These experiments were

published in 1921. under the title Les (Jiamps Magnet ique.s (The Mas-

netir Fields), and thus became the first Surrealist text.
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This unusual photograph of Andre Breton,

taken by Man Ray in 1931, suggests some of

the hypnotic qualities of his appearance

at that time. Breton, the dictator of

Surrealism, had a massive face, a swept-back

mane, and a chilling gaze. His masklike

countenance rarely relaxed in a smile. "It is

Breton's violence," wrote Adrienne

Monnier, "that makes him statuesque. He

brings to mind a medieval sword-bearer and

has the rapt immobility of a medium."

It is difficult today to conceive of tfie excitement and tfie limitless

hopes that attended the hirth of Surrealism. I ho vvc^rd itself has passed

into common usage as an adjective to describe whatever seems wholly

absurd or "wackv." and Breton's "outright buflfoonerv" would now be

considered by many people an adequate description of the whole move-

ment. Surrealism, however, was an intensely serious affair. Although it

began as a literary method and achieved its greatest fame as a new

school of painting. Surrealism always appeared to its founders as far

more than that, it was to be a revolution in consciousness, whose

avowed goal was "to change life'" in the most profound manner possi-

ble, and its members committed themselves totallv and passionatelv to

this goal and to Breton, the movement's charismatic leader.

Rlevolutionarv as it seemed at the time. Surrealism had clear his-

torical antecedents. The most obvious of these was the Dada movement,

in which nearly all the original Surrealists had plavcd an active role.

Breton's and Soupault's early experiments with automatic writing actu-

ally coincided with Dadaism's brief and riotous career in Paris. Both

men were in the forefront of the Dada manifestations of 1920 and 1921.

and it was Breton, as we have seen, who precipitated the disintegration

of Dada in 1922 through his quarrel with Tristan Tzara over the pro-

posed Congress of Paris. The ex-Dadaists who followed Breton into

Surrealism retained from Dada their utter contempt for the logic and

"good sense " of a society that had nearly destroyed itself in the First

World War. For Dada's total nihilism, though, they substituted a

profound faith in the unconscious nature of man. Inspired bv the re-

cent discoveries of Freud—whom Breton went to interview in Vienna

in the summer of 1921—they looked upon the unconscious as a mar-

velous, undiscovered world of human experience, a world in which hu-

man reason did not play the commanding role and in which it was there-

fore possible to look for the means of total liberation for the human

spirit. It was through man's unconscious mind, above all, that the Sur-

realists hoped to change life.

In literature, the Surrealists claimed descent from several different

sources. Thev acknowledged a clear and immediate debt to the late

Guillaume ApoUinaire, whose incandescent, hallucinated poetry antici-

pated Surrealist verse, and who actually provided the movement with

its name: Breton took the word from Apollinaire's 1917 play Les Ma-

mclles dc Tiresids, which was subtitled dramc surrrnlistr. The Sur-

realists also discovered a common bond linking them in spirit with the

Gothic novelists in 18th Century English literature—writers such as

Horace Walpole and M. G. ("Monk") Lewis whose novels were steeped

in an atmosphere of mysterious and irrational events, dreams, madness,

cruelty and eroticism. The Surrealists' admiration for erotic adventur-

ing also led them to make a hero of the infamous Marquis de Sade,

whose career became for them a Gothic novel superior to anything in

the genre. They found their direct progenitor, however, in Arthur Rim-

baud, the French 19th Century poet who had scorned all literary and

social conventions and in whose hands poetry ceased to be primarily a

means of expression and became, instead, a method of discovery and
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seer." KiiiiIkuhI IkhI utillni iti IH7L and he wrni nti lo <|rs( riltr liow it

was (lonr: "\\\v pod becomes a seer hy a lorig, enortnoiis and reasoned

(Irranfit'/ncnl of all his senses. . . . He seeks hirnsell, he exliaiisis in hirri-

selleverv poison, relainin^ oidv tfieir (piinfessences. Inclfalile lorliir*',

in ulncli he te(piires suprrriir lailh. Mipcrhiiniati sircritith. in whuh he

becotncs arnon^ all men the great in\alid. the arral cntiiiiial. the jzreat

arnirsed and the supreme sagel"

Kimhaiid had charted the course that the Surrealists were deter-

niincd to lollow. hut the real model for Surrealist lileraliirc \\a> pro-

vi(ied by another writer, a man whose strange career is appropriately

buried in mystery. Only the barest facts are known about Isidore I)u-

casse, who chose to call himself the (iomte de i-autreamonl. lie was

horn in 1846 in Montevideo, Uruguay, where his father held a Krerich

consular post. He came to France to finish his .schooling at a lycee in

the Basses-Pyrenees, and in 1865 he made his wav to Paris, where he

(bed of unknown causes in 1870, at the age of 24. During the five years

he lived in Paris, supposedly preparing himself to enter the Ecole Poly-

technique, Lautreamont composed a long and altogether extraordinary

work, in a prose that comes close to poetry, called Les (Chants de \}(tl-

doror. (grotesque, turgid, startlinglv beautiful and highly blasphemcnis,

the book contains some of the most remarkable flights of imagination

ever put on paper— in one scene, which takes place during a tempest

at sea. the superhuman Maldoror slakes his craving for absolute evil by

murdering the sole survivor of a shi[)wreck. then plunges into the mael-

strom and has sexual intercourse with a gigantic female shark. It is

strewn throughout with images that are supremely Surrealist, such as

the memorable "handsome as the retractability of the claws of birds of

prey'" and the astonishing description of a young man, '"beautiful as

the chance meeting upon a dissecting table of a sewing machine and an

umbrella!" Breton discovered the work quite by accident and immedi-

ately made it required reading for every member of the Surrealist group.

W,hether or not these antecedents would have produced the Sur-

realist movement without the guiding personality of Andre Breton is

doubtful. For more than 40 years he has exercised his iron will over

every phase of the movement, and at times the dissenting factions have

been held together only by the force of his personality. Descriptions

of him in the early davs of the movement all stress his extraordinary

personal magnetism. "He was good-looking, with a beauty not angelic

but archangelic." according to the bookseller Adrienne Monnier. Bre-

ton infuriated many people with his haughty, humorless and uncom-

promising manner, and his friends never knew when they might fall

from favor, but while it lasted his friendship was a rare gift. According

to Maurice Nadeau, the historian of the movement, "Those who en-

joyed the moments of his unforgettable friendship, which he begrudged

no one, were ready to sacrifice everything to him: wife, mistresses,

friends; and some, in fact, did sacrifice these things. They gave them-

selves entirely to him and to the movement."

While Dadaism performed its own last rites in Paris, the young French
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ir^vj^

liorii in Home and ('diirati'd in France,

(iiiillaiiiiu- Apollinaire, shown here in a cuhist

portrait hy his Iriend Louis Marcoussis.

became a leader of the avant-garde poets and

painters of Paris in the years before World

War I. He believed that poets should develop

an eye for the exciting resemblances of

disparate things. Before his death in 1918.

Apollinaire published two important

collections of his poems, tlcools (1913)

and CalUi^rammes (1918).

poets and writers who had grouped themselves around Breton plunged

enthusiasticallv into all kinds of Surrealist experiments. They practiced

automatic writing, transcribed their dreams and took part in spiritual-

istic sessions at which the individual members would speak, write or

draw while under hypnosis. This so-called "period of trances" was in-

augurated by the poet Rene Crevel, w ho had learned the technique from

a professional medium. Robert Desnos, the acknowledged star of their

sessions, could fall into a trance and "speak his dreams" with a virtu-

osity that struck some outsiders as slightly suspect; his most surprising

accomplishments in this vein were the extremely complex puns, ana-

grams and other bits of wordplay that he produced when, under hypno-

sis, he claimed to have entered the mind and imagination of Duchamp's

imaginarv alter-ego, Rrose Selavy. The experiments took place in an

atmosphere of mounting excitement. As the writer Louis Aragon de-

scribed the period, "It was a time when, meeting in the evening like

hunters after a dav in the field, we made the day's accounting, the list

of beasts we had invented, of fantastic plants, of images bagged."

B'v the fall of 1924, Breton felt that matters were far enough ad-

vanced to launch the new movement formally. In his "First Surrealist

Manifesto" which appeared that year, Breton defined Surrealism as "pure

psychic automatism, by which it is intended to express, verbally, in

writing, or bv other means, the true function of thought—thought dic-

tated in the absence of all control exercised by reason and outside all

esthetic or moral preoccupations." The movement's goal and purpose

he described as "the future resolution of those two seemingly contra-

dictory states, dream and realitv. in a kind of absolute reality, sur-

reality, so to speak."

The early development of Surrealism was so dominated by literarv

men that one might well ask what all this experimentation had to do

with the art of painting. It was a question that the Surrealists often

debated among themselves. In his first manifesto, Breton had made

only passing mention, in a footnote, of artists whose work might be

said to contain evidence of psychic automatism, and as late as 1925 the

Surrealists were still arguing whether painting could ever be Surrealist.

In that year, however. Breton began a series of essays on modern artists

that were to appear over the next two years in La Revolution Surreal-

iste, the movement's official journal, under the title "Surrealism and

Painting." Among the artists who fulfilled Breton's requirements of

"pure psychic automatism" were several such as Ernst, Arp, Andre

Masson, and Yves Tanguy, who were already following a more or less

Surrealist approach to painting, and others, notably Picasso, who would

never officially join the movement. Breton also detected Surrealist

antecedents in the fantastic art of previous periods—the Caprichos of

Goya, for example, or the 16th Century double-image landscapes and

portraits that were revealed on examination to be made up of painted

fruits and vegetables. And in the contemporarv Italian painter Giorgio

deChirico, born in 1880, Breton discovered an artist who was to Sur-

realist painting what Lautreamont had been to Surrealist poetry.

"There are manv more enigmas in the shadow of a man who walks in
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(iiortiKi tic (.Inncn uhosc sialrnii-nt ihis is. |)alrltltl^ was prirnurilv a

means ol cNokinj: llic tiiystcrirs llial la\ at llir lirarl dl cxisicncc. K\rn
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of sortie iinirnaiziiKihle event ahoiil to lake place.

Many ol de Chirieos <ira[»hic irnajies can he traced l(» their iiii< on-

scious source. The niNsterious locomotives tliat appear in so manv of

hisearlv works relate hack to his lonclx childhood in the (ireek <oastal

province of I liessaK. where his lather, an etifiineer. had heeri en^a^ed

in huildina a railroad line. The looming arcades of the arcfiitectiiral

paintitiiis have heeii interpreted as obsessive svmhols of his mother, who

exercised total domination over the sickly, melancholy Giorgio and his

younger brother Andrea, a musician who later took the name .Alberto

Savinio. Thanks to Signora de (Ihiricos ambitions for her sons, (iiorgio

received a thorough academic training in art. first in Athens and later

in Munich, where they moved soon after the father's death in 1905.

The young man. however, gave no evidence of unusual talent until thev

moved again, to Florence, in 1910. It was here that he started to paint

the "enigmas," characterized bv meticulous realism of detail coupled

with strange distortions of perspective that gave his pictures their

pro[)hetic. emotionally charged atmosphere. \^ hen de Chirico exhibited

several of these works at both the 191."^ Salon des Independants and

the Salon d Automne in Paris, they were immediately hailed by Apolli-

naire. who proclaimed him "the most astonishing painter of the young-

er generation. " .Apollinaire befriended de Chirico. who had moved to

Paris, and probably suggested to him a number of his evocative titles.

A,,fter a period of inactivity due to illness, de Chirico began to paint

new works whose subject matter was still largely architectural, but in

which locomotives often appeared or were suggested by their smoke.

These were followed by his "tower series," which culminated in the

magnificent \ostalfiin of the Infinite (pa^c 115). one of his most beau-

tiful paintings, whose central structure was probably suggested by the

soaring Mole .Antonelliana in Turin where he had stayed for a short time

in 1911. Next came a series of paintings in which classical statuary

was juxtaposed with strangely out-of-scale everyday objects huge arti-

chokes, giant fruits. He also continued to paint in the vein of his ear-

lier cityscapes, producing such masterpieces as The Mvstrrv (ind Mrhin-

cliolvofa Street and The Enif^ma ofa Day, two paintings which made a

strong impression on the Surrealists. Tfie Knif[mn of n Dnv hung for sev-

eral years in Breton's studio on the Rue Fontaine, where the Surreal-

ists used it as a stimulant to their subconscious researches; they re-

ferred to it as "an inhabitable dream." .After 1914. though, architecture

figured less prominently in his work. He embarked on a series of still

lifes in w hich inanimate objects seemed to take on an ominous, spectral

character, and he began also to paint the famous mannequins—armless

tailor's dummies whose smooth, featureless faces sometimes bore, in
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A poet with a strong visual sense. Apollinaire

designed this poem, "// Pletu" ("It's

liainiiig"). to present a picture of its subject.

He made other poems in the shapes of

flowers, trees and insects. These experiment-

with pictorial typography were meant to

show what happens to language when it

is presented visually and what becomes of an

abstract image when it is endowed w ith

lilrr.ir\ meaning.
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place of eyes, the symbols for infinity. The mannequin paintings reached

their climax with The Disquieting Muses (page 115), in 1917, probably

his best-known work and, according to the American scholar James Thrall

Sobv. possibly ''the greatest painting of de Chirico's entire career."

By this time, though, the War had intervened. De Chirico returned

to Italv in 1915. Mobilized into the army, then sent to a convalescent

hospital near Ferrara when his health broke down, he spent his time

painting a new series known todav as "the metaphysical interiors"

—

rooms filled with engineers' drawing instruments, maps, and sometimes,

unaccountably, with enlarged replicas of the rolls and biscuits that he

often saw in the windows of Jewish bakery shops in Ferrara. Carlo Car-

ra. an artist who had belonged to the Italian Futurist group before the

War, was also a patient in the Ferrara hospital at this time. He became

friendly with de Chirico, whose style had an influence on his own, and

together they founded what they called the scuola metafisica, or meta-

physical school of painting. Thev soon quarrelled and went their sep-

arate ways, but their work and ideas attracted considerable attention

for a while and several of their metaphysical paintings were reproduced

in the newly founded Italian art journal I nlori Plastici, where they

were seen and studied by future Surrealists like Max Ernst, in Cologne,

and Rene Magritte, in Brussels.

Q'e Chirico had his first postwar show of paintings in Rome in 1919.

It was a dismal failure. Only one painting was sold, a nonmetaphysical

portrait. Soon after this, his painting began to undergo a fundamental

change. He "discovered" the art of the Italian Renaissance, and spent

weeks copving the old masters in the museums. An academic quality

appeared in his pictures, which were characterized now by muddy col-

ors and unconvincing technical flourishes, and whose subjects were of-

ten taken from myths and legends such as The Departure of the Argo-

nauts or Hector and Andromache. Ironically, just at the time that his

early work was being hailed with such enthusiasm by Breton and the

Surrealists, de Chirico's painting was in the process of losing those

qualities of hallucinated imagery and unconscious enigma that had made

him a proto-Surrealist.

De Chirico returned to Paris in 1925. He was welcomed by the Sur-

realists, who nevertheless let him understand their distaste for his cur-

rent productions and urged him to return to his prewar style. His an-

gry refusal to do so led to increasingly embittered relations. In 1926,

Breton published a vitriolic attack on him in La Revolution Surrealiste,

accompanied by a reproduction of de Chirico's recent canvas Orestes

and Electra on which the editors had all scribbled with black pencil to

show what they thought of it. This was the signal for even more savage

attacks by Aragon and other Surrealists, to which de Chirico replied

with fury. He denounced as worthless the entire field of modern art, in-

cluding his own previous work; in fact, he even dismissed some of his

pre- 1922 paintings as forgeries!

The denouncement is one of the unsolved enigmas of modern art.

De Chirico returned to Italy, where he has continued until the pres-

ent day to paint uninspired, academic pictures that are not even very
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piirelv lor IiiikIs. a "forgery" of his early manner. Although ihr Sur-

realists loiind niiicli lo admire in de ('hirico's poelie. aiitol»iogra[)fiieal
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post- 1*)22 work. I he>e paintings, says Sohv. "are tiresomely sweet,
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vital lorce in modern art."'

A,A ahoiil the time de (ihiricos work was entering the first staf/es of

its decline, in 1920, Max Krnst happened lo see a de Chirico [uiinting

called The Sdcrcd Fish in a Cologne exhihition. Although the pirture

was not one ol de Chirico's best, it made a powerful impression on

Ernst and helped to reinforce his progress in the direction that would

soon bring him into the forefront of the Surrealist movement.

Max Krnst was born in 1891 in the town of Rriihl, near Cologne. Al-

though from childhood on he showed remarkable talent for drawing

and painting, he never attended an art school, choosing instead to study

philosophy at the University of Bonn. He survived four years in an

artillery unit during the First World War, during which he was wound-

ed twice in the head—once by the recoil of a gun and the other time

from a mule's kick—and several times was almost court-martialed for

insubordination. Ernst became an active Dadaist after the War, as we

have seen. He also resumed painting, and in his pictures dating from

1920 or 1921, notablv the collage-drawing The Hat Makes the Man and

the nightmarish Elephant of the Celebes (page 116), "Dadamax" ap-

peared to be moving from Dada nihilism toward a more constructive

use of unconscious material.

What first brought Ernst to the Surrealists' attention, though, were

the collages that he began to make "one rainy day in 1919," when he

became fascinated by the illustrations in an old scientific catalogue

that he was idlv leafing through. Under the scrutinv of his active imag-

ination, the medical, paleontological and anthropological drawings and

engravings provoked "a sudden intensification of the visionary facul-

ties in me and brought forth an illusive succession of contradictory

images, double, triple and multiple images, piling up on each other with

the persistence and rapiditv which are peculiar to love-memories and

visions of half-sleep." The sensation—so strikingly similar to Breton's

first experience with automatic phenomena—led Ernst to a whole series

of experiments with illustrations clipped from scientific journals, chil-

dren's books, Victorian magazines and other sources, which he then

altered slightly by drawing over them, or combined with other cut-out

images glued down in proximitv to them, in such a way as to evoke

the most fantastic dislocations of visual meaning. Collage, which Pi-

casso and Braque had invented in 1912 and used for purely plastic pur-

poses, became for Ernst a means of unconscious exploration and dis-

covery, a method, as he put it, of "'forcing inspiration."

To Ernst, collage was "an alchemic product" which depended for its

primary effect upon disorientation or displacement. Vi ith his uncannv

skill at manipulating images so as to produce a distinct mental jolt from

their juxtaposition, he created such disturbing collages as The Prepara-

The curious collage-drawings of Max Ernst

gave Surrealism a much-needed infusion of

vigor in 1920. The one above, among his first,

is titled Ttie Hat Makes tfie Man. and was

inspired bv a hallucination Ernst had in

a restaurant in (Cologne: he claimed he saw

the hats and coats hanging on a rack get up

and move to another rack.
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Four artists made this drawing in the

Surrealist game called "'The Exquisite

Corpse."' Yves Tanguv began this sketch at

the top. He then folded the paper and handed

it to Joan Miro, who could see only the

lines where Tanguy had ended. Max Morise

and Man Ray completed the drawing. Andre

Breton explained: "W hat thrilled us in

these productions was the certainty that,

for better or worse, they stood for

something that couldn't possibly be the

work of a single brain, and possess to an

exceptional degree that quality of drift

which means so much to poetry."

lion of Glue from Bones and I he Little I ear Gland I hat Says lie lac,

pictures whose titles increased the viewer's sense of disorientation.

Ernst had a one-man show of his collages in Paris in 1920. In the

winter of 1922. with neither papers nor money, he came to Paris and

was received with great enthusiasm by the Surrealists. The poet Paul

Eluard and his Russian-born wife, Gala, were so warmly enthusiastic,

in fact, that Ernst, who had left his own wife and son in Cologne, soon

moved in to form a menace a Irois a situation that Eluard a(;cepted

with studied unconcern, saying, "I love Max Ernst much more than I

do Gala." The Surrealists refused on principle to respect bourgeois

conventions regarding love and marriage, just as they refused to accept

anv limitations of human freedom. Besides which, no one could blame

Gala for falling in love with Max. "Ernst was slender and carried him-

self very straight," Matthew Josephson wrote of him in that period: "He

had a thin Roman nose, keen blue eyes, and an alert, birdlike air. Al-

though just turned thirty-one his curly, gold-brown hair was slightly

flecked with gray; he was altogether of an extraordinary male beauty

—that of a 'fallen angel,' the women used to say."

One of the favorite Surrealist games during this "intuitive" period

of the movement was the creation of "exquisite corpses," which could

be either verbal or visual. The verbal form was a sentence composed

by three or more persons, each of whom was assigned a specific part to

write (subject, verb, predicate, etcetera) but none of whom knew what

the others had written. The game took its name from the first such sen-

tence composed in this manner, which read, "The exquisite/corpse/

shall drink/the bubbling wine." In a visual "exquisite corpse," each per-

son drew something on a sheet of paper and then folded the sheet so

the next person could not see what form the drawing had taken. Ernst

collaborated energetically in these and other manifestations of Surreal-

ist research, while continuing to look on "as a spectator" at the birth

of his collages, drawings and paintings. His work of this period reached

a high point with the well-known Two Children Are Threatened by a

i\ifihtin^ale(page II 7), an oil painting on a wooden panel, with wooden

collage elements.

n the summer of 1925, Ernst discovered a new means of forcing in-

spiration. Placing a sheet of paper on the rough floor boards of a sea-

side inn where he was staying, he rubbed the back of the paper with

a soft pencil and found, by gazing attentively at the resulting drawings,

that he was able to perceive a "hallucinatory succession of contra-

dictory images." He experimented with rubbings of other materials

—

leaves, thread, the ragged edges of a piece of linen—and found that

the drawings made in this way lost the character of the material em-

ployed and asstimed a wholly new aspect. They became human heads,

animals, gods, monsters, "a battle that ended with a kiss." The first

fruits of this new method, which Ernst called frottage (rubbing) ap-

peared in 1926 in an album of drawings entitled \atural History: Ernst

maintained that frottage made it possible for him to exclude from his

drawings all conscious intention and taste, and that it was therefore

the exact equivalent of automatic writing. Of course, it was what Ernst
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iheizraphic arts, lie >ooii lound thai the satiie nietlidd cuuld he adapted

to oil [)ainlin<z. and many ol his uni(|ue and (lis((uietitifi [liclures ol the

h)2()s. such as ) oiiiiij; l^coplc I nimplinfi Their Mother. The llonh- and

/ ision l^rovohed In the \<>(tiirn(il Ispeels of ihe I'orle Si. Denis, are

the results ol iiiiai:er\ obtained li\ Irolln^e. Such nielhods. Krtisl wrote,

had "enahled painting to travel ... a long wav from Henoir's three ap-

ples. Manet's four slicks of as[)aragus. Derain's little chocolate women,

and the (ad)ists' tohacco packet, and to open up for it a fudd of vision

limil(>d oid\ l)\ the irrilahilih (((fxicitv o/ ihe niim/'s poners."'

E,irnsts grow ing reputation soon got him into trouble with Breton.

In 1^)26 F^rnst accepted a commission Irom Sergei Diaghilev to design

the stage sets for the ballet liomeo and Jiiliel. in C(dlab()ration with the

Spanish painter Joan Miro. Breton was infuriated. The Surrealists were

not su[)[)osed to let their researches be contaminated by contact with

people like Diaghilev. whose Ballets Russes represented the most fash-

ionable bourgeois modernism. Breton and Aragon published a pamphlet

condemning the two artists for un-Surrealistic activities, and on the

ballet's o[)ening night the Surrealists staged a public protest. As the cur-

tain went u[) on the Krnst-Miro set (and before the dancers appeared),

the Surrealists in the audience began yelling insults and blowing whis-

tles and noisemakers. and thev kept at it until they were thrown out by

the police. Krnst refused to take offense, and remained on terms of

friendship with Breton, from tluMi on. though, he pursued his own

course, allied with the movement but not bound by the party line.

Surrealism had already become a powerful magnet by the time of

Breton's "First Surrealist Manifesto" in 1924. attracting artists of ex-

tremely diverse temperaments. The career of Joan Miro. which we will

follow in some detail in the next chapter, reached its critical turning

point at that time when Miro made contact with the Paris Surrealists.

Andre Masson had gone through a similar conversion slightly earlier.

Badly wounded in the \X ar. Masson painted for the next five years in a

severe, somber style directly influenced by the Cubism of Juan Gris.

His discovery of Surrealism released a flood of unconscious energy.

Masson actually found that he could make automatic draw ings, in much

the same wav that Breton and the poets practiced automatic writing,

simply by letting his pen move across the paper according to its own

"inner rhvthm." He once made 22 drawings in a single day on the pri-

mary Surrealist theme of Desire. In his paintings. Masson would some-

times squeeze glue out on the canvas and spread sand over it to make

abstract background shapes, on which he then painted recognizable

Andre Vlasson's passionate lemfjerament

and free-flowing drawing style are evident in

^ninmts Devouring Themselves, a pastel

which he made in 1928. Most of Masson's

work deal> with the violent side of nature,

esperiailv mans destructive instinct, but

he has also illustrated the ancient mvihs

of hirth and desire in canvases that

H. ("». \X ells once called "dream machines."
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but distorted and disturbing images—fighting fish, rapacious birds, sev-

ered hands. A sense of physical violence marks all Masson's work; some

of his later canvases, which he used to lay flat on the floor so as to be

able to "paint with movement of the whole body," clearly anticipated

the so-called "action painting" that Jackson Pollock and others evolved

in the 1940s.

Jean Arp and Yves Tanguy, on the other hand, made relatively little

use of automatism. Arp, a member of the original Zurich Dada group,

had stayed on in Switzerland for several years after the War, arriving

in Paris with his wife Sophie Taeuber in 1926. In his continuing

search for the "symbols of metamorphosis and the future of human

bodies," he had concentrated his attention on four basic forms— the

egg (representing the world), the seed (identitv), the cloud (water

"on the loose") and the navel (a focal point and also, for Arp. a lunar

symbol)—which he carved in wood and glued in various combinations

to wooden backgrounds to form his "reliefs." Arp's belief in chance,

''the highest and deepest of laws," gave his work a basis in common
with Surrealism, but the fact was that his w.sf' of chance took him in an-

other direction, toward a simple, natural world of forms in which noth-

ing could ever be disoriented. When he realized this, about 1928. he

quietly withdrew from active participation in the movement.

For Yves Tanguy, Surrealism and painting were inseparable. Born in

1900, Tanguy had made his living as a merchant seaman for two years

when he happened to see one day, in the window of a Paris art gallery,

a painting by de Chirico. Almost immediately, he said, he decided to

become a painter. He never received any formal instruction. Befriend-

ed by Maurice Duhamel, a Surrealist film actor and translator of

American literature, Tanguy moved into a dingy apartment behind the

Gare Montparnasse. at 54 Rue du Chateau, and began to paint his

luminous interior landscapes. The influence of de Chirico was clearly

evident in Tanguy's use of forced perspective to create emotion, and in

his effects of light and shadow. He experimented with automatism, mak-

ing "exquisite corpses" with the others and sometimes turning his can-

vases upside down and working on them that way. to get a fresh per-

spective outside his own conscious intention. But Tanguy did not really

need automatism in order to reach his unconscious. The milky white

light of his pictures, the biomorphic shapes that often suggest the pre-

historic menhirs and dolmens of his native Brittany, and the peculiar

urgency of titles such as Mama, Papa Is II ounded! (page 119) are the

work of one who found his own interior landscapes more convincing

—

and perhaps more real—than the world of fact and reason.

W,ith the appearance of the Belgian Rene Magritte, who came to

Paris in 1927 and immediately joined the Surrealist group, a new pos-

sibility revealed itself. Magritte proved that precise realism could be as

Surrealist as pure automatism.

Born in 1898 in the town of Lessines, Magritte received a convention-

al grounding at the Academv of Fine Arts in Brussels. After a brief flir-

tation with abstract art. he fell under the influence of de Chirico and

"found" as he said, "his first real painting in 1924. It represented a
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uindow x'cii lidiM iiiM(l<- a immiiii. On llir dIIkt ^kIc uI llir vmikIow, a

liiiml ^ct-riis Id |»r liNiiii; lo ^ras|) a living hird." I'Acrvtfiirif^ Mafirittc

(lid since ilia! tnnc was a dclilxTalr act of visual disoricntalirjti. Takirif;

ultcrly laiinliar. rv<Mi hanal ohjccts and sccnrs as his siihjrcl rriattrr,

he pairiird tlicin willi painstaking atlcnlion to naliiralislic detail and

llieri |tlaee(l llietn \i\ sii nal kiii^ ulieie tlieir verv lannlianlv uitensiried

the resulting mental jolt. In oiu' ol Ins paintirifis, the rear wall ol a

lire|)la<"e is pierced hy a locomotive enu-r^infi at full speed. In others,

nude women have fish heads (like mermaids in reverse), m(!ri in howler

hats des(«Mi(l like rain upon a <piiet street, fiiani rocks flt)at \\\ rrud-

air. "I make a [)oint (as lar as [)ossil)le) of [)aintitig only pictures that

evoke the mystery of all existence with the precision and charm es-

sential to the life of thought," Magritte has written. "It seems clear

llial precise and charming evocations of that mystery are furnished

best hy images of everyday objects combined or transformed in such

a way that their agreement with our preconceived ideas, simple or

sophisticated, is obliterated." As one critic observed, it was as though

Magritte was '"determined to fight reason with her own weapons."

Aill these diverse tendencies were presented to the public in the

group exhibitions of Surrealism held from 1925 on in Paris, where they

were shown together with the work of other artists who had never

joined the movement but who seemed to share some of its preoccupa-

tions. It was a fact of some embarrassment to Breton that the best Sur-

realist painting so often seemed to be done by artists who were onlv

peripherally Surrealist. The Swiss-born Paul Klee, whose graphic sym-

bolism sprang from dreams, from children's drawings and from his own

"prime realm of psychic improvisation," was included in the first col-

lective Surrealist exhibition in 1925. and his work was frequently re-

produced in La Revolution Surrealiste. Discussing Klee's painting in

1930, Rene Crevel wrote that "here, indeed, is the most intimate and

precise surrealitv." But Klee took no part in organized Surrealism. In

fact his drive to intellectualize his own largely instinctual art led him in

1921 to become a teacher at the Bauhaus in Weimar (later in Dessau),

an establishment, as the critic Marcel Jean points out, that "could hard-

ly be considered a Temple of the Unconscious." The Surrealists were

also enthusiastic about the fanciful and poetic art of Marc Chagall, w ho

had been painting in Paris before the War and had then returned to his

native Russia, where he was caught by the Revolution. Appointed

Minister of Art in Vitebsk, his native town, bv the Communist govern-

ment, he soon became disillusioned and left the country, returning in

1923 to Paris. The Surrealists had discovered his work by then, and

thev hailed him as a kindred spirit. With Chagall, Breton wrote, "the

metaphor made its triumphant return into modern painting." Chagall's

joyously emotional evocations of Russian village life made a deep im-

pression on Max Ernst, among others, but Chagall himself chose to

remain aloof from the movement. "I want an art of the earth." he said

once, "and not merely an art of the head."

The one painter above all others whom the Surrealists wanted to

annex was Picasso. Breton spoke of him in Surrealism and Painting as

I houph Marc Chagall was never "officially"

included in the Surrealist movement, the

poetic fantasy and dreamlike quality of his

images, in which "the Marvelous is always

beautiful," conform to Andre Breton's

dictum for Surrealism. This self-portrait is

one of 20 sketches (Chagall made to illustrate

his autobiography.
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Duchainps iiitorcsl in chance previously

expressed in his Three Slandnrd Stoppages

and in parts of the hirfir (ilass led him

to devise a system for plaving roulette. To

trv it out. he capitali/ed himself and desifjiied

an issue of ,S() lionds which he offered at

.i()() francs each, ilie hond certilicate features

a Man |{av photograph of Duchamp. hearded

and horned with sha\inf; lather. Although

he sold onlv two honds. Duchamp was able

to spend a month iti Monte Carlo, lie broke

even, a result which satisfied hitii perfectly.

The honds are now collector > it<'ms.

'the man Irotii whom we persist in expecting more than from anyone

else," and in the same essay he went so far as to suggest that the whole

future of Surrealism depended on him: "It is now 15 years since Pi-

casso began to explore this path, bearing rays of light with him as he

went. ... A single failure of will power on his part would be sufficient

for everything we are concerned witfi to be at least put back, if not

wholly lost." The frank hero-worship of Surrealism's leader had no

appreciable effect on Picasso. It is true that there were Surrealist over-

tones in some of his paintings of the 1930s, but Surrealism never dis-

placed his grapplings with wholly different styles, and he never assumed

the role that Breton so hopefullv offered him— that of guide and resi-

dent genius.

A,nd what of Marcel Duchamp? He had returned quietly to Paris in

1923, after leaving his Uir^c Ghiss in its state of "definitive incomple-

tion." The following year he appeared, nude save for a fig leaf, in the

single performance of Picabia and Satie's ballet Reldche that was in

effect the last gasp of Dadaism (Duchamp also appeared with Man Rav,

Picabia and Satie in the short, hilarious film Entr'acte by Picabia and

Rene Clair, which was shown during the intermission of Rrlnche).

He spent some time perfecting a system of playing roulette in which

"one neither wins nor loses," and formed a one-man company to ex-

ploit the system at Monte Carlo. His "capital" came from the sale of

stock certificates designed by Duchamp and bearing his image, in a

photo by Man Ray that showed him with his long hair soaped into a

pair of horns—the certificates, signed by Rrose Selavy as Chairman of

the Board, are now extremely valuable. In 1925 he completed a second

optical machine, the Rotary Demi-sphere, which rotated a convex draw-

ing of black and white spirals, placed on slightly different axes so that one

spiral seemed to come forward while the other went back, and the follow-

ing year he collaborated with Man Ray on the film Anemic Cinema, which

alternated shots of similar spirals in action and titles composed of Du-

champ's elaborate puns and anagrams.

When both his parents died, within a single week in 1925, Duchamp

used his modest inheritance to make a few speculative purchases in the

art market—an activity then engaged in by many of the Surrealists. In

1926 he visited New York to arrange an American show for the sculptor

Brancusi whose work he admired, at the Brummer Gallery. Later, with

his friend H. P. Roche he bought at auction a large collection of Bran-

cusi's sculptures. From then on, whenever he needed funds, he sold

one of the Brancusis. Duchamp's aim in life at this point was simply

to break even. Onlv by having little monev and few wants, he felt, was

one free to do as he pleased.

More and more, Duchamp seemed to spend his time playing chess.

He had learned the game as a child and had taken it up again with a

passion during the War, when he was in Buenos Aires. Now he studied

it day and night, and competed in many tournaments where he gener-

ally managed to do considerably better than break even. During the

193()s. in fact. Duchamp several times represented his country as a

member of the P rench championship chess team.
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Dim liaiiiji ^ tclalioii lo Siinr.ilisin wa'- r\cn iiiorc r(|iii\()ral than liis

iclalinti l(» Dada had hccti. None ol hi^ (»\\n |»airiliti^s coiilil he con-

sidered even |)eti|theridlv Surr«'ahst; there was never ativthiiif: uncon-

scious or "aulotiuilic" ahont I)nchatn[)'s crtuilions. At tfie same time,

his iconoelasm toward arl and hlc was tremendously' admired hy all

the Surrealists, and hi> ahrnpl Icrnunalion (»| w liat would assuredly

have heen a hrilliani career was decidediv impressive;. The .Surrealists

often said that life had to he lived, not painted, and Duehamp, of all

artists the most sul)tly subversive, had fione further tfian anyone else

hv acliuii on that a>siinipl ion. Duchanips reputation miiilil nol have

endured as it did. though, if it had tu)l heen for Andre Hreton's tire-

less championship. Breton, who would later describe l)ucham[) as "the

most intelligent, and (for many) the most troublesome man of this first

[)art of the 20th Century," was willing to acce[)t Due hamp's independ-

ence of the movement for the .same reason that he could accept Pi-

casso's— because he valued so highly what each man had come to rep-

resent. It is even possible that Breton may have sensed in Duehamp

the quality that was so totally lacking in himself: the saving sanity of

humor. The absence of this cpiality was in part responsible for the fac-

tional struggles that beset the movement during the last half of the

'20s, and it may also have contributed to the fatal imbalance that even-

tually led Rene Crevel. Jacques Rigaut, Oscar Dominguez and several

other Surrealists to commit suicide, Antonin Artaud to go mad, and

Yves Tanguy to take to alcohol and drugs. In the mid-'20s, though, the

Surrealist dilemma was not psychological but political.

Eiver since 1925, Breton and his followers had been in constant dis-

agreement over the issue of Surrealism's relations with the Commu-
nist Party. The "revolution in consciousness" had felt a natural af-

finity for Marxist ideology. Proclaiming that in order to "change life"

it was necessary also to change the living conditions of the entire

world, Breton had led the movement into a rather shaky popular front

with the Communists, but he insisted on retaining Surrealist freedom

of thought. It was possible, he maintained, to be Surrealist "first" and

still to support the cause of social and economic revolution. His rea-

soning failed to impress the Communists either in France or Moscow

and it provoked increasing opposition among the Surrealists of two

kinds—those who favored total commitment to Moscow and those who

wanted no political alliances of any kind. The crisis came to a head in

1929. Enraged by the mounting dissension. Breton read most of the

original members out of the movement. The expelled members struck

back with a pamphlet savagely attacking Breton (it was ironically called

( n Cadnvre. the same title used by the Surrealists for their famous

1924 pamphlet attacking the French novelist Anatole France).

In his "Second Surrealist Manifesto," published soon after the great

purge. Breton announced that henceforth Surrealism's course would

be directed toward a "true and profound occultation"— i.e.. that it

would become increasingly private and hermetic. \^ hat Breton did not

yet realize was that domination of the movement bv literarv men was

at an end. From 1929 on. Surrealism would be the painters' province.

One ol itic last formal outtmrsls of Dada

was a [iiolioii picture rallerl Knlr'ni le.

w hich was shown during the intermission of

thf tjallet Kcldrhr. The sequence shown here

is from a scene in which Duehamp and

Man Ray are playing chess on a rooftop

when a torrent of water cascades down up<jn

them, scattering the pieces and drenching

the actors. Directed by Rene Clair, the film

also featured as actors Picahia and Krik

Satie, who composed the musical score.
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The unconscious mind, as Freud discovered, is a rolling

sea of buried memories, primordial drives and unthinkable

desires. When it surges over into the conscious mind in

fever hallucinations or vivid dreams, it can be far more

real than everyday "reality" ; at its extremes, the

unleashed unconscious mind can create illusions of

paralyzing horror or transcendent beauty. This is the

twilight world which the school of art known as

Surrealism
—

"super-realism"—seeks to explore.

Surrealism emerged as a unified movement in 1924.

Andre Breton, its founder, was a young poet who had

studied Freud and had served during the War as an army

psychiatrist . It w as his belief that no artist has total

conscious control over his work, that the unconscious is a

prime arbiter of subject matter and style. Thus, Breton

explored the artistic ramifications of Freud's thinking.

What would be the results, Breton asked, if a person

deliberately abdicated conscious control over his artistic

impulses? His approach, lulling the mind into a state of

semiconsciousness and recording its ramblings, was at first

meant to apply to writing; he did not fully recognize its

implications in the field of painting until he came across the

chilling work of Giorgio de Chirico, done a decade earlier

(opposite). Other gifted young painters like Max Ernst,

Yves Tanguy, Rene Magritte, Joan Miro and Salvador

Dali, some ofwhom were refugees from Dada, were swiftly

attracted by the limitless possibilities of Surrealism.

Odysseys
in the Mind

At 26, Giorgio de Chirico

recaptured in paint the terror that

he had feU as a sickly child

whenever he was confronted by his

father's brutish masculinity.

The eyes are closed, said one critic,

"because had they been open

he would not have dared to look."

(/iorjjio (le (Ihirico: The CJiilil's limin. 191

108



109



r^O'^* o <•%}

Kf^'

At nt vov^fuid

#

:->

f

ximJktdM/^^f^
Mnffiiiti

o* <^,

%

I'liuto-n.oi.tago created lor h, Hrioluliou Surrrnltslr. \o. 12. Dc.c.nl.er 13. 1

nork.u^fron, ,op Ir,.: Max.n,e Alexandre. Louis Aragon. Andre Breton, Lu.s Buhuel. Jean Caupenne. Paul Eluard. Marcel Fourrier. Kene Ma,r.,.e. Albert Valentin. Andre Th.rion,

Yves Tanguy, Georges Sadoul. Paul Nouge. Camille Goemans. Max Ernst. Salvador Dal,. The painting in the eenter ,s by Rene Magntte.



iitr llicv had ('stal)lislic(l llicir f:roii|t

i(l(Milil\ and llicir fjoal. llir Siirrcalisls. Iikr all

rcv(»liili(»tiarics, tciidi'd lo Intddlr lo^cllirr.

I lir\ lia<i I lit-ir |)n\ ah- i(tki'>-. and |ir(i(lii('(-il a

niiudicr ol join I works. One ^^iicli i> llu'

maiia/iiic illii^l ration al It'll. \\lii( li shows l()

ol I lit" in |iliolt»i:ra|>ht'd u illi llicir f\ fs shut.

surrt)undinfia tinilt' j^irl hcarinfi tin- It-fit- nt I:

"I dt) not sec the |nntlt'| hiiltlt-n in tht- lt)r('st.
"

This ofTort is ihon^ht hv st)rnr tt) he a

comment on dc Chirico's painting of tht- niari

shown on llu- previous page, hut the tt)nnt-(l ion

is eryptie and the humor long gtnie.

Sutli "in* it)kt>s \vt>rt- 1\ [)ital tjfSurrcalist

t)ut[)nt ol the time. Others \vert> Man Kavs

aeitlultms turning t)i an Ingrt-s-likt- nude into a

violin ( hcloic). anti a lar-txit lilm ( ri^hl

)

featuring a man wiping his nn)uth from his

face, a pair of Irusscd-up priests, a rotting

donkey on a grand piano, and a human hand

dripping with live ants.

Man Ray: I lolon iringrrs. 1924

Salvador Dali and Luis Hunuel: Scenes from

in Chirn liuUilou. 1929



Mlost avant-garde art movements blaze new trails;

Surrcalisni was also able to find ancestors in the past. One

inspiration was the Flemish painter Hieronymus Bosch, who

created fantasv worlds containing l)otli (»arden-of-Eden

delights fr/^'/?/^ and the blackest horrors of Hell. Bosch was

particularly interesting to the Surrealists because his pictures

can be approached in several ways. At one level, they are

Christian allegories; at another, they are stuffed with

remarkable psychological symbols of a society wracked by

devastating plagues and the terrors of the Inquisition.

The visual pun that so delighted the Surrealists goes back

at least as far as 16th Century Italy, where a number of

painters produced landscapes like the one below; tipped up so

the left side is at the bottom, it becomes a monstrous face.

Such multiple-image devices were revived by Salvador Dali.

A more immediate precursor of Surrealism was Odilon

Redon. a French 19th Century painter who produced totally

unreal images out of his unconscious (left). "Nothing in art

is achieved by will alone," he wrote in 1898. "Everything is

done by docilely submitting to the unconscious."

Odilon Redon: \l insed Head ahorr the K (tiers, c. 1875

Morian: hindsaipe-llrtKl. undated
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Hioronviniis Bosch (c. 1450-1516): Gnrdrn ofDelighi
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(liorgio de Clhiriro: I hr Soollisavrr's Recompense. 191,3

G )rgio de Chirico's unsettling paintings, with their

deep, hrooding shadows, their distorted perspectives and

their enigmatic subject matter, had a [troloutid influence

on the Surrealists. But he never acluallv joined the

Surrealist cli(|ue and later went so far as to renounce the

style, and even to claim that he had not painted pictures

that were known to be bv him.

Where can one look lor the rneanini: of de Chirico's

work? There are a few clues in his own life. His father, the

naked figure with the closed eves shown on page 109. was

a railroad man. Docs the train speeding through the bleak

landscape in The Sool/isdvcr's Rcanri/x'tisc ( dhorc ) ix\so

refer to him? What about that lonelv lower in \<)st(il<!ia oj

the lii/inilc':' It recalls a tower in I'urin which

de Chirico knew as a boy. The castle seen in the

background of The Disfiiticlin^ Muses is a farjiiliar sight in
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(iiorcio He (".hiriro: Thr Mvstrn ami Mrlnm huh of n Sirrrt. 191 1

(iiorpio de (Ihiriro: \ost<ilgt(i oj ihr Inlinitc. prohablv I9l.'i-I4

Ferrara. De Chirico was a remote man, and his colonnaded

streets are still and cmptv. with onlv a small figure or two

in them. Kach is a depersonalized image: a reclining

antique statue, a stitched leather head on a column,

or a figure shown onlv in silhouette, like the little girl

rolling her hoo[) toward a cryptic rendezvous with a

shadowy figure, whose real being and mysterious purpose

lie outside the frame of the picture entirely.

Giorgio dc ("hi run: I hr l)i<i]utrtnii; \lii\fi. IQl'
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Mlax Ernst's involvement with Surrealism apparently

began as a child, when he experienced levered visions

during an attack of measles. Later, he found that he could

induce similar hallucinations bv staring fixedly at

woodwork, clouds or any textured surface. Ernst's intense

imagination, his ability to concentrate his vision and

w hat he describes as his favorite occupation ''looking"

—

combine in his work to produce fascinatingly disoriented

Max Krnsl: Eh'plidnt oj the CcMia



iiiiafi<-s. Ill l\lt/)/i(inl oj ihr (rlrlirsl If/I ), (isli Hu.il in

I lie air, l)iiH\ Ikmiis a|i|»rar (in I he end of I lie cliiili.inl's

[)i|)clikc trunk, and a headless plasler torso heekoiis. In

Tito ('hlhlrni he T/irrnlriinl hy a \ l^fitiiiiiiilr (hrhm ).

agate swinps from the canvas, where ghostly fijinres a[»[»ear.

Krrisi adinttted that I he irna^^erv may have sletnrned (rorn his

I IiiIiMkhiiI when .1 pel eoi kalod died; he suffered for years

Irtini "a rJanpToiis conhisKin he| ween hird>- and humans."

\Ia\ Krii,-t: I no l.htlilnn In Thn'tiltin'iUn a \i^liliiif;tili: 1924
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D (• (iliirico's cloti^atcd sliadnws aii<l ilraiii.il ic

|>crs|M*('liv<*s finil ail echo in llir work ol I' d-ik liiiiaii

Yves Taiif;iiv, wlin >>a\v our ol dc ( '.liiriro's |(iiiiil mj^^ m
the mill- I*)l2()s and i^ said lo have Im-coiiic a Siirrralisl

on tlir >|iol. I nlikf his inspire r, Taiifiuv was nol

eonlenl lo evploic the enigmas of ordinary ohjecis hul

[irelcrred lo ereale his own. Al lirsl he [uiinled pieliires

like I lit' Slorm ( rifilil ). with reeofinizahle elements.

I'he painting; does look stormy, there are ( louds,

somelhin*: thai could be a wave-daslied lighthouse, and

a suggeslion ol undersea life. But Tanguv's siihject

mailer hecanie more urinvil. Then* are no lamiliar

ohjecis in the pictures lielou . though thev are |»aiiitcd

with great [irecision. ianguv s later work em|)liasi/es

Hat landscapes filled with ohjecis ol com[>le\ilv like

llie clilllike form at Icll (c\cculcd alter he came to

America in lO.'W). Allol his [)aintings have elements ol

the unexpected. As he puts it : "I found that if I

planned a picture beforehand, it never surprised me,

and sur[)riscs arc mv [)icasiirc in painting."
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Paul Delvaux: The Break of Day, 19:

S^ome of the most striking Surrealist works are those

in which perfectly natural elements arc presented in

wildly unnatural ways to startle or disorient the viewer.

Paul Delvaux is famous for the buxom nudes that

wander in broad daylight (or moonlight) through his

paintings like sleepwalkers or, as in the painting above,

are permanently rooted in the earth as tree-women.

Rene Magritte used the same surprise technique, but

in a more humorous and philosophical vein. "When

a man thinks about the moon,"" he said of the three

moons at right, '"it becomes /?/.s moon."" And of the

immense rock in the -air (far right ) he said, "In thinking

the stone must fall, the viewer has a greater sentiment of

what a stone is than if the stone is on the ground."

Rene Magritte: The Masterpiece or the Mysteries ofthe Horizon, 1<
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Rene Magritte: Chateau des .Pyrenees, 1959
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VI

Limp Watches
and High Ideals

licdnly uill he von\u\s\\v or icill not hrni (ill. wdmk hhkton

of 23 paintings in his

istellation" series, this work

lis Joan Miro at his most

al. The violence that hannted

of his earlier work has been

ced by joyous symbols and

isitely balanced shapes.

Miro: The Hraiiliftil Bird

ilinplhc I nkiumn ton I'atr

rers. Julv 23. 1941

In Surrealism's first decade, great stress was placed on the anonymous
or collective nature of the works produced hy automatic methods. Max
Ernst even claimed that Surrealism had abolished the concept of talent.

Surrealist painting, he said, "is within the reach of everybody who is

attracted by real revelations and is therefore ready to assist inspira-

tion and make it work to order." A Surrealist artist was to be judged
not by the degree of technical skill he demonstrated but rather by the

success with which he evoked unconscious material, and any method
was theoretically as valid as any other.

By the time of the 1929 crisis, though, two separate and distinct

techniques had emerged in Surrealist painting. In one, which derived

from Giorgio de Chirico and was exemplified in the work of Magritte, a

meticulous realism was applied to fantastic objects, or to familiar ob-

jects placed in surroundings so unusual that they became fantastically

disoriented. In the other, developed mainly by Ernst and Masson, the

artist sought by spontaneous or automatic methods to evoke, rather

than to illustrate, the buried unconscious imagery. Each of these ten-

dencies would henceforth be carried to much greater lengths by Salva-

dor Dali and Joan Miro, two yo'ung artists who had almost nothing in

common with one another except their place of origin: both were Span-

iards, from the region of Catalonia. Neither Dali nor Miro remained for

very long within the confines of the official Surrealist movement. Their

mature styles were formed by their contact with Surrealism, however,

and they are today its most widely known exponents.

It is still too early to assess Dali's position in modern art. Dali him-

self has so muddied the waters by his calculated eccentricities, his tire-

less self-publicity, his pseudo-philosophies and his frank courtship of

money and high society—to say nothing of much meretricious painting

—that the brilliance of his early work is often overlooked by critics

and by his fellow artists, most of whom look upon him with utter con-

tempt. In 1929, though, Dali's spectacular appearance on the scene elec-

trified the Paris Surrealists and gave rise to the most exaggerated hopes.

"With the coming of Dali," Breton wrote in 1929. "it is perhaps the
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Dali's altered Mona Lisa, which shows his

own face and a pair of hairy hands filled

with coins, is a takeoff on the earlier

Duchamp transfiguration of the masterpiece

Ifxigr f)l ). Asked what he thought of the

Leonardo original. Dali re[)lied evasively,

"I am a very great admirer of Marcel

Duchamp, who happens to be the man who

has made those famous transformations

on the face of the Gioconda. He drew

a very small mustache on her. a mustache

that was already Dalinian."

firsl time thai the mental windows have been opened really wide, so

that one can feel oneself gliding up toward the wild sky's trap." Al-

though he had cerlaiii reservations about Dali even then, Breton was

inelined to believe that Surrealism had at last found its native genius.

For his own part, Dali could claim with justification that he had been

a Surrealist since birth. He was born on February 1 1, 1904, in the town

of Figueras, near Barcelona. The son of a notary (like Duchamp), he

grew up in comfortable surroundings and learned very quickly how to

impose his tyrannical will on those around him. Three years before he

was born, an older brother had died of meningitis, and Dali, who re-

ceived the same Christian naine, was seldom denied anything by his

doting, anxious parents. As he described it in his autobiography. The

Secret Life of Salvador Dali, his childhood was marked by hysterical

and often violent incidents— Dali slashing his favorite nurse with a

safety pin, gratuitously pushing a small playmate off a bridge, flinging

himself down a stone staircase to astonish his schoolmates. An altogeth-

er extraordinary imagination obliged him, even as a child, to consider

himself a genius, and "if you play at genius," Dali said, "you become

one." His ego has surmounted all obstacles since then with dazzling vir-

tuosity. "I was destined, as my name indicates, for nothing less than to

rescue painting from the void of modern art," he would write, "and to

do so in this abominable epoch of mechanical and mediocre catastro-

phes in which we have the distress and the dishonor to live."

D.'ali's technical gifts as an artist were clearly evident from the

start. By the time he was 17, when he entered the School of Pine

Arts in Madrid— from which he would later be expelled for refusing to

take exams from professors whom he denounced as intellectual inferi-

ors he had already experimented fluently with almost every modern

stvle from Impressionism to Cubism. He had also developed a passionate

interest in some of the old masters, notably Vermeer, as well as a

lifelong obsession with the work of Picasso. He soon decided that the

Madrid instructors had nothing to teach him. When his class was told

to copy a Gothic statue of the Virgin, Dali infuriated the teacher by care-

fully drawing a pair of scales. "Perhaps you see a Virgin like everyone

else," Dali said haughtily, "but I see a pair of scales." The incident

was significant in view of his later Surrealist theories. Dali, however,

did not discover his true direction as an artist for several more years.

With incredible virtuosity he continued to master and discard one style

after another, including the sriiola metafisica of de Chirico and Carra,

until he came to Paris in 1928 and discovered Surrealism.

It was Miro who first introduced Dali to the Surrealists, and for a

while after that Dali's painting showed the influence of his fellow Cata-

lonian. By the summer of 1929, though, he had started to work on a

small canvas whose minutely detailed, irrational images animals, in-

sects, bits ol human anatomy, a statue with an enormously enlarged

hand —were copied as closely as possible from specific dreams: it was

what Dali would later call a "hand-painted dream photograph." A group

of Surrealists including Paul Fluard and his wife (^ala. Bene and Geor-

gette Magritte, and the dealer (]amille Goemans came down that same
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siiiimMT In ( .inLKiiic-. tlir lilllr (islniit: villiitjc nrjir himicra^ wIhtc I).iIi

was living al llic hiiir. and il ua-^ I'JiianI wIid ;^a\r iId- |iaiiiliii^ lis litir

Tlir l.iia^uhfioiis (,(tinr. lie was lo ((ml riltiilr trmrc ihaii llial, as it

turned oiil. Dali l(*ll itiadlv in love witli (lala Klii.ird. llic Hussiaii-horii

^irl who had so his(iiial('(l Max Krrisl a leu vcars hclorc. (/ala IcM

strongly all raclcd lo Dah in ^\n\v ol his slrarific hchavior: al ihi'- [»criod

lie was suhicci to Ills ol hvslcrical laiif^hlcr so violent that he Irll he

was in danticr ol fjoinji tnad. Il was (Jala, lie helieved, who drew him

hack Irom the edj^e ol madness that summer. She lell Kliiard the lol-

lowing year lo li\e willi Dali. and lliev were married s(ton allerward.

Since then he has never tired ol |>uhliclv w()rslii|>ing al her shrine.

Dali had his first one-man show in I'aris in Noyemher 1929. at the

(Jalerie (Joemans. Just a month helore. I he Paris iritellif;enlsia had at-

t(Mided ihe [)remir're ol a sensalioiial Idm made bv Dali and l.iiis Miiniiel.

whom Dali had met when he was at the Madrid School of Kine Arts.

The film, which was (tailed I n (.liicii Indahm (An huldlnsidii Dofi),

opened with a closeiip of a woman's evehall heinp sliced hv a razor, and

nviched its Surrealist climax with a scene I hat showed a man strugfiling

at the end of a long ro[)e that was attached to two grand pianos, over

which were draped the bloody, mud-caked carcasses of two dead (Jon-

keys. As a result of the film an(i his one-man show, Dali was suddenly

catapult(Ml into prominence as Surrealisms man of the hour. Breton

wrote a glowing preface for the exhibition at (ioemans, but prophetical-

ly added a note of warning: "Dali is like a man who hesitates between

talent and genius, or, as one would have said in a previous age, between

vice and virtue. . . . On one side there are the mites which attempt to

cling to his clothes and never leave him even when he goes out on the

street. . . . On the other side there is hope; the hope that everything

will not crash into ruins after all and that, to start with, the sound of

Dalis admirable voice mav continue to ring true in his own ears, de-

spite the interest that certain 'materialists" have in persuading him to

confuse it with the creaking of his patent-leather shoes."

I,he paintings that Dali executed in the years from 1929 to 1934

are, with a very few others from later periods, the ones on which his

future reputation will undoubtedly rest. Many of them are surprisingly

small. Icconiitioddlions of Desire (pafie l.'i^)) is onlv a little more than

8 bv 13 inches; Illumined l^leasnres is about the same size, and The

Persislenee of Memory (pn^e 13^)). the most famous of all, is 10 inches

by 11. Within this limited space. Dali achieved effects of the greatest in-

tensity. Borrowing from de Chirico the technique of elongated shadows

and abruptly scaled-down perspective, he projected with startling clarity

the obsessions and erotic fetishes of his own subconscious: shoes, keys,

women's hair, decaying flesh, snarling lions, fried eggs, madwomen

with idiot grins, swarming ants and the well-known limp watches.

Dali had a great deal to say about the recurrent images that appear

in his work. Some of his statements are pure buffoonery (the important

thing about limp watches, he says, is that "they keep good time"), but

his autobiography reveals the origin of most of them in specific experi-

ences of his vivid childhood. The temptation to psychoanalyze Dali

^l\

Amonp Dali's manv curious preorrupation?

is a rather strange interest in his brother,

who (tied before f)ali was born. In I'nrlmit

of Mv Dead tinilhrr aitove. Dali rendered

the image with small, round dots, whirh

merge to form the brother's face. This

technique is used in Pop Art.



from his paintings is almost irresistible the fear of impotence in those

limp watches and soft, useless appendages supported by crutches; the

anxiety in his obsession with the praying mantis, an insect species

whose female member has the regrettable trait of devouring the male

immediately following copulation. Dali never objected to this interpre-

tation, and certainly no artist has profited more than he from the dis-

coveries of Freud. Dali did more than put his neuroses to work on

canvas, however; he contributed to Surrealism an entirely new method

of forcing inspiration, based on the deliberate exploitation of the men-

tal derangement called paranoia.

I,he Surrealists were all fascinated by the phenomenon of insanity.

Their attitude toward it somewhat resembled the attitude of those

primitive societies that looked upon an insane person as one divinely

inspired. Seeking as they did the deliberate "derangement of all the

senses" recommended by Rimbaud, the Surrealists studied the draw-

ings and writings of the insane in search of keys to their own kingdom

of desire, and even courted insanity in their private lives— Breton's

beautiful and strangely moving book i\adja, for example, is an account

of his long love affair with a deranged girl who ended in an institution.

Dali claimed absolute pre-eminence in this domain, boasting that "The

only difference between a madman and myself is that I am not mad."

His particular "talent," he said, lay in the realm of paranoia, in which

the madman substitutes for reality his own delusions and hallucinations.

In 1930 Dali published a book called La Femmc \ isihle wherein he

described the method of Surrealist painting that he had discovered,

which he called the "paranoiac-critical method." Simply stated, it was

the deliberate substitution of Dalinian hallucination for observed real-

ity. Dali had practiced it years before in art school, when he drew the pair

of scales in place of the Virgin; he claimed that his sensitivity gave him

the power to substitute delusion for reality at will, and he made it clear

that he considered this "active" method of forcing inspiration superior

to the "passive" techniques of automatism and dream transcription.

Dali's own paranoiac-critical activity was especially apparent in his

use of double and multiple images. Although many artists have used

this trick— Arcimboldo in the 16th Century painted landscapes that

turned into heads, and Currier and Ives popularized puzzle pictures

containing hidden images—none has ever used it more skillfully than

Dali. He believes that paranoiacs have a particular ability to see more

than one "reality" in any given scene, and such is Dali's extraordinary

gift that he not only perceives these alternate realities but makes the

viewer see them as well. In Ihr Invisible Man (page 141 ), the "para-

noiac" image is a seated nude male figure extending from top to bottom

of the picture. In .\ostalgic Echo, the figure of a girl skipping rope is

repeated exactly by the image of a bell in a church tower. Sometimes

the double image becomes overly insistent, as in the 1938 Apparition of

Face and Fruit-Dish on a Beach, but at his best Dali paints so deceptively

that the second image appears only after careful study, and then with

such truly paranoiac force that the viewer can see nothing else.

Dali was so pleased with his paranoiac-critical method that he applied
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il in ;i varirtv ol dilfrrcnl wavs, ollrn willi llic rin)sl siirprisirifj rr-

siills. Throu^li paranoia-crilicisrn, lie •(ll^(•()V(•^•(i" thai Vlillct's wrll-

knouii l')lh (Icnliirv pairilin^ The fiii^'cliis, wfiicli sfiowcd a [>rasutit

('()n|)l(' slaM(liii<: ill a field, llirir heads lieiil in |ii(his de\()tion. eoiilaiiie(|

a hidden w«'ahh ol sexual sytiiholisni. Aciordirifi lo Dali, ifiis was [he

real reason lor the painliti^'s fjreat popiilaril v. He |iaiiiled a soricrs of

varialiotis on ihe sexual "ihernes" u\ Tin- liif^rliis, and another series

hased on the lilerarv lei^end ol \V illiani Tell, whose real ihenie In- had

aseertained to he eannihalislic: the lalluT wanted lo eat his son. Dali, of

course, was out to shock and provoke the |)ul)lic in every way possilile.

He realized this atnhition with notahle success during ifie [)ri<d run in

l*).H()ol /. /i,'Yw/"0/. his second liliii uilli Hiiniicl. /. fi^r <I'(U conlained

scenes that showed a dog heing s(|uash<'(i to death, a lather killing his

son and a closeu[) ol the heroine ecstatically sucking the hig toe of a

statue of Apollo; the (ilin ended with a shot of several wornerrs scalps

nailed lo a crucifix. Showings ol // li^r d'Or al Studio 28 in Paris were

ahruplly terminated when a band of young loughs from llie [)rotofascist

(^amelots du Hoi organization invaded the theater, hurled ink at the

screen, attacktnl the audience and destroyed an exhibition of paintings

by Miro. Krnst. Dali and Tanguy iti the l()l)by.

W,hen Dali settled in Paris in l*)2') he had been content at first

to play a relatively docile role in the Surrealist movement, accepting

Breton's authority and confining his eccentricities to such minor mat-

ters as his habit of paying for drinks with a lOO-franc note he could

not be bothered, he maintained, with bills of smaller denomination.

He embraced all the necessary Surrealist beliefs and dutifully re-

nounced his own family, his country and the Catholic Church. As

Dali's fame grew, however, his natural self-esteem began to assert it-

self more and more. He openly proclaimed the superiority of paranoia-

criticism to previous Surrealist techniques. He peremptorily decided to

eulogize Jean Louis Ernest Meissonier, the 19th Century academic real-

ist, and tried hard to have him formally anointed as a Surrealist pre-

cursor. This sort of thing led to increasing friction with Breton, who

still admired Dali's painting hut who did nothing to conceal his dis-

taste for some of Dali's ideas. The situation reached a crisis in 1934,

over the issue of politics. The rise of Hitler had pushed the Surrealists

into one last attempt to make common cause with the Communists,

an attempt that was doomed to failure but in which Dali took no part.

Hitler, meanwhile, had made surprising and incomprehensible appear-

ances in two paintings bv Dali. Breton called a meeting of the Surreal-

ist group in his Hue Fontaine studio, and summoned Dali to come and

account for his political views. Dali arrived with a thermometer in his

mouth. Claiming that he had the flu, he kept it there throughout the

proceedings, taking it out from time to time to read his temperature.

Despite this impediment he argued his case with extreme vehemence.

Dali insisted that as a true Surrealist he had the obligation to tran-

scribe his dreams without interference from his conscious mind, and

that it was not his fault if he happened to dream of Hitler. Several

times he knelt down at Breton's feet, "not to plead against being ex-
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Like artist-fioldsriiiths of the Renaissance,

Dali designed works of art using gold and

precious stones. Few of his designs are

functional, although the Eye of Time

(top) is a watch. Rubv Lips is more

characteristic: here Dali takes literally

the romantic cliche of "lips like rubies

and teeth like pearls."

pelled," he ha.s written, "[)iit, oti tho contrary, to exhort Breton to

understand that my obsession with Hitler was strictly paranoid and

essentially apolitical." What actually happened after that is still not

clear. Some say Dali was expelled; Dali maintains that he was not. In

any case, Dali had reached a point where he no longer required the

support of the Surrealists.

His exhibition in June 1934 at the Galerie Jacques Bonjean had

established him as a complete success with the critics and the Parisian

haul moiui(\ and Dali, for his part, had discovered that the world of

international society was "infinitely more vulnerable to my system of

ideas than the artists." He would henceforth exploit this discovery by

every possible means, and nowhere more successfully than in America.

I,he American dealer Julien Levy, who introduced Surrealist paint-

ing in the United States, had bought Dali's Persistence of Memory.

which was subsequently acquired by The Museum of Modern Art in

New York. With its melting watches and jewel-like ants, this picture

soon established itself as the key work of Surrealism in America, and

when Dali came to New York for the first time in 1934 his flamboyant

antics accordingly received close attention. Surrealism by this time

had become chic. Fashionable women reflected the new fad in their

clothing and their hats and even in the decoration of their rooms, and

everything that was absurd or wittily outrageous became "surrealistic."

Dali threw himself with gusto into the commercialization of the move-

ment—designing clothes for Schiaparelli, decorating windows for Bon-

wit Teller (and then shattering the store window when his mannequins

were changed), making fantastic statements to the press at every op-

portunity. When Levy planned a Surrealist exhibit at the 1939 New

York World's Fair, his financial backers, dazzled by Dali, overruled

Levy's arrangement with other artists so that Dali could install his own

"Dream of Venus" show instead. Dali maintained that he icas Surreal-

ism, and a good many wealthy and influential people agreed with him.

He could still produce extraordinary work. Dali's 1936 Soft Con-

struction icith Boiled Beans: Premonition of Civil U ar (pa^e 140). now^

in the Philadelphia Museum, is in its own way as powerful as The Mu-

seum of Modern Art's gigantic Ciieniica. the painting with which Pi-

casso expressed his anguish and rage over the conflict that was rending

their native Spain. Dali, however, gave verbal support to the Franco

side in tlie Spanish Civil War; Julien Levy wondered at the time if

Dali may not have done so out of his unadmitted sense of rivalry with

Picasso, who supported the Republican cause. When many of the Sur-

realists came to .America after tho fall of France in 1940, they would

have nothing to do with Dali, whom Breton had scornfully rechristened

with the anagram "Avida Dollars." Only Duchamp continued to see

him, but l)u( hamp had remained aloof from politics as well as art, and

not even Breton could prevent him from indulging his interest in Dali

as one of the great egotists of the age.

Since that time, although Dali's work has found favor with certain

sectors of wealthy society and with a large public that appreciates his

technical mastery and is pleasantly titillated bv his erotic and vaguely
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"shockiiifi" siil)j(>(l tiiiillrr. il lias Imtii iMiilortnlv (larnticd hv crilics

and iiKxIcrn arlisls. Dali aiitiotiiircil smiir lime a^o llial lie was ^mii^

lo "liccdiiic classic III ihc 111.inner ol lii^ illiisi rioiis [irciJcci'ssors Ka-

|tli.H'l. I.cnii.inln. \ cl;'i/<|iir/ ami \ ci iiiimi . and I li.it il was his sacred dill V

lo rescue art Ironi llie Inriiiless ii;4liness <d iiiodernisiri. His rediscovery

ol llie (lalliolic (lliiircli has resiilled in a niiniher ol lari;e and exceed-

iiif^iy vul}i;ar [liclures on Iradiliotial religion-- llieiiie>. hroimlil n|i lo dale

hv a "nuclear in\ slicisin" ihal alonn/es the imafie inin wliirjiti^

Iraiiiiienls. or lloals ihe suh|ecl rnelodrainal icalK in tiiid-air.

In llie '.')()s and ViOs. diiririfi which he and (iaia have divided iheir

lime hetween winlers at the Si. Me^is Hotel in New York and summers

in ihe |ticl ures(|ue lishin>i villajic (d INirl l.li^al. near lii^ hirlh|»lace of

Kifiueras, DalTs paiiilinjis have lended to hecorne larger, more crowded

and less convincing ihan ever. It would a[)[)ear ihal lireton's 1929

warning was projihelic indeed, and ihal ihe soeiciv "miles" thai cling

lo his clothes have (inallv made il impossihh* lor Dali lo dislinguish

his own voice from the creaking ol his palenldealher shoes. This will

not prevent his early work Irom being recognized in some quarters

and more widely in years lo come as an exceptionally hrilliant. per-

haps llie most hrilliant. cont rihulion lo .Surrealist painting, and an

achievement ol considerable im[)orlance in the history of modern art.

It is in these small, luminous, hallucinated paintings that the artist

realized his pictorial ambition, which he once described as the ability

"to materialize the images ol concrete irrationalil v with the most

imperialist lury ol precision, in order that the world of the imagination

and of concrete irrationalitv may be as objectively evident, of the same

consistency, of the same durability, of the same persuasive, cog-

noscilive and communicative thickness as thai of the exterior world

of phenomenal reality. " That is the uni(|ue. authentic, but no longer

audible voice of Salvador Dali.

If Dali represents the quixotic aspect of the Spanish temper, Joan

Miro can be seen as his exact antithesis. Miro inherited the Catalan

peasant virtues of quiet perseverance and stubborn courage, and he

retained, all his life, the miraculous vision of a child.

Joan Miros grandfather had been a country blacksmith. His father

was a watchmaker and goldsmith, a highly respected craftsman in the

old section of Barcelona, where Miro was born in 1893. He seemed a

thoroughly ordinarv child: obedient, dulilul. uiilalenled. A poor stu-

dent, he showed an early and absorbing interest in drawing, which he

practiced at every opportunity, but with uninspired results. "I was a

marvel of clumsiness," Miro once said of his student efforts. After three

years of attending a commercial trade school and taking art classes, Miro

went to work as a bookkeeper. The following year he suffered one of

those blows of fate by which artists are sometimes formed. Miro's health

broke down in 191 Land he was forced to spend the next half year recup-

erating in the country, at a farm his parents had just bought near the vil-

lage of Montroig. Here he not onlv regained his health but drew Irom the

sun-drenched landscape the strength that would never cease to flow forth

into his art.
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For the next three years Miro studied at Francisco Gall's private

art school in Barcelona. Having persuaded his parents that art was the

only career possible for him, he still had serious doubts about his

own ability. "1 lack all plastic means with which to express myself,"

he confessed to a friend in 1915, "and I feel rotten about it. Sometimes

I knock my head against the wall in despair." Gradually, though, he

mastered the elements of plastic expression and began to attract more

notice as a promising young Catalan painter. A series of portraits and

still lifes of this period show Miro's major influences: Cezanne and

Van Gogh, the Fauves, Cubism. At the same time, in his distortions

and simplifications of form, and in his fresh, bold handling of color he

gave unmistakable evidence of his own emerging style, a style that

announced itself distinctly in the landscapes of Montroig that he

painted during the summer months. Miro's feeling for nature was so

intense and yet so intimate that during this period he never subor-

dinated details to the total effect, preferring instead to paint each ele-

ment with meticulous and equal devotion. "What I am interested in

most of all," he wrote to a fellow artist, "is the calligraphy of a tree

or the tiles of a roof, leaf by leaf, twig by twig, blade by blade of grass."

The trees, fields, farmhouses, animals and sky of Montroig are the

recurrent images in these early "detailist" paintings, which reached

their culmination in Miro's first masterpiece. The Farm (page 144).

\h(he harm was begun in Montroig in the summer of 1921 but it was

finished in Paris, where Miro, feeling a need to touch the springs of

modern art, had been spending his winters since 1919. Miro worked

on it constantly for nine months, with such a passion for authenticity

that when he left Montroig for Paris he took along two sample tufts

of grass to refer to as models. When the painting was finished it hung

for a while in a Montparnasse cafe, and was eventually bought by a

virtually penniless young American writer named Ernest Hemingway,

who earned the money to pay for it by loading and unloading sacks of

vegetables every night at Les Halles, the Paris produce market. "No

one could look at it and not know it had been painted by a great

painter," Hemingway once wrote. "It has in it all that you feel about

Spain when you are there and all that you feel when you are away and

cannot go there." With its combination of childlike spontaneity and

stylized organization, its near-perfect blending of fact and fantasy, its

formal solidity and pure, scintillating color, I he Farm is not only a syn-

thesis of all that Miro had learned thus far but a point of reference for

the future—the key, in effect, to his entire career.

The next big step left realism behind. The progression can be seen

most clearly by a comparison of The Farm with The Tilled Field, which

Miro painted one year later. The Tilled Field has almost all the same

elements as the earlier canvas. Here again are the trees, the farmhouse,

the road, the farm animals, the lizard, the snail—but everything has

become transformed by fantasy. The pine tree at the right has an

ear growing from its trunk, and its branches frame an enormous eye.

The fig tree is purely schematic, with only a single leaf and fig at the

tip of one branch to identify it. The animals, painted with the same
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|)aitislakit)<^ (icinil as Ix'lori-. have hrcitrii' lalMiliMi^ anil tiiyl holo^ical.

I'crspcclivr is ainiosi climiiialril; ihc colors ;irr vvlinllv arltilrarv. ami

so arc the indivKliial |)r()|M»rli(»iis llic snail is as lar^c as ihc doe.

All llicsc Icndcncics were s<»on lo lie carried a fircal deal liirllicr. In

('.(ildhiti l.(in<ls((i/H' (fHi^c ll'i). wliicli \liro linislicd m \*)2\, wc liti<i

imicli greater schcriiali/.alion ol dclail some lorms have In-come ^eo-

mclrical spheres. Irian^lcs. s(|uarcs or cones; others have hecome

siraifihl lines, curlicues or dolled cur\es. \liilrniil\ shows ihe same

m(*lh()(l a|>|)lied to a simple compoMlion ol a woman inir^nie h'-r two

childrtMi; the mothers head is a sort ol black helmet sproulni'; lonfi

hairs; her hodv is a strai^hl lim> thai ends in a hcavv hiack triangle with

a nuindcd liollom; al cillicr end ol aintllicr slraielil line th.ii intersects

the hodv are her two l)reasts, one a while circle from which harifis lh<^

fjirl child, the other, seen in profile, a l)laek hall-circle supporlin<; the

hov. A red-and-vellow. wormlike lorm re[)resenls the woman's inner or-

gans. In ll(ul('(jiiin's (.unmal. \Iir6 has filled a room with faiilasv fig-

ures ol every description, includitifj the "escape ladder*' that is lo figure

in manv of his future works. The mood of these paintitiiis is whimsical,

humorous, hrillianllv colorlul and huiielv animated, hut Vliro's in-

tent ion was l)v no means Irivolous. Far from trvitiiz to escape from

realitv. he sought to "escape into the ahsolule of nature"" an ahso-

lute that included imagination and fantasy as well as fact. "Hard at

work and full ol enthusiasm." he wrote to his friend J. V. Hafols while

workitiiz on ('aldldii Ldiulscdpc. "Monstrous animals and angelic ani-

mals. Trees with ears and a peasant in a Catalan cap, holding a shotgun

and smoking a pipe. All the [)ictorial problems solved. To express with

precision all the golden sparks the soul gives off."

I V liro's preoccupations al this moment were verv close lo those of

the Surrealists, with whom he was already on good terms. Although the

first person he had called on when he arrived in Paris was Picasso (who

received him warndv and even bought one of his paintings, a self-

portrait), Miro never succumbed lo the powerful attraction of his

slightly older countryman's art. He soon met Andre Masson and,

through him. the rest of the Surrealist group, and during the 1920s

his best friends were the Surrealist poets. Miro had discovered Rim-

baud, Mallarme and Alfred Jarry on his own, and it was his frequently

stated ambition to make his art "attain poetry." His contact with Bre-

ton, Eluard and others reinforced his own natural inclination to pursue

his fantasies and to seek out the marvelous. Miro joined the movement

soon after its official founding in 1924, and he exhibited in group shows

with the Surrealists for many years. It is important nevertheless to

recognize that with his quiet, rather shy personality, he was never a

verv active member of the group. 11(> seldom attended meetings or went

to the right bank Cafe Cvrano, where the Surrealists gathered in those

days. Miro's only recorded Surrealist action took place during the

height of the Surrealist experiments in Paris, when it was decided that

each member would carry out some form of public provocation. Robert

Desnos. for example, said '^Honjoiir. mnddnie.'" to a priest on the sub-

way. Michel Leiris insulted a gendarme, and kept on doing so all the
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Like his paintings. MircS's sculptures are

characterized l)y great freedom of form and

playful fantasy. The one above, called Ohjcl

Hoelique, is a construction of found

objects, among which are a hat, a toy fish,

a doll's leg, a map and a stuffed parrot.

In Mir6"s sculptures of this kind, the

items are selected at random and assembled

spontaneously in a spirit of burlesque.

way to the police station, where he was held for 48 hours. I^aul Eluard

walked around a public square shouting, "Down with the Army! Down

with France!" until he, too, landed in jail. Miro, who was also expect-

ed to commit some outrage, went out on the street one day and began

saying, rather [)olitely, ''Down with the Mediterranean!" The other

Surrealists were disgusted, but Miro argued that, because the Mediter-

ranean was the cradle of Western culture, what he had reallv been sav-

ing was, "'Down with everything."

Aside from the short-lived excomimiiiication ol Miro and Max Krnst

for their 1926 collaboration with Diaghilev, no one sought to force the

Surrealists' rigid group discipline on Miro. Breton even acknowledged,

once, that "Miro mav rank as the most Surrealist of us all."

I.he whole Surrealist group turned out for the opening of Miro's

second Paris exhibition, at the (Valerie Pierre in 1925, and so did nearly

everyone else in the Paris avant-garde. Jacques Viot. the shows or-

ganizer, has provided a description of the great night: ""The paintings

on the wall dumfounded those who could get a look at them. But I

think that the artist amazed even more because nobody could figure out

any connection between his works and his person. Miro made an enor-

mous effort to make himself attractive. ... He wore an embroidered

waistcoat, gray trousers, and white spats. He was profuse in paving

compliments, but so afraid he might overlook somebody that he almost

gave an impression of anxiety. When it was over, we persuaded him to

go up to Montmartre with us, and I have a very clear recollection of

Miro, looking more preoccupied than ever, dancing a tango with a

woman much tailor than he. Not once did he slip— not a single step or

a tinv gesture was omitted. The other dancers stopped, unable to com-

pete with such conscientiousness. And Miro, all tensed up, kept right

on doing the tango as though he had just learned it out of a book."

Kncouraged bv the Surrealists but responsive only to his own inner

voice, Miro now crossed, in Bretons phrase, "the fmal barriers re-

straining him from total spontaneity of expression."* During the years

1925, 1926 and 1927 Miro painted more than a hundred pictures in

which he was no longer dealing with lamiliar objects fancifullv treated,

but with almost wholly abstract dream imagery. His method was close

to automatism. He worked in a kind of creative frenzy that was olten

intensified bv hunger, for in spite of his success with the avant-garde

his work sold [)oorlv and he could seldom afford to eat more than one

meal a day. Some of these works clearly foreshadow the American Ab-

stract Expressionist painting of the 1940s. Applying his color in thin

washes and allowing it to drip down the canvas, painting so ra[)idly that

the gesture, the act itself, became the subject, Miro was not illustrat-

ing his dreams as Dali did, hut rather re-creating the dream ex[)erience.

In several pictures, written words enter and help to form the image.

The biomorphic shapes that appear are sometimes reminiscent of the

forms used by Jean Arp. whom Miro saw often during this period (they

had taken studios in the same Montmartre block with Max Krtisl and

Rene Magritte), although Arp denied that Miro was influenced by him.

Miro had also come to admire the work of Paul Klee. which mav
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Iiavj' had some cfTrcl on ihc nn»rc liiit?i<>r<»iis cativasrs itial lir (tainlrd

in (lir course oi liis siiiiiinrr xijoiirri^ in Montnii^ (luring this pfrioil.

I'lirsc paiillitlf^s liav** IxMotiic heller know ii ihaii the olhers he (hd in ihr

tliid-'2()s. and lhi"\ are cerlainK anionii his more deh^hllnl |>rodiii I loiis

in the ear her \ein ol plaviul lanlasv . I wo oi ihe most farnoiis are now in

America: I'crsoii TIi/ok in^ <i Sitmc (tl u liini in The Vliiseiitn ol Modern

Arl shows a (ifzure thai consisls principalis ol one hn^e Tool, wilh a

slraiiiht line lor the hod\ and .mother lor the arms. Ironi the end (d

which a stone descrihes a precise hiil iindleclnal arc toward a scarlel-

crested hird: and l)(tii lidrhiniinl llir Moon
(
fxii^c I I.')) in the IMiiladelphia

Museum o I \rt. with its hrow n earth and hiack skv. its setnihufrian dofi

and its ladder linkiiii: earth and sk\, realitv and dream.

There is some cause lor helievinf^ that I'icasso hitnself may have

heen inlluenced l)y Miro's dream paintitifis. Iti 1927, l^icasso lurfied

Irom his lormal al)slra(ii()ris to a new and dislurhing style in which

strange and menaciiii: lorm>. monsters and chimeras made a direct

assault upon the viewers emotions. This is generaliv considered Pi-

casso's Surrealist period, for allhoufih he never ofhciallv joined the

movement, it was obvious that from 1927 to 1929 he was workitifi in

close alliance with Surrealism. Kelerrinj: to this period Breton later

wrote, "It can he said that \lir('t s inlluence . . . was to a larfze extent

a determining one."

L,like all organic things, Miro's art was continually evolving and

changing. A trip to Holland in 1928 gave rise to the so-called "Dutch

interiors," a series in which Miro subjected the intimate realism of

paintings bv Jan Steen and other Dutch 17th Cenlurv masters to elab-

orately fanciful distortions of all kinds. Soon afterward, assailed by

doubts regarding the essential value of art, he set out, as he put it, "to

wring the neck of painting." This sudden crisis in his development

bore no apparent relation to his private lil(\ \t about the same time.

in October of 1929, Miro married Pilar Juncosa, a Majorcan girl, and to

his friends in Paris he seemed as cheerful as ever. Miro later intimated

that his doubts were really a delayed reaction to Dadaism, which he had

discovered first when, as a voung art student in Barcelona in 1917. he

met Picabia and read several issues of .'i^/, and which he later observed

at first hand during the 1919 and 1920 Dada manifestations in Paris.

In any case. Miro had abandoned his vibrant colors and animated

forms and began to make Dadaist collages and constructions out of

such unpainterlv materials as string, linoleum, nails, scrap metal and

junk of all kinds. His 1928 Spanish Dancer was simplicity itself: on a

virgin canvas, a single feather, attached to a cork by a long hatpin.

CradualU. these rough "anti-art" [)roductions gave way to large can-

vases in which the collage elements— sentimental postcards, butter-

flies, bits of newspaper advertising— served satiric or humorous ends.

By 1932 he was no longer at war with painting. The 18 large pictures

that he finished in 19.33 are among the most magnificent of his entire

career serenely beautiful works such as The Museum of Modern Art's

simply titled I'ainlin^. all of which proclaim Miro's absolute mastery of

color and his spontaneous and childlike joy in painting. It was as
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Leonide Massine, the great French ballet

dancer and choreographer, was an early fan

of Miro's, and in 1931, he asked the artist

to design scenery and costumes for a m-w

ballet Jrux d'Enjnnls. At the top above is

Miro's sketch for the basic scene a

stylized comet's tail and a sphere—and

some of the costumes. Movable painted

panels, ornamented shields and animal

heads completed the decor. The photograph

at bottom shows the actual set during

a performance, with a dancer's legs visible

beneath the comet.

though, out oi his struggle with douht and uncertainty, Miro had won

through to a complete freedom of expression. "Miro could not put a

dot on a sheet of paper without hitting square on the target," said the

sculptor Alberto Giac'ometti, at this time one of his closest friends.

"He was so truly a painter that it was enough lor him to drop three spots

of color on the canvas, and it would come to life— it would be a paint-

ing." The simple, rhythmically flowing forms in these paintings of

1933 may appear to be abstract, but Miro has always vigorously denied

being an abstractionist. "For me a form is never something abstract,"

he once said; "it is always a sign of something, it is always a man, a

bird, or something else. For me painting is never form for form's sake."

Hlis serenely joyful mood did not last. Like Picasso and a few other

artists, Miro sensed and reflected in his art the approach of terrible

events in the world around him. Beginning about 1934, his paintings

were invaded by monsters, bestial forms whose features grew more and

more grotesque and frightening. A brutal eroticism made its appear-

ance: figures with huge, luridly colored genitals coupled with savage

violence. Miro's color became feverish and almost unbearably in-

tense. F^ven the titles of his pictures were alarming: Personages in

Front of (I I olaino. \hm and II oman in Front of a Heap of Excrement

.

Miro had been spending an increasing amount of his time in Montroig

and Barcelona since the birth of his daughter in 1931, but the outbreak

of the Spanish Civil War forced him to leave his beloved Catalan coun-

tryside. Back in Paris, he could scarcely bring himself to paint. He en-

rolled in the Grande Chaumiere academy and spent several months

drawing from the figure, alongside art students 20 years younger than

he was; Miro's nude studies show the female body so hideously dis-

torted that it is almost unrecognizable. He worked for five months on

Still Life with an Old Shoe, pouring into its realistic detail and melan-

choly color all his anguished feeling for the sufferings of his country.

His "wild paintings" reached a final peak of intensity with the 1938

Seated IPoman I that is now in the Peggy Guggenheim Collection in

Venice. Then, surprisingly, Miro turned his back on the approaching

horrors. A group of exquisite small paintings on burlap that are among

the most beautiful he had ever done was followed in 1939 by 23 mirac-

ulous gouaches, the "Constellations." Miro began work on this series

while he was living in the village of Varengeville, in Normandy. Seem-

ingly oblivious to the 1940 Nazi breakthrough on the Western front,

he did not interrupt his work until the Wehrmacht was approaching

Paris; then he somehow managed to get himself, his wife and daughter

on the last train leaving for the Spanish border. They settled in Palma,

Majorca, with his wife's family, and Miro completed the series there.

The "Constellations," all done on the same size paper and in the same

technique, are delicate, classically balanced works in which Miro's fa-

miliar "signs" for men. birds and stars combine with purely geometri-

cal shapes in an atmosphere of perfect peace and serenity. Describing

his state of mind when he painted them, Miro said, "I felt a deep de-

sire to escape. I closed myself within myself purposely. The night,

music, and the stars began to play a major role in suggesting my paint-

34



ings. Music IkkI mIu;i\s a|i|HMlr(| In ttir. ami iiov\ iimimc in this |)rrio(|

lirgaii l(» lakr tin- rule [»(»rlr\ had |ila\(<l in lln- rarlv Ivvrnlirs, csiircial-

Iv Hiuli and Mozarl."' One ol ihr Inifsl ol llic "( !(tnslrllal ion" scries

can l)c seen in llie Miisenin (d Modern \rl, under llie poetic title The

liciiiili/iil liinl Ixrrciilini: llie I iiUioiiii Ion I'liiiof Lorrrs (/)afi(' 122).

Mierllie War, Mir(') lived |(»r the tiiosi part in Majorca, workiiif; in

a lar^e studio designed lor him hv the architect Jose Luis Sert. lie ne\ -

er resumed his close eonta<"ts with the Surrealists, and it hecarne in-

creasingly evident that Miro's goal had never really been the same as

theirs. His own evolution, like Arp's, t(»ok him ever closer to nature,

but in the sense of the (Ihinese painter who said "I ciorTt imitate na-

ture; I work like her. " Miros unitjue forms and signs birds, stars,

suns, trees, women, "personages," animals became [)rogressively sim-

plified and refined over the years, as they approached the ""absolute of

nature." and finallv excri these signs vanished, to be replaced bv the

free play of Miro's ravishing colors in luminous space.

His reputation has grown swiftly since 1941, the date of the impor-

tant Miro nMrospective in New York put on by The Museum of Mod-

ern Art, and nowhere has his influence been greater than in the United

States. The lyrical abstractionists of the New York School, led by Jack-

son Pollock and Willem de Kooning, freely acknowledged their debt to

Miro. Their exploitation of chance and the accidental eflfects of drip-

ping paint were anticipated by Miro's experiments in the 1920s al-

though it should be noted here that, unlike Pollock, Miro exploited

the possibilities of accident and chance only as a first stage in his com-

position: "The first stage is free, unconscious," he once said, "but

after that the picture is controlled throughout, in keeping with that

desire for disciplined work I have felt from the beginning." In the

whole field of modern art, Miro today is considered second only to

Matisse as a colorist, and the American critic Clement Greenberg has

observed that his style "is so incorporated by now in [our contempo-

rary world's) visual sensibility that no one who paints ambitiously can

afford to be unaware of it."

Eeeling the need to expand his creative field, Miro, like Picasso, also

turned to sculpture and to the ceramic art. In collaboration with the

master ceramist Jose Llorens Artigas (a classmate of Miro's at the

Gall Academv in Barcelona), he created more than 200 ceramic works,

includingtheceramic "walls"at Harvard University and at the UNESCO
Headquarters in Paris, for which latter he was awarded the Guggenheim

Prize in 1959. This was also the year of his second major retrospective

at The Museum of Modern Art.

Today, as he constantly explores new possibilities, experimenting

with texture and proving, for example, that he can paint beautifully on

cardboard or masonite, the only predictable certainty is that Miro's

art will never cease to grow and evolve according to its own laws.

"What really counts is to strip the soul naked," Miro said in 1936.

"Painting or poetry is made as one makes love—a total embrace, pru-

dence thrown to the winds, nothing held back." That is the way Joan

Miro paints.

In 1917 Miro was commissioned to design

a mural for the restaurant of the Terrace

Plaza Hotel in Cincinnati. He painted the

large canvas 9 bv .32 feet alone in New

York in eight months, having studied the

site: a circular room with wide windows.

The colorful, gailv drawn work, painted in

red. yellow, green and black on a soft blue

ground, was subsequently moved to the

(jnciniiati Art Museum.
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Two Giants

of Surrealism

B,'cyond the fact that they were both bom in the

Spanish province of Catalonia, Salvador Dali and Joan

Miro had little in common—yet they were among the

most original and influential of all the Surrealists.

Miro's life, according to his biographer Jacques Dupin,

was always "completely lacking in adventure." Small, quiet,

unassuming, Miro found the sole outlet for his energies

in his exuberant, fanciful art, "I feel a great sympathy

for children," he once said, ''a smile, a burst of laughter,

a shout, a word no one can understand, which only the child

understands " His paintings, with theircryptic

ideograms and luminous, almost incandescent, colors,

are deliberately childlike—but far from unsophisticated.

"Joan Miro's genius," wrote critic James Johnson

Sweeney, "is the gift ofgrowing young as he grows old."

Dali's life, on the other hand, has been a continual

series of violent explosions. A complete extrovert, he

once showed up at a news conference with green goggles

over his eyes and a boiled lobster on his head. He was nearly

murdered by members of Barcelona art society when

he attacked their recently deceased founder as "that

immense hairy putrefaction." His autobiography is

studded with exclamations like "How great he is! Look how

great Salvador Dali is!" Though his exhibitionism

eventually alienated most of the serious art world, his

early "hand-painted dream photographs" came close to

bearing out his own evaluation of himself as a genius.
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(lats. oascis, chiiirs. ;i lornril of

wairr aii«) Salva<l<ir Dali all apjK-ar

to (Irfy gravity as llnarlist

inlcrprrts for llic |»liolo(;ra|)lHT flu-

s(»iril of his l.nhi lionnnt, partly

ob.snircdal ri^lil, in wliiih his wjfr,

C'llfi. is shown suspend, .(j m niMl.iir
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Philippe Halsman: altered photograph of Salvador Dalis I'ersislcnce oj Memory, 1954

'tic ()( the hcst-kriowri ofall Stirroalist works is Dali's

I'crsislcncc of Memory: the sagging watches are so closely

identified with him that he is almost interchangeable with

them, as in the sleight-of-face portrait above. Dali's

explanation of the painting explains little, in the finest

Surrealist tradition : "Nothing is gayer than the

persistence of memory. Soft watches ... are masochistic

because they are so eternal. iJke filets of sole, thev are

destined to be swallowed by the sharks of mechanical

time. I.ikcdaiiictiibcrt cheese, they are also mystical, St.

i:-58

Augustine having said, in the Psalms of the Bible, that

cheese can be assimilated to the body of Christ."

Even eerier images appear in Accomniodaiums of

Desire: its multiple lion heads, in various stages of

incompletion, are intended "to turn the desire inside

out like a stocking in order to expose to the sun the

smallest wrinkles of the terrifying pleasures which were

inside." To a viewer who requested a more intelligible

explanation of his svmbols. Dali replied. "It is enough

to do the [)aiiiling. much less Irv to understand it."
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Salvador Dali: Thr IWsisirnrr of Memory, 1931

Salvador Dali: Accommodalions ofDesire, 192S
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I hehe political climate in Spain beforeihe Civil War
affected many artists, and Dali was no exception. Early in

1936 he anticipated the tragedy in Soft ('onslrurtion with

Boiled licans: I'renwnition oj Civil U ar. "I showed a vast

human body breaking out into monstrous excrescences of

arms and legs tearing at one another in a delirium of

autostrangulation," he wrote. As for the boiled beans,

"one could not imagine swallowing all that unconscious

meat without the presence . . . of some mealy and

melancholy vegctal)le."

Salvador Dali; Soft (Mtislructiun with Boiled Beans: Premonition of Civil It (ir. 1?

In a lighter vein is The Invisible Man. As the title implies,

the man is invisible— until the viewer realizes that Dali has

created a multiple image by using visual puns—clouds, for

instance, form the hair on the man's head. The painting

expresses Dali's feeling that people often experience a kind

of negative hallucination— like the misplaced car keys that

turn up in plain view after a long search. He claims an even

more peculiar experience: he was once carrying an

eight-foot-longloaf of bread when he tripped, dropped

it—and never saw it again.
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Salvador Dali: Ihe Invisible Man, 1929-1933



D'all's extraordinarilv polished technique has often been

compared with that of Jan Vermeer, the 17th Century Dutch

painter who is often cited for his masterful use of light to

define form. Dali cheerfully acknowledges his debt to Vermeer

but points out that "instead of being content to paint the objects

I see, I paint the visions that come into my head as a result of

them." A typical example of Dali's visions is his interpretation of

Vermeer's Lncemaker. He worked on the painting in two different

locations: in front of The Lncemaker in the Louvre—and at the

rhinoceros cage of a zoo. "1 had to make [it] explode in the form

Jan Vermeer (16:^2-1675): Thr Ijurmaker

Kailor Dalr. I',irnm„n, .(nlinil Slit<lv oj I ermrer's Uuc-Maker, 1955



ol rhiiiorcros horns." ho ('X[)lain('(l. "'I'hrsc horns |arr| ihr

ones in (he uniriial kingdom (-onstnictcd in accorduncc VMlh |lli<'|

pcrfrcl lo<;arilhtiii(- spiral . . . that f^iiidcd VcrnioT's hand in

painting I hr l.(tn-imil,rr."

Joan Miro, loo, loiiiid inspiration in the Diilrh tnaslcrs. Their

intiiiialf rcahsrn revived in him a lasle lor latniliar ohjects hut

on his own terms. In Diih li liilcnor II he I ran>laled (lie realist ic

setting oia work hv Jan Sleen into a world ol sheer lanlasv. It is hy

no means a spool ol the old master; on the eontrary, Miro adrmred

and respected Steen almost to the point of reverence.

Jiin Sti-(M( 1626- 1679): lhr(jit'\ llinuinn Ij-sum

Joan Miro: Ihttrh Interior II. 1928



nc of Miro's last realistic paintings was The harm:

he was about to leave home for Paris, and according to his

biographer Jacques Dupin he "was trying to capture in

one last embrace all the rich reality of the place which

remains his most precious possession." The painting was

bought by F^rnest Hemingway, who said, 'M would not

trade it for any picture in the world."

Two years later, in Catalan iMndsrapc ( The Hunter),

recognizable shapes have been replaced with symbols in

Joan Miro: The Farm, 1921-1922

Miro's work. Near the left stands the hunter, with his

mustache, straggly beard and pipe; in one hand he holds a

leashed dog, in the other a shotgun. The "sakd" may be

the beginning of "Sardine" —Miro, often guided by free

association, had just painted a picture of a fish.

The ladder in Dog liarkinffat the Moon is usually

interpreted as a link between the physical world and the

realm of the intellect. Person in the I'reseneeoJ \(iliire.

reflects Miro's agony over the impending war in Spain.
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Joan Miro: (Jilnlan himlsoi/ir ( I hi- llunirr). 192.1-1924

Joan \lir6: Dof: Hurkiiif; at llir Moon. I92(i

14;

}oai\ \\\t6: IWsoit ui the I'rfsi'iut',)/ \uiarr. 1935



JoanMir6:«(r</, 1943

I n 1933 Miro found himself driven by a

compulsion to distill his art down to a most basic

level. In a series of 18 extraordinary canvases, each

of which was titled Painting, Miro deliberately

purged his art of all extraneous elements,

recasting and refining every line and every shape

until it became, as a biographer put it, "the naked

archetype from which form springs."

To realize his goal, Miro felt that he had to

reject, or at least bypass, his own imagination.

To do this, he pieced together collages made of

photographs of screw drivers, carburetors and

other mundane devices. Then, on a bare canvas,

he began to paint, scrupulously adhering to the

overall design of the collage—but permitting the

individual elements to assume whatever form they

seemed to demand. When he had finished, the

banal objects were transformed into works of art

which critics consider some of the finest Miro

ever produced. And what he had done on canvas,

he did with equal success in sculpture.

Can these works, in which little or nothing is

recognizable, be called abstractions? Not if Miro

has anything to say about it. "Every shape, every

color ... is derived from a piece of reality," he

said. "Everything in my pictures exists. . .

.

There is nothing abstract in my pictures."
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Lampe (Light Bulb) Poisson Japonais (Japanese Fish) Montgolfiere (Fire-balloon)



VII

A New Art
in America

l*(uiilinii i'< nof Jor mr rllhrr (Irrorntirr (imii.srninil. or llir /i/asfif inimlio

of Jrll rcdiilv: il tniisl he rirrv lime: itiiriitiaii. i/i.sroirrv. rcirltilion.

M\\ KKNST

The Surrealist painters in Paris had exhibited tof^ether snice 192.'), fir^t

at the Galerie Pierre and from 1926 on at their own Galerie Surrealiste

on the Rue Jacques Callot. For many years their work was received with
open hostihty by the general public and the critics. During the 1930s,

nevertheless. Surrealist painting virtually conquered the international

art world.

As an all(>riiative to the highlv intellectual esthetics of Cubism and
abstract art, Surrealism had from the outset exerted a powerful attrac-

tion for young artists in many countries. New recruits arrived each
year in Paris. Victor Brauner. a Romanian, came from Bucharest in

1930. and began to [)aint in llie manner of de Chirico strange half-

human figures that might have been derived from the novels of Franz
Kafka. Oscar Dominguez from Tenerife in the Canarv Islands made
his mark the following year with precisely painted "magic image" pic-

tures reminiscent of Dali's. Wolfgang Paalen. an Austrian living in

Paris, was suddenly converted in 1935 from abstract art to Surrealism,

to which he contributed the technique of funutiic or interpreting the

smudge marks left by a candle flame applied to the surface of the can-

vas. Other young artists such as Belgium's Paul Delvaux became Sur-

realists without leaving home.

From 193.5 on. the fame of the movement was also spread by a num-
ber of Surrealist exhibitions outside France in Copenhagen. Prague.

!rimentinpw,tho|,.ual
Tenerife, Tokyo, Santiago de Chile and other cities. The two most

lomena. Durhamp designed important of these large group shows were held in 1936—one in Lon-
M'atierneddiscstobe don and the Other in New York. The International Surrealist Exhi-
yed on a phonograph Ui- ij ii i ..
table where, viewed w„h one

b.tion m Loudon. wh.ch took place .n June at the New Burlington

ilosed, they give amazing Galleries, showed the work of 60 artists from 14 countries, and it was
ionsofdepih.Tnieiohis accompanied by an important monograph on Surrealism written bv the
.tionno(to.rea.e"ari," critic Herbert Read. The New York show opened in December at The
lamp ••manufactured" r)(X) »* r \* i 4 1 . .

jfthediscs.
Museum ot Modern Art, whose energetic and extremelv influential di-

\
rector. Alfred H. Barr Jr.. borrowed a leaf from P. T. Barnutn in billing

'clicls. 1935 '*• n^i'f^ justifiably, as '"the biggest Surrealist show on earth." All in

.actual size) all. the Museum brought together 700 items bv nearlv a hundred artists.
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Deralrnmanin. a Surrealist technique

invented bv Oscar Dominguez, consisted in

smearing gouache on a glossy surface and

then pressing paper onto the paint while

moving it, thereby creating a highlv

accidental design. Dominguez called such

exploratory works "Decalcomanias with no

preconceived object."

In his installation of these works and in the 250-page exhibition

catalogue, Barr provided the kind of historical perspective and lucid,

illuminating scholarship that the Museum has continued ever since to

provide for modern art movements. Though sometimes called a taste-

maker, Barr could more accurately be considered an educator who has

served the cause of modern art as brilliantly as Bernard Berenson

did the Renaissance. His 1936 show went a long way toward estab-

lishing Surrealism as a recognized force in art history, and it also

pointed out clearlv the essential difference between Surrealism, with

its literary and extravisual associations, and the purely plastic, formal

—or as Duchamp would say, "retinal"—painting that constitutes the

other mainstream in art. "It should ... be stated that Surrealism as an

art movement is a serious affair and that for many it is more than an

art movement," Barr said in his preface, and added: "It is a philosophy,

away of life, a cause to which some of the most brilliant painters and

poets of our age are giving themselves with consuming devotion." This

was the movement's great strength, at least in the beginning. As the

Surrealist artists gained recognition and a measure of worldly success,

they inevitably tended to lose interest in Surrealist goals, the foremost

of which had been to "change life."

Xhe activity that remained the purest in this sense was undoubtedly

the creation of Surrealist objects. A number of these curious items

were exhibited in the 1936 Museum of Modern Art show, including

the famous Fur-covered cup, plate and spoon (page 152)—the work of

a striking, black-haired, highly unfettered Swiss girl named Meret Op-

penheim. who joined the movement in the mid-'30s. In his book The

History of Surrealist Painting, Marcel Jean described such Surrealist

objects as "points of reference of a universe which is separate from

everyday life but still connected to it by the taut, solid threads of

desire." In one sense these objects were concrete manifestations of

the weirdly conceived but realistically drawn enigmas in the paintings

of de Chirico, Dali, Magritte and other "magic image" Surrealists; they

were also deliberate dislocations of reality, in the spirit of Lautrea-

mont's image of "the chance meeting upon a dissecting table of a sew-

ing machine and an umbrella." Marcel Duchamp's readymades and

Man Ray's early object-ideas were certainly an important influence in

this respect—particularly Duchamp's 1914 Bottle Rack. But the first

truly Surrealist object was created in 1930 by a newcomer to Surrealist

ranks, the Swiss sculptor Alberto Giacometti.

The son of a fairly well-known Post-Impressionist painter, Giaco-

metti received a traditional art education at the Ecole des Arts-et-

Metiers in Geneva. He spent nearlv two years studying in Italy, and in

1922 went to Paris, where he worked in the studio of the famous sculp-

tor Antoine Bourdelle, Rodin's spiritual heir. He met the Surrealists in

1930. Soon afterward, he began making sketches for "mute and mobile

objects," several of which were published in l.e Surrealisme au Service

dc la Revolution. The first took concrete shape the following year. It

consisted of a metal framework from which hung a wooden ball on a

string, suspended so that it barely grazed a crescent-shaped wedge on
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tlio [)lull<»irii Im'ikmIIi. Sir^/iciidi-d Hall was Inlltiurd diiritiL' I lie tir\l (our

years by a iiiitiihcr ol (M|iiall\ rni^malic and \a^uclv di^hirhiti^ ohjccls

thai were greatly admired hv llir Surrealists. "For sorru* years now,"

(iiaeoiticlli uroir iii l*).'il. '"I lia\r made ordv seul(itiires which offered

I hctn-^fK (•> alr<'ad\ rnrii|il('lf(| hi m\ imajziiialioti :'
I ha\ r liniilcd m\ -<•!(

to reproihiciiif; them in space w ithoul changing anvlfnnfi."*

The hest-known and most haiinlin<i of these was th<' cori>lniction

nov\ m The Museum olModern \rl. uhich (iiacometti called The I'dhifr

(il I /. M.
( pdiir l.'y.'i). As the artist said: "This object took sha[)c liltjc

l)V little in the late summer of I0.H2; it revealed itself to me slowly, the

various parts taking their exact form and their precise place within the

whole. By autumn it had attained such reality that its actual execution

in s[)ace look no more ihan one dav."

Gliacometli made his last object-sculpture in l^).*il; it is a figure of

a woman clasping between her hands some invisible shape and it is

called The Inrisihlr Oh/cct. Later he renounced all his Surrealist work

as "worthless, fit for the junk hea[),'* and embarked on an entirely dif-

ferent course. His sole objective, he said, was to "put into place* a

human h(>a(i. The image that obsessed him from then on —which he

has ex[)ressed in hundreds of sculptures showing an emaciated, eroded,

stick-thin human figure gradually came to be recognized as a uniquely

powerful symbol of the loneliness and alienation of man in this centurv.

Most of the objects [)roduced bv the other Surrealists during the

1930s lacked the sculptural soliditv and simplicity of Giacometti's

work. Dali, for example, went in for highly elaborate concoctions hav-

ing an erotic significance of some kind; he was particularly proud of his

Aphrodisiac Jacket, a man's dinner jacket garnished with 40 cordial

glasses filled with green liquid, at the bottom of each of which rested

a dead i\\. Breton himself made "object-poems"—collages of objects

and poetic phrases. Picasso at this time made a number of sculptures

from bits of scrap iron, rags, string and other '"objels ironies"—an

activitv that he would return to at intervals throughout his career, and

which would produce such stunning metamorphoses as HiilTs Head,

made from a castoff bicycle seat and handlebars (1943), and Baboon and

) oiing, whose head is a child's model automobile (1951). Miro created

some highlv intriguing objects, the most famous being his 1936 Objet

Poet iqiie (page 132), a stuffed parrot atop a block of wood in whose hol-

lowed-out center dangles a woman's leg. Man Kay's 1923 Object to He De-

stroyed (page 94 ) was a metronome v/ith a cut-out photograph of a human

eve clipped to its pendulum. Most of these were shown in the first Exhi-

bition of Surrealist Objects, in Paris in 1936, along with a great number

of natural objects stones, shells, fossils, et cetera, ob/ets Ironies, prim-

itive fetishes and "perturbed objects"- items that had suffered the

effects of some natural catastrophe, such as a partially melted wine-

glass found in the ruins of a house on the island of Martinique after the

1902 eruption of Mont Pelee. Also included were three Duchamp

readymades

—

Bottle Rack, II hv \ot Sneezed and Braul at Aiisterlitz.

Duchamp had become by this time a shadowy, almost legendary pres-

ence. Few of the Surrealists ever saw him. although he had been living

Fumn^r was the proress invented by

Wolfgang Paalen. who developed

compositions from ttic sooty trail left by

candle smoke. Like most Surrealists who

used such "automatic" methods, in which

the initial stimulus came from the

subconscious, Paalen consciously added

imagery to complete the work.
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Vlcret Oppenheim's fur-lined teacup stole

the show at the 1936 Surrealist exhibition

in New York, just as Duchamp's \//(/('

had been the highlight of the Armorv Show.

An ordinary cup. saucer and spoon covered

with brown rabbit fur. the "'object"

is a perfect expression of the Surrealist

idea of dislocated reality.

more or less regularly in Paris since 1923. When he was not playing in a

chess tournament somewhere, he spent much of his time with Mary

Reynolds, an attractive American woman who.se husband had been

killed in the First World War, and whcse independent income enabled

her to live comfortably in Paris and to maintain a house in Villefranche.

This long and happy association was interrupted briefly in 1927, when

Duchamp astonished everyone who knew him by marrying the daughter

of a well-known French automobile manufacturer. Since Duchamp nev-

er discussed his private life, very little is known about this seemingly

inexplicable union. Some considered it a sort of Dadaistic joke (albeit a

cruel one) carried out to humor Duchamp's old friend Picabia. Man

Ray has written that Duchamp spent most of the one week thev lived

together studying chess problems, and that one night, in retaliation, his

bride got up and glued the chess pieces to the board. They were divorced

four months later. Duchamp went back to his little studio on the Rue

Larrey—which has entered art historv bv means of a Duchamp-designed,

paradoxical door that .served alternatelv to close either the bathroom or

the main entrance, and could thus be both open and shut at the same

time. He also resumed his pleasant relationship with Mary Reynolds,

which lasted until her death in 1950 and which was looked upon bv their

mutual iriends as better than most marriages.

n 1934. Duchamp published his "notes" for the Large Glass, in a

limited edition of 300 copies. They were reproduced just as he had

written them—on the same size scraps of paper, using the same color

inks, duplicating even the underlinings and deletions and corrections

—and instead of binding them together he had each set placed loosely

in a cardboard box, in no particular order, so as to avoid the danger

of overly logical interpretations. This Green Box of 1934 was thus the

first public revelation of a whole new aspect of Duchamp's major work

—the original ideas for what he had once called a "wedding of mental

and visual relations" in which '"the ideas . . . are more important than

the actual visual realization."

Difficult as it was to decipher these rough jottings, most of which

were couched in Duchamp's plavful and highly complex intellectual

shorthand, Andre Breton made a brilliant attempt at it. His beautiful

and poetic essay "Lighthouse of the Bride," which appeared in the

December 1934 issue of Minotaiire. was the first important monograph

on Duchamp. and it laid the basis for Duchamp's future reputation.

Stressing the perfect balance of rational and nonrational concepts in

the Large Glass, Breton concluded that Duchamp's unfinished master-

piece ranked among the most significant works of the 20th Century, a

magical lighthouse whose purpose was "to guide future ships on a civili-

zation which is ending."

Duchamp's continuing interest in motion and optics led him in 1935

to produce a set of six round cardboard disks that he called Rotoreliefs

(f)age 1 18). At rest, the disks appeared to be stamped with an abstract

design, but when they were placed on a phonograph turntable and re-

volved, each design gave the illusion of a three-dimensional object

—

champagne glass, boiled egg in a cup, et cetera. Hoping perhaps to fulfill
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\|>t)lliriaii(' > prt'dicl 11)11 ih.il \\c u;is (Irsimcd "'In rrconrilr art .iiid llic

|)('t)(»l('."" |)ii<li.iiii|i icnlfil .1 ImidIIi ill llir aiiiiiial ^ad^cl and in\ t-til ion /

show ill I'uris, the (ioiicoiirs l/'piric and rxliilnlcd In^ lynlorrlirfs. Tlir

[)(*()[)!(' were not to hv rrcoiicilcd. TIicn stared at tin- disks with a[)[»ar-

eiit ciiriositv hclorc [)assinfz on to the i:arl)at;c (((initrcssin^ device on

the right or the \e<:elal»le ( lio|i|i('r on the Idl. hiil iiohodv hoiighl one.

It is [)ossil)le thai l)n<hani|t"s re-ae(|nainlanre with hi^ own niasirr-

piece in 1936 he s[)eril two months that s|»rini! re(iaiMng the shattered

Uirge Gldss \x\ a garafje hehind Katfierine Dreier s lionse in (Joniiecticut

—may have stirred his artistic conscience for (lie first time in manv

years. The inchision of I 1 of his works in the l)ip "Kantastic Art,

Dada, SiirreaHsm"" show at the Museum of Modern Art later that vear

conceivably had its effect also. In any case, he hegan ahout this time to

take a somewhat more active part in the art world, and the natural

beneficiaries of his interest were the .Surrealists. At Bretons invitation,

Duchamp collaborated on the installation of the 1938 International Ex-

hibition of Surrealism in Paris, a sensational event that [)ro\ided. for

the first time, a totallv .SurriMlist setting for Surrealist art.

Although the 1938 show was a ringing success, Surrealism by this

time had lost its inner cohesion. Most of the founding members had

quarreled with Breton at one time or another, and either had left or

had been expelled from the movement. The artists no longer saw each

other regularly. Arp lived outside Paris in the suburb of Meudon, striv-

ing to create sculpture that would "find its humble, anonvmous place

in the woods, the mountains, in nature." His ''Concretions" and other

works in stone and wood were rooted in nature's forms and therefore

no more abstract than Miro's "signs'" for men, birds, stars; and. like

Miro, as he penetrated ever deeper into the absolute of nature. Arp

was moving away from Surrealist goals. Dali and Masson. although

they contributed to the 1938 exhibition, were on bad terms with Bre-

ton. Max Ernst had gone to the South of France with Leonora Carring-

ton, a beautiful and high-strung English girl from a well-to-do family, a

self-taught artist who became a Surrealist upon meeting Ernst. Infuri-

ated bv Breton's order to '"sabotage in evcrv possible wav the poetrv of

Paul Eluard" (who had left Surrealism to join the Communist Partv),

Ernst had decided in 1938 to sever his contacts with the movement.

Surrealism—or at anv rate Surrealist painting might simply have

petered out at this point, if the \X ar had not intervened and brought

about a fresh coalition of the leading spirits in the stimulating atmos-

phere of New York. Some arrived early and without difficultv: Dali and

Gala were in residence at the Hotel St. Regis bv August 1940; Yves

Tanguv. declared medicallv unfit for service in France, made the cross-

ing in 1939 and later settled in W oodbury, Connecticut, with his Amer-

ican wife, the painter Kav Sage. Others were less fortunate. Max Ernst,

who had retained his German citizenship, was interned bv the French

in 1939. Released, then interned again at the start of the German of-

fensive in 1940, he escaped from a detention camp near Nimes, was re-

captured, then escaped again and found temporary refuge in Marseilles

with the Emergencv Rescue Committee, a f)rivafe American organiza-

Thr I'nliirp III I I. \/.. Alt)crto diarometti"

frapilo little mansion ronslructrd from

itiin wooden rods was sometliine of an

enigma to its creator. Of tiis sculpture's

strange juxtaposition of elements

(Jiacometti said. "I don't know why it's

inliatiited bv a backt)one in a cage. . . .

On the other side is placed the statue of a

woman, in which I discover mv mother

as she impressed mv earliest memories. . .

I can sav nothing of the object on a ttoard

which is red; I identifv with it."
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lion dedicated to helping bring European artists and scientists to the

United States. Here he met and was partially reconciled with Breton.

He also met Peggy Guggenheim, the American heiress, who had recent-

ly acquired a magnificent collection of modern art in France and was

trying to get it back to New York. Miss Guggenheim's passion for mod-

ern art was exceeded only by her passions for modern artists—Tanguy

and Duchamp, among others—and she soon found herself ''madiv in

love" with Ernst, as she put it later in her autobiography, and deter-

mined "to save him from Europe and get h'im to New York." They ar-

rived in July 1941. and were married soon afterward. In 1942, Miss

Guggenheim opened her Art of This Centurv Gallery on West 57th

Street; for the next few years this was the headquarters of Surrealism.

By then, the Surrealist group in America included Breton, Ernst,

Tanguy, Masson, Man Ray, Kurt Seligmann, Dali (shunned by all the

others), and the Chilean Matta. a relative newcomer who was destined

to play a catalytic role in the development of several American artists.

Among the non-Surrealist European artists who had taken refuge in the

United States were such great names as Marc Chagall, Fernand Leger,

Piet Mondrian and Jacques Lipchitz. This sudden influx of European

ideas and energies had an electrifying effect on the group of American

artists just coming to maturity in New^ York.

A,kmerican art in the early 1940s was still largely provincial. With few

exceptions, the American painters had retreated from experimental mod-

ernism after the 1913 Armory Show in which they were so completelv

overshadowed bv the more advanced Europeans. Thomas Hart Benton,

Edward Hopper and other realists of the older generation had been con-

tent, during the intervening three decades, to depict various aspects of

the American scene. This no longer appealed to the younger group in

New York. Thev wanted to assimilate the advances made by the Euro-

peans, whose work they knew mainly from magazines, but so far they

had not progressed much bevond inferior imitations of Picasso and

Miro. For several of these Americans—Jackson Pollock, Arshile Gorky,

Willem de Kooning and Franz Kline—Surrealism now became the key.

They did not become Surrealists—far from it. Valuing instinct above

intellect, the Americans admired the Surrealists' spontaneitv but they

considered Surrealist painting far too theoretical and "literarv." What

they did was to take over the techniques of automatism and appiv them

to new and decidedlv nonliterary ends. Masson's automatic drawing and

painting. Mir6"s thin washes of paint that ran and dripped, all the acci-

dents and interventions of chance that the Surrealists welcomed were

now adopted by the Americans as keys to a new form of romantic, vig-

orously subjective art, an art of raw sensation. In Pollock's case it was a

technique of Max Ernst's that pointed the wav to his own discoveries.

Ernst had been experimenting with a trick that he called ""oscillation,"

which consisted of tying a string to a tin can. punching a small hole in

the bottom, filling the can with paint and then swinging it over a canvas

stretched flat on the floor, so that the paint described a series of flowing,

interlacing arcs on the surface. For Ernst this was merely a beginning, a

means to "force inspiration." As he did with his "decalcomanias" (the
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painting), he always wciil on lo iiilcrf)rcl llic slKi(»rs and Uuo prodnrrd.

scrapirifiavvay and ad<linfiand ovrrpanitiiif,' until In* had achieved a work

thai was drnsrlv [)a(k('d with ((Ktiplrx visual irriajzrrv. V\ hal Polhtck

did ill I<)17 was to lake Mriist's oscillal ion IrcliiiKnic .md iisc h ;is an rnd

in ilscll, a rticans ol pourinu his ow ii unconscious impulses oul upon the

canvas through the violent "act" of painting. The gesture hecanie the

suhject. This was Pollock's great hreaklhrough into Action Painting,

the first iiali\c \iiiericaii sl\le to iiaiii inleriialional rrtiowri.

A,dlhough Pollock, de Kooning. ClylVord Still. Mark Mothko. Wil-

liam iiaziotes, David Hare and other young Americans met the .Surreal-

ists at Peggy C,uggenheim's Art of This Century Gallery which gave

many oltliem their first one-man shows for the most part thev did not

estahlish close relations with the older an(] more worldly Kuropearis.

Breton spoke no F.nglish, for one thing, and he disliked Arru'ricans.

Masson had settled near Tanguy in Connecticut. Krnst parted company

with Peggy Guggenheim in 1942 and went to live, first on Long Island

and then in Sedona, Arizona, with Dorothea Fanning, a voung painter

who had been included in a 1942 group show of 31 women at the Art of

This Century ("I realized that I should only have had thirty women in

the show," Miss Guggenheim lamented afterward). They were married

in 1946, in a double ceremony with Man Rav and his new bride, in Los

Angeles. The ordv Surrealist with w horn the Americans did have much

direct contact was Matta, whose Surrealism was decidedly unorthodox.

Roberto Sebastian Antonio Matta Echaurren, though born in Chile,

was by temperament and heritage a Basque, with all the intense individ-

ualism and mercurial energy of that talented people. Both his parents

were Basques—one French, the other Spanish. They moved to Chile

where Matta was born in 1912. and where he received his early training

as an architect. He came to Paris in the mid-'30s and worked for three

years in the architectural studio of Le Corbusier. A reproduction of

Duchamp's Passage from the I irgin to the Bride that appeared in the

1935 issue of Minolaure helped to turn his interest from architecture

to painting, and this new direction was confirmed by his meeting with

the Paris Surrealists, whom he officially joined in 1937. Malta's early

paintings showed the influence of Tanguy and Miro. rather than the

"magic images" of Dali and Magritte. The most abstract of all the Sur-

realists, he had set himself to paint the "moment of change" that he

sensed in Duchamp's Passage, and this led him to explore the "inner

space" of his own racing ideas. He was fascinated by the discoveries be-

ing made in the physical sciences and also bv the attempts of contempo-

rary philosophers, such as Heidegger, to cope with the rapidlv changing

context of modern life, and he felt that Surrealism, instead of limiting

itself to exploring the unconscious, should take heed of all these new

intellectual vibrations. In the molten, dissolving forms and blazing col-

ors of Mattas paintings it is possible to decipher not only premonitions

of war and devastation, but also, perhaps, the dawn of the atomic era.

Matta came to the L^nited States in 1939 and settled with his wife in

New York, w here he soon met the w hole group of voung American art-
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When photographs of Picasso's early Cubist

constructions appeared in a magazine in

1913. all l)ul one of the 40 subscribers

canceled their subscriptions. His Glass of

Ahsinlh (nhovr}. evolved from those

vvorks, disarmed some viewers with its

interi)lay of reality and illusion the glass

and sugar cube are of painted bronze, the

absinth spoon is a real one. However,

by I9.'i8, when Kurt Seligmann showed his

"ultra furniture" a footstool made from

mannequin legs and a cushion (hrloii)

gallery visitors were sophisticated enough

to sit on it.

ists. He was approximately the same age as most of them (unlike Breton

and Ernst, who were of a previous generation), and he spoke English

fluently. "I found that they were absolutely ignorant of European ideas,"

Matta said recently. "They knew nothing about Rimbaud or Apollinaire,

and they were just copying the outward forms of Picasso and Miro. I

started to invite them in to my place once a week to talk about the ideas

behind modern painting." Several of the Americans found themselves

intensely stimulated by these discussions, which later evolved into the

informal gatherings of the Eighth Street "Artists' Club" in which the

New York School tested and formulated its ideas.

For Matta, as for many others in the Surrealist group, the most ad-

mirable and intelligent artist alive was Marcel Duchamp. Duchamp had

come over later than the others, arriving only in 1942. He had spent the

early years of the War in Paris, methodically packing his esthetic lug-

gage in what he called the Boite-en-l alise (Box in a Suitcase). This was

an ingeniously designed leather-covered box, about the size of an at-

tache case, whose sides opened out to form a sort of personal museum
for small-scale reproductions of 68 of his works—paintings and ready-

mades. Duchamp had 20 copies of each item made up by commercial

printers and hardware supply houses, and turned over the intricate job

of assembling each item in the individual boxes to a succession of needy

friends. With the aid of a special pass procured for him by Gustave

Candel, a cheese merchant and old friend of the Duchamp family, he

was able to pose as a cheese buyer and thus to make several "business

trips" through Occupied France to Marseilles, and on each trip he took

out a batch of his reproductions. When he had them all safely in Mar-

seilles he made his way to Lisbon and from there to New York, arriving

in June 1942. with his Hoiles-en-l alises and very little else.

fall the European artists in exile, only Duchamp seemed to feel

completely at home. He did not miss the cafe life in Paris, having never

been a cafe lover in the first place, and he had many American friends

who enjoyed his company. He could be reached only by letter or tele-

graph: there was no telephone in his quarters, a small studio over a com-

mercial building at 210 West 14th Street. William Copley, the American

painter and collector, remembers seeing Duchamp 's studio once and be-

ing impressed by its spartan decor. "It was a medium-sized room," Cop-

ley recalled. "There was a table with a chess board, one chair, and a kind

of [)acking crate on the other side to sit on. and I guess a bed of some

kind in the corner. There was a pile of tobacco ashes on the table where

he used to clean his pipe. There were two nails in the wall, with a piece of

string hanging down from one of them. And that was all." No one

knew what he did there. When questioned. Duchamp would only say,

with the greatest good humor, that he was a " respinileurS' a "breather,"

and that his financial arrangements were his own affair.

His influence nevertheless hovered sardonically over the New York

scene. Soon after he arrived. Duchamp collaborated with Breton in as-

sembling a large Surrealist exhibition for the benefit of French children

and War prisoners in the old Villard mansion at 451 Madison Avenue.

Duchamp transformed it for the occasion with a vast web of string. Cer-
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laiinlfalcis I'c^jiv (Jii^izriilicitii arnl Sm1ih-\ jani^ in [latl Miliar iisrd

rcgularlv lo ask his advice ahoiit voiin^ painters, "liotli Marcel and

Mondrian liked things that were dinereiil Irorn what tln'v iheriiselves

had done," Janis said once.
"
Tlie\ didn'l lia\e lo prolect their own

|)(iiiil ()! \ iew all llie lime, as so man\ painlers leel ol)li<.'ed lu do." In

this respect. I)uchani|»"s position was siipreniely ironic: considered the

anti-artist of all time, the com[)lete iconoclast who had once pro[)osed.

asa readyrnade, the use of a Kemhrandt ()airitinfz as an ironinj: hoard, he

iie\ ertheless worked (piiellv and generouslv lo promole ilie care<'rs of

younfier artists and to further the development of rnod(;rn art.

When anyone asked a favor of him he seemed plad to comply. Il(; <]<;-

sifined the cover for the March \9\',\ issue of / / / . the Surrealist maga-

zine that Andre iirelon and Max KrnsI had loiirided in New York as a

successor to Minoldiirc. A reproduction of his rather disturhing collage

entitled Gcorfir W ashiiifilon (Allegoric do (irnrc), a portrait of the

Founding Father done in l)andage gauze, with stars and hloo(Jstains, ap-

p(\ired in the next issue of / / / ; it had heen commissioned hy I o^iie,

which rejected the result in somecmharrassment. In 1945, his .American

reputation was enhanced by an exhibition of the three Duchamp broth-

ers at the Yale I niversity .Art Gallery, and by a special issue of the art-

literary magazine / icic that was devoted entirely to articles about Du-

champ. his inlluence and his legend.

I,here was to be a 10-year hiatus, though, before Duchamp still

with no visible effort on his part—arrived at the legendary eminence he

enjoys today. In New York the atmosphere was changing radically.

Many of the European artists went home after the \^ ar. Peggy Guggen-

heim packed up her collection and moved to Venice. The Americans of

the New York School were forging the new style of Action Painting that

would soon sweep the international art world. Their art was highly "ret-

inal" and aggressively antiliterary; understandably, the painters of this

particular group were not interested in Duchamp—although Willem de

Kooning, after Pollock's death in 1956 the acknowledged leader of the

group, would remark at one point that Duchamp was "a one-man move-

ment," but "a movement for each person and open for everybody."

For his own part, Duchamp elected to stay in New York and become

an American. "'I found in America a little better acceptance of my right

to live," he said. "1 have more friends, more real friends here than in

France. It just happened—that's my luck. I find it better to belong here

and to travel. Any place you stay in long enough becomes boring, I sup-

pose, even Heaven. Especially Heaven. But there is more freedom here.

In France, in Europe, the young men of any generation always act as

grandsons of some great man; even the Cubists used to say they were

all grandsons of Poussin, and so when thev come to produce something

of their own they find the tradition is indestructible. This does not exist

in America. Americans don't give a damn about Shakespeare, do they?

And that makes it a better terrain for new developments."

In the new developments of the next decade, however, the young

American innovators would all come to regard themselves as grandsons

of Marcel Duchamp.



u,'nlike other innovators in art, the SurreaHsts were not

only interested in new departures in subject matter and

style; they wanted to change the traditional form of the

exhibits as well. What they aimed at was a "total artistic

experience" in which art, environment and spectator would

be completely intertwined. Thus, a Surrealist show was

quite an occasion : walls were not simply hung with

paintings; together with floors and ceilings they were

decorated in fantastic ways, and bizarre furniture and

strange lightingeffects were often part of the spectacle. A

fascinated public—responding with enthusiasm if not

always with understanding—willingly contributed to the

experience : so many people mobbed a Surrealist exhibition

in Paris in 1938 that a cordon of police had to be called in to

maintain order. A weary gendarme remarked afterward,

"This show is the work of crazy people."

Crazy or not, the Surrealists achieved their aim. Some

two decades later their ideas about integrating art,

environment and observer found new expression in the

"Happening," a form of theater introduced by Pop artists.

Happenings owe much to Dada, in their simultaneous

presentation of unrelated spectacles, and to Action Painting,

in their emotional energy and vividly colored lights. But

the Happening would probably never have happened

without the precedent of Surrealism, a unique experiment

in the age-old process of melding artist and viewer,

described by Duchamp as "the two poles of creative art."

Surrealism

on Parade

Visitors to the 1938 International

Surrealist Exhibition in Paris were

greeted by a line of mannequins,

outfitted by various artists.

Duchamp's model, wearing a man'

jacket, hat and shoes, stands

between a gauze- and (lower-drape<

figure and Andre Masson's

a[)pariti()n with a bird-cage head.
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Klowcr-hcadfd woman in Trafalgar Square, London, 1936

luiiior was one of the ingredienls that made many

Surrealists' exhibitions such popular successes. The

artists who put them together had fun, and so did the

people who saw them. In 1936 Salvador Dali suggested

that a London show be publicized by having a girl roam

Trafalgar Square with her head enshrubbed in roses

(Icfl). The public responded by flocking to the exhibit at

the rate of 1,500 a day. ''A shocking show," cried a

Daily Mail headline, and most of the critics agreed. But

such comments only boosted attendance.

Wildest of all the shows was the International

Surrealist Exhibition in Paris in 1938. Marcel Duchamp,

(Gramophone sculpture. International Surrealist Exhibition, Paris, 19
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International Surrealist Exhibition. New York. 1942

^f.P^

when Duchamp wove a maze of twine around

the paintings at a Surrealist exhibition (yjl). his

purpose was the same as that of the creators of

Happenings: to force the viewer to involve himself

in his surroundings. "My aim is the perfection of

events rather than any composition," said artist

Claes Oldenburg, who created the event at right, in

which his wife Pat was carried partly clad through

a room to pick up a loaf of bread.

Happenings have been described as a form of

theater that has a structure but no plot, words but

no dialogue, actors but no characters and, above

all. nothing logical or continuous. For example, at

one Paris Happening a man massaged a masked girl

with spaghetti atop a car (holtom, right ). And

when a group of Surrealists posed for their picture

(fx'low), they donned identical masks. Why? In

"art"* of this kind no help is given; the viewer must

provide the answers for himself.

••^- .

fS
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Claes Oldenburg: Scene from Rny Gun Theater. 1962

Jean-Jacques Lebel: Second Festival of Free Expression. Paris, 1965

Surrealists pose on an outing near Paris in 1958. 163



-5^'

-/->:

^>x^.y^

^^'i

;- *->^



VIII

Idol of the

Iconoclasts

I (lonl Ix'licrc in art. I hr/iric In (irlisls. M \H( Ki. i>i ( ii \MI'

m Tinpuelys motorized,

plosive "junk sculpture"

'mafic lo \rM' York was designed

destroy itself in the garden of

; Museum of Modern Art

New York in 1960. After it

Itingly did so, Tinguely sat

ppily in the rubble

ning fragments (ahovr).

Surrealism did not survive its [)eri()(l of exile. The F^uropean artists who
returned home after 1945 no lori<:er wi.^hed lo adhere to a movement
that placed limitations on their independence. Krnst, Miro, Masson,

Arp, Magritte, Man Ray and others of the older Surrealist warriors

were beginning at last to receive the public recognition long denied

them, and several even found themselves assuming positions among
the "old masters" of modern art a trend that was formally confirmed

when the Venice Biennale bestowed its top prizes in 1954 on Max
Krnst, Jean Ar[) and Joan Miro. For accepting this award from what

Breton considered the corru[)t art establishment, Ernst was formally

expelled from the Surrealist movement.

Breton himself remained incorruptible. Resuming his role as abso-

lute dictator of Surrealism in Paris, he continued to formulate policy,

to enroll and expel members and to meet everv day with his disciples

at the otticially designated Surrealist cafes, in the years following 1945

Breton staged several new Surrealist exhibitions such as the "Surreal-

ism in 1947" show at the Galerie Maeght in Paris, for which Duchamp
designed a special catalogue whose cover bore a life-sized foam-rubber

re[)lica of a female breast labeled l*rierc de Toucher (Please Touch)

(pn^e !()()). His total dedication to the cause commands respect, but

it has been clear for a long time that Surrealism no longer exists outside

his rigorous and intractable intelligence.

In New York, where Duchamp had become a permanent resident

(and an American citizen in 1955), the attention of the art world cen-

tered on the emerging New York School of "action" painters. Once

again Duchamp seemed to have become a shadowv and peripheral fig-

ure. He played chess, but only for pleasure now. He was not working

on a new masterpiece. The dealer Roland Knoedler once asked Man
Ray to approach Duchamp with the idea of his returning to paint-

ing Knoedler was prepared to offer him a SlO.OOO-a-vear contract

if Duchamp would consent to paint a single picture a vear. "\\ hen I

broached the offer to Duchamp," Man Ray wrote in his autobiography,

"he smiled and said that he had accomplished what he had .set out to
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Kach of the 999 do luxe copies of the

catalogue cover Duchamp designed for the

Exposition Inlernalionale dii Surrmlisme

had a foam rubber breast mounted on black

velvet. Regular editions simply carried

a photograph of the object. Like many

other Duchamp parodies magazine covers,

posters, altered objects— this one has been

elevated to the status of art and is often

framed and hung.

do and did not care to repeat hirn.self." Duchamp [)referred to turn out

his suitcase museums, the hoilcs-rn-rulises, which hy this time were

being manufactured in a new "edition" that would eventually number

300 -it was the survival of his ideas that interested him.

In the late 1950s, though, the esthetic seismographs began to detect

new tremors emanating from New York. Kver since the initial triumphs

of Abstract Expressionism, conservative critics had been hopefullv pro-

claiming the imminent demise of the new style, which they detested,

and predicting a return by contemporary artists to "humanist" themes.

They were in for a shock. The new style, which emerged about 1960,

was as anti-abstract as the critics could have wished, but its highly

realistic subject matter came not from humanist themes but from the

garish, blatantly dehumanized world of 20th Century advertising and

so-called popular (i.e., mass) culture. The British critic Lawrence Allo-

way coined the term "Pop Art" to describe it, and the name stuck.

Pop Art confounded its many enemies artists as well as critics—
by the phenomenal speed with which it established itself around the

world. This was the first art movement to receive the benefit (if that is

the word) of all-out puldicitv bv the whole apparatus of 20th Century

mass communications, and a vast amount of nonsense has been writ-

ten about it, pro and con. It has been linked with Surrealism, in that

both were reactions against the "pure painting" of the dominant move-

ment preceding them; but where Surrealism was essentially a romantic

reaction against the formal, intellectual and therefore, in a sense, classi-

cal ideal of Cubism, Pop was exactly the opposite, a decidedly un-

romantic reaction against the violent emotionalism of Action Painting.

The new generation of painters directed their attention outward, to the

world around them, rather than inward upon their own reactions to it,

and they kept their feelings to themselves. Their attitude shows certain

affinities to Dadaism (in fact the movement is often referred to. partic-

ularly in Kurope, as "neo-Dada") but the resemblance is only superfi-

cial. The Dadaist methods were conceived as shock tactics in a total

war against bourgeois culture; the Pop artists were not at war with

anyone—certainly not with the bourgeois culture that so generously

rewarded them and they were not really trying to shock the viewer.

From the beginning. Pop Art was highly experimental. Its practi-

tioners tested and used a wide variety of methods and materials (in-

cluding plastics and other substances fresh from the chemist's labora-

tory), and they experimented constantly with new ideas. The younger

generation was also utterly open-minded with regard to the perennially

unresolved question, "What is art?", and it was therefore natural for

its members to look with increasing reverence in the direction of the

most open-minded artist of the century, who happened, conveniently

enough, to be living on West 14th Street in New York, and whose rath-

er belated emergence as one of the great figures in modern art coincided

with their own artistic coming of age.

Several factors contributed to the renewal of interest in Duchamp

during the 1950s. Walter Arensberg had died in 1954. Three months

before, he and his wife (who predeceased her husband by a few months)
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IkkI (I()II,iI(mI llicir (ollcrlKiii |u llir riiil.i(l<-||)li i.i Miisriirri (il \rl, .iiid in

l*)r)4 llir Waller and I,(miisc Arctisltcr^ (iollrtlion onr ol llir- (mrsl

s(>l(Mii()r)s of modern tnashTs ever usscrnhlcd v\(iii (mi [MTrriancnl dis-

play in a special seehoii of the Museum. Willi nearly all liis major

works ihus fjalhered lof^elher in one place, llie masler ol "anli-arl'"

was otu-e aj^ain revealed as a painlcr ol remarkalde frills, and as an

innovalor secotui lo lunu*.

All ihis may hav<* had some ellecl on Ducliamp's privale lile, which

was also slarlinp lo emerge Irom ihe shadows of solitude followinf^

Mary Reynolds's dealh in 1950. Short Iv helore his work went on dis[)lay

al ihe I*hiladelphia Vlus<Mim in I0.51. Duchamp ahandoned what had

seemed permatu'nt hachelorhood and married for the second lime. His

new wife was Alexina Saltier, a charmitifi and gracious woman known

throughout the art world as '" Teenv/'and their life togeth<'r in a [)leasarit

apartment on West lOth Street, surroutuied hv modest hourgeois com-

forts, offered every evidence in the years that followed of being ex-

tremely happy. He was seen again from time lo time al artistic gather-

ings, and he began lo cooperate willi (hose who sought to secure his

reputation in art history. In 1958 a young professor of literature, Mi-

chel Sanouillct, brought out a volume with the suitably Duchampian

anagrammalic lille of Marrhand dii Scl, containing almost all of l)u-

champ's miscellaneous writings including puns, anagrams, "verbal

readymades," and the notes for the Lnr^c (Aass. Duchamp gave every

assistance to Sanouillet in preparing this collection, and the following

year he collaborated closely with the French critic Robert Lebel on the

design and illustrations for LebeTs book Siir Mrirrcl Duchdm/). an im-

portant survey of his career that was translated by George Heard Hamil-

ton and published in an English edition in 1959. Ihe Lebel book ac-

quainted the new generation of New York artists with Duchamp's work

and ideas at precisely the moment when these ideas assumed direct

relevance to their own questions and preoccupations.

Duchamp's influence on the new young painters and sculptors was

immense but characteristically indirect. The two most important artists

of this generation— Robert Rauschenberg and Jasper Johns— had each

charted his own individual course before becoming specifically aware

of Duchamp's work. In the matter of painting style both men were

much closer to the loose, sweeping brushwork and bold colors of Ab-

stract Expressionism (which they had broken away from ideologically)

than to the subdued colors and classic technique of Duchamp's mature

paintings. It was in their experimental attitude and their iconoclasm

that these two young painters felt close to Duchamp, whose example

thev found deeply reassuring.

Rlobert Rauschenberg, who grew up in the little Gulf Goast refinery

town of Port Arthur, Texas, and who did not even know there was

such a thing as art until he left home at 18 to join the Navy, was the

first to embark on the new course. As an art student at Black Mountain

College in North Carolina he learned from Josef Albers about the subtle

effects that one color has upon another. Unwilling to put into practice

what seemed to him purely arbitrary color choices and thus to make
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color "serve" his private taste, he reacted by subsequently painting a

series of all-white and all-black pictures which, together with several

paintings consisting of dirt and one that incorporated growing grass,

soon established him as the cnjanl terrible of the New York art scene.

Kauschenberg liked to think of his work as a form of "collaboration"

with materials, rather than an imposition of his own order. He welcomed

the element of chance, particularly in the acquisition of the various

collage elements that began to appear in his paintings from 1953 on,

and which tended to become progressively larger and more surprising.

Electric light bulbs, parasols, doors, torn political posters, undershirts.

Coke bottles, electric fans and scrap lumber were some of the elements

that turned up in his early collage paintings, and he soon went far

beyond those to include such "outrageous" artifacts as a stuffed eagle,

a painted-on quilt and pillow, and an Angora goat with an automobile

tire around its middle. The critics—and most of the Abstract Ex-

pressionists— recoiled in disgust from these curious "combines," as

the artist called those of his works that combined both painting and

sculpture. But Rauschenberg was not simply trying to shock; he was

exploring the relationship between art and life, and attempting, as the

Dadaists had done, to make something that was a piece of reality in-

stead of an interpretation of it. "I think a picture is more like the real

world when it's made out of the real world," was the way he put it.

The first public showing of Rauschenberg's 34 drawings of Dante's

Inferno, at the Leo Castelli Gallery in 1960, persuaded even his de-

tractors that Rauschenberg must be considered one of the foremost

artists of the younger generation. His silk-screen paintings of the

early and mid-1960s, adapted from a frollage technique he invented

for the drawings, not only established Rauschenberg as one of the

most successful and highly paid artists of his time but also secured

his international reputation; in 1964 he became the first American

artist ever to win the grand prize for painting at the Venice Biennale.

J'asper Johns, a largely self-taught painter from Allendale, South

Carolina, came to New York in 1952 and had his first show at Leo

Castelli's in 1958, seven years after Rauschenberg's first show at Betty

Parsons'. Although Johns's work was in some ways as "difficult" as

Rauschenberg's, it received the immediate approval of Alfred Barr Jr.,

who bought three Johns paintings for The Museum of Modern Art.

From that moment Johns had a booming market and a reputation nearly

equal to that of his slightly older contemporary.

It was Johns's implacable logical notion that since the surface ol the

canvas was flat, he would paint only Hat images. He was not interested

in producing an illusion or an interpretation of reality; like Rauschen-

berg, he wanted to make paintings that looked like what they were,

and this led him to paint such familiar things as flags, targets, maps and

numbers (one cannot paint an "image" of the number seven; one can

only paint a seven), to all of which he was able to impart a striking

intensity and power that made the viewer feel as though he were seeing

them for the first time. Johns's style is far more elegant and "painterly"

than Rauschenberg's, and his subject matter has tended to be more

168
1



Ill I el Ice 1 1 1.1 1 ant I less aggressive ami (mi li.i|is lor iIiin rcasuri irior<' easily

a(<«'|»lal»le. A great tiiariy ol liis |taiiilings have rralK lurri "alKMil"

painling: large canvases in wliicli Itnislies, |)ai[il <aiis and oilier ^linlio

llxlures a[>|)ear as collage eleinrrils; works whose prirnarv colors corre-

spond (or iail lo corres|iond) uilli stenciled words that relcr to these

colors; "sell-[)()rlrails" tnade hy smearing paiiil on his lace and [trcssing

it lo the canvas.

The trail hla/cil l)\ Kaiisclirnhcrg and .|oliii> was soon traveled liy I he

yonnger groii[t (d I'op art isis, \miIi whotii the two pioneers ixrv. often

and inislakenly conlnsed. Jim Dine and (!la(rs Oldetdiurg exploited the

total Ireedom that Kauschetd)erg had initialed in the field ol collage,

making paintings ont ol car|»enters' tools and plnmhing fixtures (Dine),

comnicnting luimoronslv on conleniporarv popniar ciiltnre with eight-

lool-wide hatnhurgers made ol kapok (Oldenhnrg). and carrying the

whole [)rocess a step Inrther hy staging "Happenings"' a form of the-

atrical performance in which the actors functioned as collage elements

in a norncrhal. indeterminate series of visual situations.

R o\ l.ichtenstein and .lames Rosen(|uist steered closer to .Johns's

course with [)aintings that had to do maitiK with the act of painting.

Lichtenstein became known for pictures derived from comic strips and

advertisements, done in greativ enlarged scale and with a technique imi-

tating the iJenday dots of conunercial engraving a techni(^ue that re-

ferred hack sardonically to the pointillist method ol the Impression-

ists. Hosenquist, who had once worked as a professional sign painter

specializing in huge display ads, juxtaposed enlarged details from the

more garish advertising displays in the mass circulation magazines or

on billboards. By far the most widely publicized member of the Pop es-

tablishment, the ex-advertising designer Andy Warhol, became a highly

successful artist simpiv bv pushing all these ideas still further. War-

hol's silk-screened image of a Campbell soup can is perhaps the final

apotheosis of the readymade.

As an international phenomenon that broke out in several countries

at approximatelv the same time. Pop Art has assumed different forms

according to its place of origin. The first truly Pop painting was prob-

ably a collage done by the British artist Richard Hamilton in 1956 (page

170) it actually contained the word "POP" written on a giant lolly-

pop in a living room full of advertising slogans and mass-production

products. English Pop, like the Beatles, has tended to be witty, high-

spirited, but basically well-behaved.

In Paris, where the movement first called itself Le \ouveaii Rea-

lismc. Pop has developed along more Dadaistic and intellectual lines.

Yves Klein, the leading French "new Realist'" until his death in 1962

at 34, once put on a highly provocative exhibition of nothing at all:

the newly whitewashed Iris Clert Gallery in Paris was void of paint-

ings or any other objects, and what the viewers witnessed and in two

cases even bought (by paying hard cash for two nonexistent canvases)

—was simply the untrammeled presence of the artist.

Although the popular image of urban, 20th Century mass culture

admits endless diversitv, most of the voung artists who are involved

Andv Warhol's background as an illustrator

of shoes and accessories for women's

magazines is evident in his two-part painting

Di'ccmfter Shor (above ). The famous

(JnmpMl Soup (mh (below) is the embodiment

of his dictum: "1 paint things I always thought

beautiful things you use every day and

never think about."
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I>i( hard lluinillon's work./"'-/ " /'"/ A". //

I hat Makes Todav^s Humes S<> Diffrrcnl.

S(> Appcalin^y is considered the first Pop

painting. (In fact, the word "Pop" appears

in it on the lollipop held by the muscle-man.)

A (•ollage of contempt)rarv photographs,

the work was first exhibited in London

in 1956 in a show called "This Is Tomorrow.

Hamilton, an Knplish artist -teacher and

admirer of Duchamp, also made a replica of

the latter's nine-foot-high hir^e Glass

and organized the Duchamp Retrospective

Kxhibition at London's Tate Gallery in 1966.

ill (Icpicliiig it have certain alliludes in common. They do not believe

in the religion of art. They are not out to create masterpieces that will

alter the course of painting. They are skeptical, irreverent and extreme-

ly curious about the real nature and function of art in an existentially

absurd era- the era of The Bomb. It is in this spirit that they all feel

very close to Duchamp. Richard Hamilton spent two years arranging

Duchamp's notes lor the Ijir^c Glass in a '"typographic facsimile,"

which a[)peared in book form in 1960, and he has made a painstaking-

ly exact replica of the Lar^e Glass itself, minus the cracks. English,

French, Italian and even Japanese artists have painted works in homage

to the "(»randada" of Pop. Rauschenberg accjuired a signed replica of

[he Hot lie Rack in 1959, and he has said that he finds "Duchamp's life

and work a constant inspiration."

A great many contemporary artists working in other directions have

felt much the same way. Duchamp's optical machines of the 192()s and

193()s anticipated the so-called "Op" artists who experiment with pat-

terns that play on the idiosyncrasies of human perception. Few Op ef-

fects are more striking than Duchamp's cover design for a 1936 issue

of Cahicrs <i' irt: two superimposed heart shapes, one blue and the oth-

er red, whose strongly contrasting colors cause the edges of the inner

heart to appear to vibrate or flutter (the drawing is called Coours I o-

Idiils. or Flullerin^ Hearts). Duchamp's experiments with motion—
both simulated (as in \u<l(' Dcsretullng a Staircase) and actual (as in

his optical machines) are important points of reference in the devel-

opment of moving or kinetic art, which has emerged as one of the ma-

jor recent preoccupations of artists in several countries.

D,uchamp's best-known contribution to kinetic art was the term

'"mobile," which he coined in 1932 to identify Alexander Caldcr's

gracefully balanced metal sculptures whose various parts reacted to

moving currents of air. Various other methods of activating sculpture

have been developed in recent years, and most of the kineticists are ar-

dent admirers of Duchamp. When the Swiss motion sculptor Jean

Tinguely came to New York for the first time in 1960 with the idea of

building a large machine whose sole purpose would be to destroy itself

in the garden of The Museum of Modern Art, he immediately sought

and received Duchamp's blessing. Tinguely's Homage to \ew York, the

huge machine that did in fact destroy itself in the Museum's garden,

one memorable night in March I960, impressed Duchamp as a gallant

gesture and a last-ditch attempt to destroy art "before it's too late"—
i.e., before the vital spirit drowned in the rising ocean of publicity,

mass "appreciation, " and immense but mediocre production.

Ironically enough, Duchamp's own production as an artist and

even as an anti-artist received such public attention in the 1960s that

the spirit behind it was in some danger of being forgotten. The big

1963 Duchamp exhibition at the Pasadena Art Museum in Califor-

nia—the first major retrospective show of his work ever presented any-

where— effectively canonized him as a patron saint of modern art. It

also helped to create a bull market for Duchamp "replicas"—scale

models of his more famous readymades and other objects, mantifac-
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lured III liiiiilcd rdiliniis ;iiid sit;iicd li\ I )iii li.i iii|i. \ii ,|sliilr Mil.iiirsf

dr;ilrr ii.iiiird \rliii(i Stiiu.ir/ |iiit mil rifihl sris (d llirsr rr|dlfa^ iti

!')(>.). r;i(li ^(•| ruiilaitiliiti \'.\ nli)C(ls; he |»riccd lliciii <il .Sll.').l)()() [(cr

scl and sold cvcrv one. I)ii(liarii|> was atiiiiscd Ity this lolal «<tmriirr-

(•iali/alii>ri. lie ai(c()lrd Ins rovallirs wilhoiil a (|iialiii. and hxtk pjj'as-

iirc III llif la<l llial al an ai:r well [tasi Tf), having dniir imlliin^ Itiil

wlial \\r wanted to do all his lilr. he snddcniv round hiuisrli ahh- to

lra\('l first class and to s|)rnd his sumiiicrs with Tccnv on the (iosia

Mia\a. Mill he was not in llic least d<-(ri\fd. Dealers, erilies. eolleclors

were |iis| so iiiaii\ Jice on llir hack ol the arlisls." he said in l*)()5,

and their enlhusiasnis had nothini; to do with an \ I hint; (tut side the ciir-

ronl Irenelic art tnark«M.

"Society takes what il wants." |)ucliarn[) once said. ""
j'hc artist hini-

sell doesn't count. -hecause tliere is no actual existence tor the work

ol art. The work ol art is always hased on the two poles ol tfic onlooker

and the maker, and the spark that comes from that hi[)olar action gives

hirth to something like electricity, liut the onlooker has the last word,

and it is always posterit\ thai makes the masterpiece. The artist sliould

not concern himself with this, hecause it has nothing to do witli him."

Having followed him thus far, can we sum up hnally what it is that

Duchamp represents? The wide range of his inlluence proves that, like

Picasso, he cannot he pinned down to an\ particular sivie or single

view of art's function. I)uc[iam[) remained the c()m[)lete iconoclast.

Nothing was sacred to him. certainlv not the "hahit-forming drug"

called art. There is. however, an afhrmative power behind his icon-

oclasm. Icons are to he w()rshi[)ed. usuallv hefiind closed doors, liv

knocking over the esthetic icons wherever he found them, including

the icons of his own cult, Duchamp performed the useful service of

keeping all the doors open in the house of art. ^ ith humor and skep-

ticism, he serv(vl as a living [)rool against the t<'ndencv of romantic art-

ists to take themselves too seriously and the temptation of dogmatic

theorists to turn new discoveries into academic formulas.

D ('s[)itc the cvnicism and mediocrity that characterize so much of

what [)asses for art today, the doors have remained open, and anything,

even great painting, remains possible. Although the powerful forces of

the modern art market, of publicity and mass communications all con-

spire to distract him, the great artist can still go underground, as Du-

champ often suggested. Bv refusing to deal with the money-society

on its own terms he can preserve his freedom, without which no new

contribution is ever made.

Looking behind Duchamp's iconoclasm. behind the broken glass of

his major work, young artists have seen in him the continuing possi-

bility of freedom in the pursuit of their ideas. Nothing is ever really

settled in art. The goals are never defined once and for all. and in each

generation a young artist must choose his own course and decide for

himself about the nature of art and reality or decide not to decide.

No artist ever maintained his freedom more successfully than Du-

cham[). and in the long run this mav come to be considered bis most en-

duririii work of art.

(^

K.

The ddigtitful. moving sculptures

of Alexander Calder were given ihc name

"mohiles" by Duchamp in the I9.3()s.

Gilder'.s I rrlirnlr llors <lr i'llonzunlnle

(hImivi') typifies the brightly painted,

free-form shapes which, suspended from

nearly invisible wires, swav. twist and spin

al the lightest breath of air. I nlike

conventional abstract sculpture, mobiles

change shafK" conslantiv and redefine the

space around I hem in infinite wavs.
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In the years since World War II a new generation

of artists has appeared. Many were unborn when

Duchamp abandoned art. but most are indebted to

him. Although he might have scoffed at the idea, his

position as a patron saint of modern art is assured.

The first and most influential style of the new art was

Abstract Expressionism. As practiced by such artists as

Jackson Pollock, Arshile Gorky and Franz Kline, it evolved

at least partly from Surrealist principles, especially in the

use of "automatic" techniques to free the artist's

subconscious in a direct, spontaneous expression.

Duchamp might seem to have had little influence on such a

movement, but only if one completely ignores his

contribution to the general climate of artistic freedom

and experimentation in which it flourished.

However, there is little question that Duchamp's

singular revolutionary work of the 1920s and 1930s

anticipated the well-publicized styles of the 1950s and

1960s. One of these styles. Op Art, exploits the science of

optics, teasing and fooling the eye in the manner of

Duchamp's RotoreUefs. Pop Art celebrates the peculiar

beauty ofcommonplace objects like those used in

Duchamp's readymades. Finally, there are such advanced

experimenters as Robert Rauschenbergand Jasper Johns,

artists so original t hat they belong to no movements.

Still, as they freely admit, they find support in Duchamp's

artistic philosophy, and inspiration in his works.

The Heirs

of Duchami

At home in his New York City

apartment. Marcel Duchamp

relaxes at one of his chessboards,

this one with pieces designed by

Max Ernst. "He was always more

interested in taking risks in order

to [)lav a beautiful, artistic ganic."

said chess grand master Kdward

Lasker, "than in being cautious

and brutal in order to w in.""
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Malta: The Bachelors Twenty Years After, 1943

Arshile Gorkv: The Liter Is the dock's Comb. 1944
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Jackson Pollock: \uml)fr One, 1918

A,kbstracl Expressionism, launched in the

1940s by a group of artists in New York (>ity, was

the first school of American art to achieve

international influence. It seized the imaginatioti

with large canvases, bold lines and vivid colors.

Its origins, while intensely individual, lav partly

in a rebellion against the intellectuality of

Surrealism. A (".hilean painter and friend of

Duchamp's know n as Matta began to go beyond

Surrealism in such studies as the one at left above,

in which he updated the master's perennial

Bachelors f^pa^c^y^. ArshileCiorkv. influenced

bv Matta. used Surrealist techniques but went still

further: his work at left is a wild improvisation of

free shapes with plumes of color.

It was with artists like Franz Kline and Jackson

Pollock, however, that Abstract Kxpressionism

reached its full power. Kline refined his style down

to bold slashes of black paint, creating symbolic

images evocative of Japanese calligraphy ( ri^ht ).

Pollock, breaking entirelv with the traditional use

of the brush and standard artists" pigments,

dribbled and splattered automobile [)aints on his

canvases to create an "art of raw sensations."

Franz Kline: \eu )ork. 1953



E ven the rebellious pioneers of Action Painting found

rebels to their cause. Partly as a reaction to the vivid

emotionalism of Abstract Kxpressionism, the new school

of Op Art rose to prominence in the 1960s, concentrating

on meticulous draftsmanship and scientific effects. Like

other schools. Op had its precedents in earlier experiments.

For example, Duchamp's (^eurs volants (below), created

for a magazine cover in 1936, is a simple illustration of a

well-known optical phenomenon. Its peculiar

Marcel Duchamp: Coeurs volants, 1936

176



|Milsat in;; clli'cl is ikIucnciI |i\ I lie |n\|;i|ius|| loii ui I wo

strong pritiiary colors; llic red srrriis lo aiivaiicr while

llic him- a|)|)<'ars lo recede. The same principle, with u

^(Mtnielric Iwisl. was used in l')().'ihv V icior de Vasarely

ni Kdlnlii ( lichm ). Ndl onlv docs each lorni lliilli'i wil hiii

ils scpiare Iml each scpiare seems In Ji^^le mieasdv \\\

relalion lo ils nei^hlior. W orks like I hesc emiiodv Op's

iiiiKpic cliaraclerislic; as arl crilic l*,md\ (li-iiaucr < trice

descrdicd it. "
I he \ iesver's eve is aclivaled rallier | han

pJ-^l acted iipiiii. I Ins "uctivution" is unemotional; in tlie

place ol suhjrcl mailer, I he Op arlist introtiuccs Hhi'rr,

eve-liiilninn sensalion. Instead ol llie arlisi's [M-rsonai

hriishstroke, ifie viewer finds l«»rrns sha|>ed hy the

drailsman's Hlruighted^e. And in place of traditional,

soit-lonetl oil pigments. Op rdlers a spectrum of lirilliani

new svnihel i( paints. W he I her or not these precise and

I ilillal iii;i images will hecoiiie a part ol arl s |H-rmanerit

repertoire remains to he seen.

\ utor de \a»arelv: Kalola. 1963
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Hohrrt Kaiiscliciiherf;: Trofiliy II (for Tini and Mnncl I hn lininii i. I'>(>(t- I'Xi

NIc) siiigk' riioNrmcnl lias been al)k* to roiilain the varied stvles of Robert

Rauschenberg, who. like Diichamp. roiitinuallv questions the verv nature of art.

"A painting is not art sitiipiv because it is made of oil and [)aint or beeause it is on

canvas." he has said. Indeed, one dav in 1955. when he was so broke he could not

aflford to buv a canvas. Rauschenberg stretched his bed <|uilt over a frame. "It looked

strange without a pillow." he said, so he added one and then [)roceeded to dribble paint

over it, naming the resulting creation Hrd ( upfjcr Irfl }.

Like Duchamp. Rauschenberg has been fascinated w ith everyday objects. He calls

Duchamps Bicycle II heel (slipcase) "one of the most beautiful pieces of sculpture

I've ever seen." lie himself uses manv similar things in works that he calls "combines"

—artfully arranged collages of cast-ofTobjects mixed with photographs as well as

silk-screened and painted elements. His best-known combine is Monogram (left ),

a [)ainted platform on w hich stands a stuffed and carefully groomed Angora goat,

with an old rublxT tire around its l)elly and its face thickly "made up" with paint.

His I rophv II (nhovr ). a three-[)anel work dedicated to Duchamp and his wife,

includes a hand-painted tie and a water-fdled glass w ith a chained spoon in it.
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WAT? WHY DID
^OU ASK THAT

P

WHAT PO you KNO\
ABOUT MV IMAGE
PUPUCATORZ

'^/m.

s Pop Art a joke? Can an artist like James Rosenquist,

who paints enormous canvases in the style of advertising

billboards (ahove), be taken seriously? Does Roy

Lichtenstein, who uses both the technique and the imagery

of the comic strip (left), expect to be hung in a museum

next to a Rembrandt? These are the very questions Pop

Art itself asks. Rosenquist, who once painted billboards

for a living, chose some well-known accoutrements of

modern society for his 120-foot-long painting F-1 1 1,

among them a hair dryer, a light bulb and an atomic

mushroom cloud— all superimposed on a segmented

renderingof a jet fighter plane. For his work Marilyn

Rov l.irhtenstein: Inuifir IhipliaLlor. I%3
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James Rosenquist: Fill, 196.5

(right). Andy Warhol chose just one famous American

symbol, and for emphasis altered a photograph of her face;

he added his own garish colors and used the silk-screen

technique, giving it the effect of a movie ad.

Though, like other movements. Pop Art has its lighter

side, it must be taken seriouslv because of the large

number of talented artists it has attracted and the varied

and inventive expressions thcv have given the stvle. Since

the Surrealists had already explored the world of dreams,

and the Abstract Expressionists had plumbed their own

innermost emotions, the most compelling area left for the

Pop Artists was the garish, transistorized, neon-lit world.

.^ f
«f

»>

/,;

nJ§.

Andy Warhol: Manlyi. 1902
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Jasper Johns: I'aiiilcd Hroiizr ( lirrr ('.<ins). IQdO

like Rauschenbergarul Duchamp, the American

Jas[)er Johns is an individuahst in the extreme. Working

with conventional materials, he poses unconventional

questions about the nature of reality and art. His work at

left appears to consist of two actual ale cans on a base, but

in reality it is a bronze .sculpture with lettering. Nor is his

Map (rifr/il )-d real map but a painting in which Johns used

a familiar shape as a framework for a play of colors. Below,

Johns again plays with color, in vivid fields and spectral

arcs "brushed" on with rulers, in perhaps the most

adventuresome work of the mid-1960s. Here, his subject

is painting itself and its essentia! ingredients: color, line,

canvas, paint; a broom, perhaps to represent the artist's

brush; and even two impressions of the artist's own hand.
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Jasper Johns: ( nlUled Painting. 1965



APPENDIX

Chronology: Artists of Duchamp's Era

i»«) 19(X) 18K) 1900 1960

|>Alll.C£ZANNK I8.W.19(»6

ODILON RKDON l»t()-l<»16

AlKUISTK RODIN 18.U).l'>i:

HENRI ROUSSEAU IBU-IQIO

PAULCAyCl)INlftt8-19()3

CEORCESSElJRATlH.Vi IH'M

HKNRIToriOl SEI.AIUHKC IHf.l.l'Mil

EDOl'ARI) VI ILl.ARp 1868-1940

HENRI MATISSE I8<>9.1954

CEORCES ROUAULT 1871-1958

JACQIES VILLON 1875-1963

RAYMOND ni CM \MP-VILIlt\ 1H7(. I'tlH

krancispi(;abia 1879-1953

andre derain 1880-1954

albert gleizes 1881-1953

KERNAND l.f.GER 18811955

CEORCES BRAQl E 18821963

JEAN METfCINCER 18831956

ROGER pELA FRESNAYE IKH. H»2r,

ROBERTDELAlJNAY I8«5-I94l

JEAN ARP 1887-1966

IJIARCELDIICHAMP 1887-1968

JACQ|UESLIPCH1T/.I89I-

YVESTANGUY 1900-1955

JEAN DUBll-TETIQOl.

ROBERTO MA ri A ECHAliKHtN

(;kkvi\\^

lovis corinth 1858-1925

EMIl.NOI.DE 1867-I95<i

M\\ BKCKMXNN 1K81-I950

KURTSCIIWnrKKS 1887-1918

HANSIjICIITER I88K-

MAX ERNST 1891.

'hICl'lAKD III ELSKMiKfiK IH92-

IIOI.I.VNh IIANSIIAKII NG 190).

VINCENT VAN GOGH 18.1 IH'Xi

PIETMONDRIAN 1872-1944 i

THEO VAN DOESBERC 1883-1931

HK.i.(;a M
PAI I. DEI.VAl X 1897.

BENf,MACHiri> 1898-1967

EASTKKNKIJROPK
FRANK KDPKA (C?.ECH) 187119.57 ^

CONSTANTIN BRANCISI (ROMANIAN) 1876-1957 ^
MaRCELJANCO (ROMANIAN) 1895-

\ IC^TOR DE VASARELY (HllNCARIANj 1908

RLSSIA I

prSSSTTf ICAN Dl NSkifT866. 1944

CASIMIR MAI.EVICH 1878 1935

\NTOI\E PEVSNER 18861962

ALEXANDER ARCIHPENKO 1887-1

MARCCllACALI. 1887

NAlMliVBO 1890.

SCAMHN V\ l\

pDVARDMI NCH 18631941

VIKING EGGELING 1880-19^

SPAIN
jjPABLO PIC|kSSO 1881-

JIHNCRIS 1887-1927

J04NMlRf) 1893-

I

SALVADOR DALI 1904-

ITALY
|CI.\COMO BAI.LA 1871-19.58

^CARLOCARRA 18811966

LUMBERTOBOCCIONI IHHJ I

CINOSEVERINI 1883-1966

AMEDEOMODICI.IANI 1HK1.|<>2()

GIORGIO DECHIRICO 1888-

S>MIZKKIAM)
jeancrotti 1878-1958

pail ki.ee 18791940

alberto ci acometti 1901-1966

meretoppenheim 1913-

jeantincliely 1925-

imtki) states
maurice prendergast 18591924

john marin 18701953

joseph stella 1877. 1946

arthur dove 18801946

waltkuhn 1880-1949

hanshoemann 1880-1966

geoh(;e bellows 18821925

edward hopper 1882-1967

CHARLES DEMITll 18831935

CHARLES SHEEl.EH 1883-1965

GEORGIA O'KEEEFE 1887-

MAN RAY 1890-

MARKTOBEY 1890.
|

ALEXANDER CALDER 1898-

BEN SHAHN 1898-1969

JOSEPH CORNELL 1903

MARK KOTIIKO 19031970

ARSIIIl.K(;OllKY 19041918

WILLKM DK KOONING 1904.

KKANZ KLINE 19101962

JACKSON POLLOCK 191219,56

ROBERT MOTHERW ELL 191.5-

ROY LICHTENSTEIN 1923-

LARRY RIVERS 1923-

ROBERTRAUSCHENBERC 1925

ROBERT INDIANA 1928-

Cl.AES OLDENBURG 1929-

JASPER JOHNS 19.30-

ANDY WARHOL 1930-

RONALDB. KITAJ 1932-

JVMESROSENQUIST 19.33-

JIM DINE 1935-

KNCLAND
AUGUSTUS JOHN 1879-I%1

JACOB EPSTEIN 18801959

BEN NICHOLSON 1894-

HENRY MOORE 1898-

FBANCIS BACON 1910

1840 1960 1840 1900 1960

Duchamp's predecessors and ronlcmpornries are prtntped here in climnolofiical order nrcordinp to country. The Ixmds correspond to the life-spans oj the artists.
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I'jilnlan Ijindstniir I The llnnlrrl

(Mirii). 25'; x 39'_% oil on canvas.

131.//.>

(jil\ Ihnring /,e.««/i. The (Stecn).

27 X 23' I. oil on wood. / l.i

(!au[)enne. Jean. I Id

Cendrars. Blaise. 57

Cezanne. Paul. 8. I I. 18. W). 1.30:

I hr I'lHirhoum- on ihr 1 1 ill. 1

7

Cbagill. Marc. 1.5 L Self-(H)rt rait. Ill')

Champs MnsniiKines. I.rs. Breton's

and Soupault's experiments in

automatic writing. 95

Chance, law of: Arp's adoption of. 58.

\(y\: Ducbamp's interest in and use

of. 35. 92. I(K»: Rauschenberg

and. 168: Mir(i'sex|M'riments, 13.5:

influence on American artists. I.5f

('hanlsilr Mnliloror. I.rs

(ljutr(''am(int). 97

('hhliiiit drs I'yrrners (Magrille).

78"»i X 55'». oil on canvas. 121

CJuiufpl. HusI I'orlmil oj. 20S x 16' i.

oil on cardboard. Ifi

Cliexx, Du< IlillMp't IMlerecl id. Kit).

1.52. 172

< hr*\ I'lmrtt, Ihr. 1.5 ( 57 », oil on

I untax, 22 2i

( hirn hithiliMl. I n Sre Imltiluuiin

Ik,,., in

Chilli' \ Hniin. Ihr (dr (!hirH-o),

32 « 25' •, ml on canvu*, lift

(!liiricii, <>iiirgio lie. .Vvile ChirM'o,

(tiiirgiii

< hmuliilr (.rinilri. in {{uclirlur

M-climi of hir^tr (,/«%., W. '/f/-'//.

uliidv for painling. 25' > t 2r<. <iil.

thread and |M-ncil on canva*. .'{1-.3.5,

H.)

Chninologv. IKt

( hnmnpholiiiimph (Marey (. J/i

( jiiiinnati Art Muwum. MinV*

III lira I at the, /.{.>

(.il\ ol I'ans (Delauriav).

105 X 1.59'-;. ml on canvax. /'/

Clair. Herie. 106. Ill7

Clox4Tie lies l.ila.x. Hreloii'^ I rial at

the. 6241.3

Cdcteau. Je^n. 62

(jM-iirs lolanh I Hiillrrinfi llnint).

I2S X 9'!. cover lor (jihirrMi' In.

170. 171)

(j)llrr Mill. 13 X I .. oil on . ardlMjard.

/;

"Cold Pieces " (.Satie). 32

C4illages: bv Arp and Taeulwr. .58. 63;

by Braque. 12. 2'K 101 : by Krnsl. 63.

I0l-I02:bv Mini. 1.33. I Mi:

"object -poems," 1.51; Picass<i and.

l2.29;F'(ip Artists. 169:

KauMbenUrgand. I(>8. 169, 179;

Scbwitters' Mrr:l0iu.(y\. 7 1 7.'>

Cologne, Dada movement in.M-t>\,

66

Color in Op Art. 177

Camh. 38

"Combines. " bv Raus<henlirrg. 168.

179

Communism: Surrealism and. 107.

127; role of Dadaisni in Germanv and.

6.3

Com/tositiDn uith Hrtl Irroif (Janeo).

19*11 X 26' ;. pla.sler on burlap

mounted on masonile, 71

(^oncours l-epine. 1.5.3

"Concretions" (Arp). 15.3

('j)nslrlliilion Srrirs (Miro). 122.

I3H.35

( jirkscrew effect. 78

Courbet. Gustave. 9

(jinrrirr Frnn^aiK l.r. Ducbamp's

illustrations for. 1

1

Cox. kenvon. L3. U>

Cravan. Arthur. .59

Crevel. Rene.98. 105. 107

Ootti. Jean. 37: portrait of Duchamp.

r«

Cubism, II. 12. 13. 18: Amrrican

reaction at Armorv Show. 33-31. 1.3.

Wi- 19; \rp. influence on. .56. .58;

Braque and. 8. I I : Dada movement

and. .57. 61 ; Duchamp in relation to.

8. i;{. It. 22-23. 21. :M):

Duchamp-\ illon's bust of

Baudelaire. / /; Masson. influence

on, 10.3; Vliro. influence on. I.'V):

Marcoussis' portrait of A|Mdlinaire.

W; New York cartoons on.. </;
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Index continued

Picasso and, 8. 1 1 ; Piileaux group,

1,3, 14, 21; reaction to Duchamp's

\iidr Drscendiiifi n Slairaisc. 15,

26; rivalry between Futurism and, 12

('iihisi I'liinlrrs. The (Apollinairc), Xi

Currier and Ives, 126

D„'adn. magazine, 5H. 39, 60

lh(l<i. I>rr. magazine, 63. .W

Dtiila tlmanarh. .^9

/) //M. magazine, .5«. 59

Dadaism, 55-65, 66-r.); aims and ac-

complishments, 57-58, 64-65, 66, 70;

Arp's place in movement, .57, 58,

104; birth in Zurich of. 39, 55-56:

Breton's quarrel with Tzara on pro-

posed Congress of Paris, 62-6.'5, 96:

contact between New York avant-

garde and, 58-59; disintegration of,

63, 96; Duchamp in relation to, 7,

65, 66, 77, 78; 50th anniversary of.

68-69: Entr'arlc, 106, 1(17; Futur-

ism's importance in development of,

12; in Cermany, 63-64; (iidc and, 6 1

;

"Happening" debt to, 158; maga-

zines, 57, 58, 59, 60; Miro and. 133;

in Paris. 60-63, 97; Pop Art com-

pared with, 166; Schwitters' role in.

frl, 74; Surrealism as derivation

from, 96; term and origin of name.

57: Tzara's role in, 55, 57. 60-6 1 . 62.

63, 65

"Dada Nights," 57

Dali,Gala. 1.53: and Kluard. 102. 124.

125; in Lcrla Alomua. I.'i6-i:i7

Dali, Salvador. //O. 124-129, 136,

153; Accommodations ol Desire. I.i9:

Breton's relations with, 127-128,

153; enigmas in painting of, 150;

Eve of Time. 128: films, work in.

///. 125, 127; ilalsman's altered

photograph of Persistence o/ Mem-

ory; l.'iS: Ilalsman's interpretation

of Leda llomicn, I:i6-I37: The In-

iHsible Man, I H ; Mono Lisa altera-

tion by, 124: object-sculptures bv.

151; Paranoinc-Critic(d Sludv of

I ermeer's Lace- Maker. 1 12: The

Persistence ol MemorY. I'i9: Por-

trait ofMy Dead Brother. 125: liainY

Taxi. 161: IhdiY Lips. 128: .Soft

Contraction icith Hoiled Heans:

Premonition ofCivil i\ ar, I K): Sur-

realism and, 123, 127, 1.54, 160

Dame a TAbsence ( Tanguy), 46 x 36,

oil on canvas. 118

Dances at the Spring (Picabia), 47'/2

X 47'/2, oil on canvas, 48

Dante's Inferno. Rauschenbergs

drawings of, 168

Da Vinci, Leonardo. See Leonardo da

Vinci

Decalcomania (Dominguez), l4'/2 x

ll'/2, ink, /.W

Decalcomania technique. 154-155

l)eceml>er Shoe (Warhol), height 25,

watercolor, 169

DcChirico, Giorgio, 98-101, 1 14;

Breton inlbienced by, 108; I he

Child's lirain. /W; Ihe Dis(fiiieting

Muses. 100, / /.5: enigmas in paint-

ings of, 1.50; Ernst influenced by,

101 ; Magrille influenced by, 104;

The MYsterY and Melancholy ofa

Street. 99. 115: \oslalf;ia ofthe Infinite.

99. //.): The SoolhsdYcr's Recompense.

1 1 1: Tanguv influenced by. 104, 1 19

De Kooning,'Wiliem, 1.35, 1.54, 157

Delaunay. Robert, 8, 1 3, 29, 48. 56;

City ofParis. 19

Delvaux, Paul, 149; The lireak of

Day. 120

Demoiselles d'
I vignon. I.es (Picasso), 1 1

Demuth, Charles, 37

Desnos, Robert, 98, 131

"Dc.Stijl."29

Deuxieme Avenlurede Monsieur la.

r Inlipvrine, Im (Tzara), 61

Diaghilev, Sergei, 103, 132

Dine, Jim, 169

Disfjuieting Muses, The (dc (Ihirico).

.38' . X 26, oil on canvas, 100, / /.)

Dog Harking at the Mtxm (Miro),

28!'. X .36h, oil on canvas, 133, 145

Dominguez, Oscar, 107, 149, 150.

1.55

"Dream of Venus" (Dali). 128

Dreier. Dorothea. 79

Dreier, Katherine S., 37, 77, 79, 80

Ducasse, Isidore (Comlede Lautrea-

monl).97

Durliarrip, Kugene (Marcel Du-

champ's father), 10-11, 10. 19

Duchamp, (iaston (Marcel Du-

champ's brother). See Villon.

Jacijucs

Duchamp, Madame (Marcel Du-

champ's mother). 10. 1 1

Duchamp. Marcel; 7. 16. 33. 35-36,

60. 77. 78. 79-80, 106, 156; art,

thoughts on, 8-9. 10, 171; birth and

youth. 1 1 ; The Blind Man. edited

by. 39. .59; chess and, 106; Cubism

and. 8, 1,3. 14,22-23.24,30; Dadaism

and, 7, 65, 66. 77. 78; Dali and,

121. 128; Katherine S. Dreier and,

77, 79. 80; education and early in-

fluences, 1 1, 16; experiments for

painting on glass, 35; influence on

contemporary art. 7. 9. 10. 167. 170-

171. 172; International Surrealist

Exhibition. New York 1942. l()2: in-

ternational Surrealist F.xhibition.

Paris 19.38. 161: on Large Class.

(]uoled.93; I.ebel's.Swr Marcel

Duchamp. 167: marriage. 152, 167:

Munich, visit to, 29; Pasadena Art

Museum, exhibition at. 170-171 ; pe-

riodicals issued by. .59; photographs

of, 6, 10. 106, 173: Picabia and, 13,

3I-.32; relations with brothers, 30-

31 ; replicas of works of, 170-171;

Retrospective Exhibition at Lon-

don's Tate (iailerv, 1 70; Rongurong.

.59; Rrose Selavy, 79; sojourns and

activities in New York, 37-38. .39.

.59.61,78, 1.56-1.57. 16.5-167; por-

trait by Jean Crotti. 78: Puteaux

group and, 2 1 : on readymades, 39;

Mary Reynolds and, 152;Sanoui-

llel's MarchandduSel. 167; Sur-

realism and, 7. 9. 107; willidrawal

from painting. 10

Dl ( IIWll'-WOHKS

Duchamp: Ihe Bride Stripped Bare

hy Her Bachelors. Even ( Uirge

Class ). 38, 80-8 1 , 89, 93, 1 52. 1 53

:

Boxing Match from the Creen Box.

93: Chocolate Crinder. 85. 89; de-

velopment of visual ideas for, 84-85:

DusI Collecting. 80, '>r>; first sketch

for, 29; Clider Containing a H ater

Mill in \eighlioring Metals. 91:

Green Wo.x containing notes on, 81.

83. 92. 93: Hamilton's replica of,

1 70; influence of Roussel's play on,

33; interpretation of, 93; \ettcorkof

Stoppages in relation to, 86-87:

Mne Malic Molds. 35, 87. 89; notes

on, 81, 82, «.-^ 89-93, 1.52, 167, 170;

original plan and studies for. 30.

34-,35; Sketch of the Sex Cylinder

from the Creen Box, 92: Sex (A'lin-

der, or Wasp. 85: Sexual imagery in.

85.87

Duchamp-drawings, illustrations and

sketches: bond certificate, lot): Bride

Stripped Bare hy Her Bachelors.

Even, first sketch for, 29; Coeurs

volants ( Fluttering Hearts), 9. 1 70,

176: Encore a Cet Astre, 14, 15:

Femme-Cocher caTtnon, 12: French

newspapers, illustrations for, I I

;

Ixiforgue's poem, illustration for,

/.); Portrait o/ Chess Players, stud-

ies for, 23: .Sketches for King and

Queen Traversed by \udesal High

Speed, 29; Jacques Villon at his

drawing table, 13: Tzanck (.heck.

78, 81: I irgin. 29; for ( / / periodi-

cal, 157

Duchamp-niiscellanea: binding for

I hu Roi, 32: George It asliingltm.

I tllegorie de Genre ) coWd^c, 157;

mannequin outfitted by, at Surreal-

ist Paris exhibition, 159: Musical

Erratum. 35: Priere de Toucher

(Please Touch), 165, /66; Revolving

Glass, 78; Rotary Demi-Sphere. Pre-

cision Optics. 78-79, 106; Rotore-

liefs. 148, 152-153; Three Standard

Stoppages. 35

Duchamp-paintings: The Bride. 29.

30.«.3; Bust Portrait ofChaut el. 18:

Chocolate Grinder. 34-.35. 85: Coffee

Mill. 14: The Chess Players. 22-23:

King ami Queen Surrounded by

Sivift \iides. 28. 29; King and Queen

Traversed bv \udes at High Speed.

29; Uindscapcat Blatnville, \\, 17:

\elu'ork ofStoppages. 35. 86-87:

\ude Desceniling a Staircase. \o. I.

26: \ude Descending a Staircase.

Vo. 2. 15, 26, 27. 29; Paradise. 29:

Passagefrom the I irgin to the Bride.

29,.30,«/, 155; Portrati, 14,2.5;

Portrait of Chess Players, 14, 23,

34; Portrait of Magtieleine, 18: Por-

trait ofthe Artist's Eatlier. Sealed.

1 9:.Sad \oungManina Pram. 14,

15, 26. 34: TheSoiuila, 14, 24: Su-

zanne Sealed, 18: Tu m', 76. 77-78;

Virgin. 29-30, 84: ) oung Man and

Girl in Spring. 35; ) vonnennd Mag-

deleine Torn in Tatters, 14, 24

Duchamp-readymades: 9, 38-.39, 1.50,

151; Apolinere Enameled, 38: Belle

Haleine-Eau de / iolelte. 79: Bicycle

n heel. 36, I 79, slipcase: Bottle

Rack, 36, [50: The Bran I at 4iister-

lilz, 80, 151 : Comb. .38: hounlam.

39: Fresh II ulow. 79. 80. 90; Hat

Rack, 38; In Ulvanie of the Broken

Irm. 38. .{'A- Mono Lisa, 61. 78;

Pharmacy, 36; Irap, (Trebuehet),

38; Traveler's Folding Item, 38;

/ nhappy Readymade, 78; in Tu m\
11; \l liy\ol Sneeze?. 19, 80

Duchamp, Suzanne, 10, 11. 13, 78

Duchamp-Villon, Raymond, II, 13,

15, 36. 60; Baudelaire, 44: family

photograph. 10

Diibamel. Maurice, 104

Dupin, Jacques, 136, 144

Dusi Collecting (Man Ray), photo-

graph, 80,90

Dutch Interiors II, (Miro), 28'/2 x

35''2, oil on canvas, 1.33, 143

E.iggeling. Viking, 57

Elementary Forms (Taeuber-Arp),

14% X 14Vi, tapestry, 71

Elephant of the Celel>es (Ernst ),

49'. X 42'8, oil on canvas, 101, //6

Eluard, Paul, 60, 102, //O, 124, 131,

132, 153; Breton's sabotage of

poetry of, 153

"F-ncore a Cet Astre" (Laforgue), 14, 15

Encore a Get Astre, 9% x 6'/2, lead

pencil on paper, 14, /.)

Enigma ofa Day (de Chirico), 99

Enigma of an Autumn Ifiernoon

(de Chirico), 99

Enigma ofthe Hour (de Chirico), 99

Entr'acte, 106, 107

Ernst, Max, 101-103, III), 1.53-155;

Chagall and, 105; collage technique,

1 1 1 02 ; Dada and, 63, 64; Elephant

of the Celebes, 1 16: design of

Duchamp's chessboard pieces, / 72:

The Hal Makes the Man, 101:

"oscillation" technique, 154-1.55;

on painting, 123, \W: Small Machine

Cimstrucled by Minimnx Dadamax

in Person, 73: Surrealism and, 98,

102, 103, 116, 132, 1,53;7'm»o

Children Are Threatened by a

Mghtmgale, 102, 117: imagery,

123; Venice Biennale prize,

165; / / ( . periodical. 157

Eroticism. 29-30. 12.5. 134, 151

Exhibitions: Brancusi. Brummer

Gallery, New York, 106; Dada,

Cologne, 61, 63-64; Dali, Galerie

Jacques Bonjean, Paris, 128; de

Chirico, Salon d'Automne, 99:

Duchamp Retrospective, Tate

Gallery, London, 170; Fantastic Art,

Dada, Surrealism, Museum of Mod-

ern Art, New York, 153; Futurism,

Paris, 15; Klein, IrisClert Gallery,

Paris, 169; Miro retrospectives.

Museum of Modern Art, New York,

135: Puteaux Group, Paris, 13, 21;

Venice Biennale, 165, 168; Jacques

Villon, 13; Duchamp brothers, Yale

University .Art Gallery, 157. .See«/.w

Armory Show

Exhibitions, Surrealist, 149, 1.58, 165;

Exhibition of Surrealist Objects,

Paris 1936, 151; International

.Surrealist Exhibition. London 19.36,

149, lt)0: International Surrealist

Exhibition, New York 1942, 162:
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InliTiiiiliniiiil >>urriMlisi I'ixliiliilinii,

I'liri^ I'JHH. i:,>>lt,l. Itx,. Vlii^.-miM.

Moilrrii Arl.Ncw York I'Md, I I'l.

If)!), //il'; "SurmiliMMi in I')17,"

(iulcrii- Mm'nlil. I'iiri>, Ku
"Kxi|iiisilr(liir|isr" ( raiifiiiv. Vliri'i.

Morisc, Man Kiiy). Il'i x 4, ink,

|M'iicil, color craviin, /"-

/•;».<»/ 7V;«<-(l)ali)./l'«

y u[|lusli(- Art, l)a<la. Siirrcalisiii,

rxhiliilioii. Miisciiiii ol MoiIitii

An. is;i

harm. The (Miro). \W \ \ 55' i, oil on

canvas. IHO-iHI./H

"Kalapapa,"'()H

Kauconnicr. Ilcnri Ic. \'.\

Kaiivism, II. 18, V.W

Fvmnu'-C.iHhrr, 12

h'rmmrt isililr. Im (l)ali). I2()

Films. 57; /,'(,£,'( (/7V. 127; hirinir

Cinema. 70. KHi; Diichainp's

inllurnce on.*); A.Vi/rV/r/<-, UKi. 107:

InChirn tmlalou. 1 1 1 . 125

h'irsi C.rlpxlial tiivrnliirfo/ Mr.

Inli/ivrinr (T/ara). 57

Fliillcrinf; llrarls. Srr ('.iiriirs ri>laiils

/•'-III (Kospnquisi). 120' x 86". oil on

canvas with aluininiim. IHO-IHI

h'orcsl (Arp). wood roliel. 5 /

Krco Kxprossion Festival. Paris. /<*<

Fountain, .'i')

Fourricr. Marcel. 1 10

Frish II (tloit. 79. fiO. 90

Fresnave. Roper de la. 13

Freud. Sipnunul:95.9(). I()8. I2()

/•VwHn^c technique. 102-103. 168

Fiimage (Paalen). 18*i x 10''4, oil and

candle soot on paper. 149. /5/

/Hmrt^c technique, 149. I.il

Fiir-rovered nip. plale, and spoon

(Oppenheim). 1,50, l.',2

Futurism, 11-12, 15, 5.5, .56. 58

G.'alerie Bernheim-Jeune. Paris. 15

(iaienc Dada. Zurich. 57

Galerie Goemans. Paris, 125

Galerie Jacques Bonjean, Paris. 128

Galerie Kahnweiler. Paris. 13

Galerie Maepht, Paris. 165

(Valerie Montaigne, Paris. 61

Galerie Pierre, Paris, 132, 149

(Jalerie Surrealisle, Paris, 149

Gali, Francisco, 130

Garden oj Delights (Bosch). 86' \

767^. oil on canvas. / /.i

Gaupuin. Paul. .SV(7/ Life with Head-

Shaped I ase and Ja/nnese li iMxIttil.

th

Genaucr. Kmilv. 177

George \\ axhin^on. See Mle^orie

de Genre

Germany. Dadaist movement in. .>'>.

63-64

Giacometti. Alberto. 1,34. 1,50-151;

Thehilaeeal I 4M.. /.>.i

Gide. Andre. 8. 61

Girl Horn ivithout Mother (Picabia).

19^x25''.. pouache. 73

Gleizes. Albert. 8. 13, 15, 37, 48

Glass: Futurism and, 12: Duchanips

decision to execute v»ork on. 34

Ghiwo/ Ihunlh (Pim^,..). Iii-i^lit M'
,

paiiiled bron/c with xilvrr, l.'th

Gliiler ( onlnininf! a H aler Mdl in

\vif:hlH,rinn Melal.y W', x 33, ')!:

Hludv, 35

(>o<-muns, Guinille, 110. 124

Gorky. Arshile. 154. 172; //(/ l.iirr

i.t the Goik's (.omii. 171

(>oiiachc Iccbniipir. 134. I Ml. 155

(;ova,98

(>randc C.haumiere Academy, 134

Gn-eii l{o\. Diichamp's note on Ijrpe

Glasscollectedin,8l,«.<;Sex

Gvlinilcr from the. sketch for, ')2:

Hoxinp Match from, '/<

Greenberp, Glemenl, 135

(>ris. Juan. Man in iheCafe. 21 : Man

im a HaIrony. IH

(Jrosz. Georpe. 63

Guernira (Picasso). 128

Guppenheim. FVppy. 1,5-4. 15.5. 157

(Juppenheim Prize. 135

H.Lallucinations: 103. 108. 126

lialsman. Philippe. /.«

Hamilton. Georpe Heard. 8 1.89. 167

Hamilton. Kichard. 81. Whjiisl

W hal Is ll Thai Makes Ttxlav's

Homes ,SV> Diflerenl, So ^/ifieiilinf;/.

170

•llappeninps." 158. Kyi. 169

Ihirlcifii in 's
(
'.a rn i ra / (M i ro ) . 131

Hartlev. Vlarsden, 37. 52

Harvard I'niversilv. Miro's

ceramic "walls." 135

lliil Makes ihr Man. The (Krnst).

11x18. collape. pencil, ink,

watercolor, 101

lint Rark. 38

Hausmann, Kaoul, .)'>

Ilelxlomeros (de ("hirico). 101

llcminpway. Ernest. 130, 144

llenninps. Kmmv, 56, 68

Henri, Robert, The S/mnish Gvpsv. 7)2

lleuberper, Jules, 59-60

History oj Surrealist I'ninlinfi (Jean).

1.50

Holy I irpin (Picabia). 61

Homage to \eu- )r(rt (Tinguely),

l()l. 170

Hopper, Kdward, 154

Horde. 77ie (Krnst), 103

Huelsenbeck. Richard, 56. 59. 63. 64.

65; I'hantastische GelM'te. .57

llv[inotism. Surrealism and. 98

ll Pleul" ( \pollinaire). W
Illumined I'leasures (I)ali). 125

Imiiiie Duplicator (Lichlenslein),

24 \ 20, magna on canvas, ISO

Impressionism, 8, 9, 11

Impressions d' {friqite (Roussel).

32-33

Improrisntion \o. 27 (Kandinsky),

47^ X 55''i, oil on canvas, .if>-5/

In ^d^•anreo| the Hroken ^rni. 38, .'J'>

Indeslruetihie Objeit (Man Ray), '^/.

See also Object to He Destroyetl

Inferno (Dante). Rauschenberp

drawinps. 168

Insanitv. Surrealists' fascination

with. i26

Inlrriiiilioiial Kxliibilion ol Modern

An. New York 1913. .S«v Armory

Show

Inlertinlionul SurreuliHl F.ihibilion.

New York I9t2. H>2

Internulional Surreah*! Kxhibiliori.

Pans 1938. /.'.</. thi. Kit,

IniiMhlr Man. 7/ie (Dull). -56 x 32.

oil on I'uiivus. / //

IniiMhleOli/ect. The ((;ia<omelli).

151

Iris Clen Gallery. I'aris. |6(>

Italy. FiiliiriHj movement in. 1112

Janco. Man el. 56: (^ompo'.ilion

uith Ked Irrou. 71

Janis. Harriet and .Sidney. 93. 157

Jarry. Alfred. 32. 55. 131;/ Im Hoi.

:i2

Jruxd'F.nfanls (Massine). Ill

Johns. Jasper. 168-169; altitude

toward Duchamp. 167. 172; Map.

IHi; I'ainteil Hronze ( Heer Cans).

182: I ntilled I'aintiiif:. 1 82- 1Hi

Josephson. Matthew. 62, 102

Joyce, James, 8

Juncosa, Pilar, MinVswife, 133

Junk sculpture: Tinpuely's Homape
to \eu )ork. If) I. 165, 170

Just 11 hat Is It That Makes Tottav's

Homes So Different. So Ippealinf;}'

(Hamilton), 10'/, x 9%, collape, 17(1

K.̂nlola (de Vasarelv), 6'8" x 7',

oil on canvas, / 77

Kandinskv, Wassily, 8, 29, 57;

Improvisation \o. 27. 7)0-7)1

Kinetic art. 9. 1.5.24.26.78.170

King and Queen Surrounded hy Swift

\udes. The. 45''i x SO'i. oil on canvas.

28. 29. 34

King and Queen I ratersed hy \ades

at Hiph Speed. 29

Klee. Paul..57. 10.5. 1.32-133

Klein. Yves. 169

Kline. Franz. 1.54. 172; \eu )ork.

/r.i

Knoedler. Roland. 165

Kupka. Frank.8. 29

i-iaremaker. 1 he (\ermeer).

9^* X 7 ». oil on canvas. / 12

Laforpue. Jules. 14. /.>

Ijampshade (Man Ray). 39

Ixindscapeat Hlainville. 2'Vt x 19^i. oil

on canvas. 1 1. / 7

Ijandscnpe-llend {Werian). 12'? x 16''i.

oil on panel. 112

Ijindscnpe with Figures

(Prenderpast). 2^*i x 42^. oil on

canvas. .i.'J

Large Glass. See Duchamp; TTie

Bride Strippeii Hare hy Her

Hachelors. Even

Lautreamont. Gomie de. 97

Ljcad wire technique. 35. 78

l>ebel. Jean-Jacques. Second Festiiyil

of Free Expression. 163

Lebel. Robert. 24. 167

Inia ttimiica (flalsman's version).

136-137

lifr.f, hriMiid, 13. W.. I.Vt

liiri.. Mirliel. 131

lioniinloda V iiMi.9. ^W. /-.'/

l>-vy, Jiihrri, I2H

Irwiv M <; ( "Morik"(.'»f)

I.hole. Andre. 13

I.Mhlen«leiii, Roy. \tO: Inui/er

Duplicator, imt

LighlhiHiV 1,1 the Hridr ( llrel on ) . 1 .52

!.l|M'hll/. Jucqiieo, 154

Literature. 8; \|><illinaire\ "New

Spirit." 31 : Dada oripin«and. 55:

Duchamp'n inlereM in verbal idra>.

33; Fuluri)tm a* a lilrrary

movemenl. 12: Surrealiil movrmrni

and.95.')f).97.98. 107

hiteralure. (ournal. W). 61

l.illle Girl at the I'uino (Jacques

V illon). 5<>V, X 37V,_ „il on canvas. JIf

Little Tear (,lanfi That Sny\ Tir Tar.

77ir (Krnst). 102

Lirer 1% the Cork'* Comh. 'Ihr

((Jorky). 73 % 98''i. oil on ranva^. / 7t

l^)ndon. Surrealist exhibitions in.

149. U»0

higuhnous Game. The (Dab), 12.5

hinatir Doctor. The (Shwitlers).

I9'4 X 1 5'ii asseriiblape and oil on

canvas. 71

M.xVlfi//i/ne Turns Fast (Picabia).

19 X 12. pouache. 73

Magnetic Firlds. See Champ*

Magnetiques. Ixs

Magdeleine. I'ortrnit of I2''!X 19.

watercolor and pencil. 18

Mapritle. Oorpelte. 12

1

Maprille. Rene. 1(M-I05. //O.

1 24- 1 25. 1 .50; Chateau des f'ne'-

nees. 121: The Maslerpiere or the

Mysteries ofthe Hon:um. I '20

Ma he Molds. See \ine Malw Molds

Mallarme. Stephane. .33. 131

Mama. I'apa is H ounded.' (Tanpuv).

.36' 1 X 28*1. oil on canvas. \0'\,

ll<)

Mamelles de Tiresias. I.es

(\pollinaire).96

Man and U oman in Front ofa Heap

ofExcrement (Miro). 1.34

Man in the Cafe. 1 he (Gris).

.50'i: X 3-tii. oil on canvas. 21

Man on a Halcony (Gleizcs).

77 X 4.5'':, oil on canvas, 18

Map (Johns), 78 x 123'';, oil on canvas.

I8:i

Marchand du SeL 167

Marcoussis. Louis, portrait of

Apollinaire, W
Marev, Jules Etienne, 15, 2b

Mariee Misen \u parses

CeliUitaires. Meme. fji. Sfe

Duchamp: The Hride .Stripped Bare

by Her Bachelors. Ecrn

Marilyn (^ arhol). 40 x 40. silk

screen on canvas. 181

Marin, John. 52

Marinetli. Filippo Tommaso, 12.57

Massine. Lconide, 1,34

Masson, Andre, 98, 103-104. 123,

131, 1.54, 1.5,5. /.59;4nmM^

DeccHinng Themselves. 103

Mas.sot, Pierre de, 78

189



Index continued

MtislrrpieiP or llir Myslcrii's of llir

Horizon. The (Maf;rilte),

l9'/2 X 25'/2, oil on canvas. 120

Malisse, Henri. 0. 18. 10. 46. 62: Hluc

\u(lt: 17

Malta Kchaurrcii. Koherlo .Sebastian

Antonio, 30. 1.54. l-S.^i-l.^; The

Bachelors Titnilv )r<irs l/lrr.

ITi

Meissoiiicr. Jean Louis Krnest.

127

Mcriaii, Liindstnin'-Ucud. 1 12

Merzlxiii (.S(hwillcrs).64, 7 1-7')

Metzinper. Jcan.8. 13, 13: Tm Time.

21

Millet. Jean Frati(,<'is. 127

Minolnitre (periodical), 1.52

Miro.Joan, 12Q-135, 136; American

art and, l,'i4, l.'iS: lieaulijiil liinl

Reeenlinii llie I nknoun Ion I'airoJ

hirers. 122: Hird. I l(y. I'.alnlnn

ljindsrape(Tlie llunler). 131. / 7.5;

Dofi liiirkinpnl ihe Moon. I 13:

Daliand. 124; designs for

Diaghilev's ballet. 103; "Kx(|uisite

Corpse.'" 102: The h'nrm. 130-131,

///; Monlroifiliindsrnpes. 130,

133; mural for Terrace I'la/a Hotel,

Cincinnati, /.{.); (Htjel I'oeliqiie.

i:i2. i^\:hiinlinf:. I K)-I17: I'erson

in ihe Presence ol \nlure. I /.>;

Person Throiiinf; a Stone iil n Hird.

133; scenes, Jeux d'F.nfnnls. I.'lh

Surrealism and, 103. 123, 131. 132;

Venice Biennale prize. 16.5

Mile. I'ogany (Brancusi). lieifiht

19. marble. />

Mobiles. 170./:/

Monn l.i.sn: Dalis alteration of, 121:

Duchamp's alteration ol, 6/, 78

Mondrian. Piet. 1.54

Monnier, Adrienne. 96, 97

Monofirnm (Kauschenberg), height

4', base 6' X 6', combine. / 78- 1 7')

Monte Carlo, 106

Motion pictures. .See Films

Multiple-image devices. 1 12

Munich, 29

Music, 8, 32. 3.5

Mural (Miro), 32'9" x 9' 10". oil on

canvas, l.'i.i

My Life: Selj portrait (Chagall),

1 1 x8''/i(., drypoint, /0.5

M\sler\- and Melancholy of a Street.

The (de Chirico). 34'/. x 28'^, oil on

canvas, 99, / /.)

N adeau, Maurice, 97

\alnrnl History (KrnsI), 102

\etu'ork of Stoppages. .58 x 78'/3. oil

on canvas, 3^,86-87

\eitl Mollies Malic. .See Mne Malii

Molds

New Burlington (Jalleries. London.

149

Veic >«rA- (Kline), 79x51. oil on

canvas. / 7.5

New York: Artists" Club gatherings,

1.56; Dali's visit in 1934, 128;

Duchamps visits and activities in.

37. .39. .59. 78. 80. I (to; l)uchamp"s

resi<letice in. 1.56: Surrealism in.

128. 149.1.50. 1.53-1.54, 1.55

190

New York ,\rmorv Show. See Armory

Show

\eu ) or/. Dada. periodical, 79

\eic ) ork Times. The. 12- Ui

New York World"s Fair of 19.39, 128

Nicolle, Kmile-Krederic, //, 16

\ine Malic Molds. 25'/L. x 40'/., painK-d

glass wire and sheet lead, 87

Mne Malic Molds, in Bachelor

section of Larfje (Hass. 35, 89

"Noir Cacadou," 56

Noise music, 56, 57

Nonsense verses. Huelsenbeck's

I'hantaslische Geliete. 57

\o.stalpin ofthe Infinite, The (de

Chirico), .53'/. x 25'/2, oil on canvas.

W. / /.5

\oslali:icEcho(\>Ai). 126

Notre Dame (Nicolle). 23 x 18'/2,

engraving, //

Nouge, Paul. //(/

Nouveau Realisme, Le, 169

\ii Descendant uii Escalier. See \iide

Descending ii Staircase

\tide Descending a Staircii.sc. \o. 1,

37Vi x 23'/2, oil on cardboard, 26

\iide Descending a Staircase. \o. 2.

.58 X 35, oil on canvas, 15, 27:

acquisition by art dealer. 15. 34;

cartoons on. .'i I: exhibited at Salon de

la Section d'Or. 30-3 1 ; g.Tminal idea

for. /.5; reaction at New York Armory

Show, 8. 26. 34. 48: view of mech-

anical nudity in. 29; withdrawal

from Independanis exhibition. 15. 29

\um/<er/ (Pollock). 68 x 104. oil on

canvas. /7.5

0,'bject-poems," Breton, 1.51

Ohjecl lo lie Destroyed (Man Kay),

height 9, metronome with photo

ofeyeattached, <;/. 95. 151

Ohjet I'oetifjite (Miro). height

3 Tb. width ir». depth 10'4

Odcon, Cafe, Zurich, 6«-69

Oldenburg. Claes. /6.V, 169

Once More to This Star. See Encore

a C.et Astre (liiforgue)

Op Art, 176; Duchamp and,9, 170,

172, I7(): Vasarely's Knlota. 177

Oppenheim, Meret. Eur-covered cii/i.

plale. and spoon. 150, I '>2

Optics: C.oenrs rolanls. 170, / 71):

l)u. hampand,9. 78-79. / 18. 170;

Op Art and, 170, 172; Rotary Demi-

Sphere. Precision Optics. 78-79;

lioloreliefs, 1.^2

Orestes and Electro (de Chirico), 1(X)

Orphism, 29

Oscillation le. hinque, 154-1.55

laalen. \V..llga.ig. 1 19, 151

Pach. Walter. ,36-37. 52

Painted Hronzi'f lieer Cans) (Johns).

height 4^1, wi.lth8;d.-pl(i 5.

bronze, 182

Painting (Miro), 5 1
'/. x 63'/;, oil on

canvas, 133, 140-147

Palaceat I i.M.. The (Ciacomeiti),

height 25, width 28'., depth 15^., wood.

glass and siring, 151, /.).'{

Paradise. 45'/. x .50'/2, oil on canvas, 29

Parallels (Tanguy), 36' . x 28%;

oil on canvas, / /'V

Paranoiac -critical method, Dali's

discovery and use of, 126-127

Paranoiac-Critical Study of I ermeer's

hice-Maker{\Wi).9 x 7. oil on

canvas, / 12

Parasols, in Bachelor section of llie

l/irge Gln.s.s, 89

Paris: as center of art movements.

16, 29; Dada movement in.

60-61.66; Futurist exhibition. 15;

Nouveau Kealisme movement, 169;

Surrealist movement, 98. 105, 149

Pas.snge from the i irgin to the Bride.

The. 2.3% X 2 1

'/., oil on canvas,

29,30,«/, 1.55

'Palaphysics, 32

PerelJbu,.*;^

Persistence of Memory. The (Dali),

9'/2 X 13, oil on canvas, 125, 128.

/.'W; Halsman's altered photograph

of. i:{8

Personages in Enmto/a I olciino

(Miro). 134

Person in the Presence of \alure

(Miro). 29^1 x 41 ''2. gouache on

cardboard, / /.5

Person Throwing a Stime al a Hird

(Miro). 1.33

Phantastische Cehete ( EnnUislit

Prayers) (Huelsenbeck). 57

Pluiredela Mariee. See Lightlumsc

0/ the Bride

Pharmacy. 36

Photography: Stieglilzand, 37. 40;

in Kausehetiberg's 'combines," 179

Picabia, Francis, 36, 37, 49, 60. 65;

Dadaism and. 59, 63; Dances al the

Spring, 48: Duchamp's friendship

with, 1.3, 31-32; Cide on, 61; "

Cirl Born ivillioiit Mother. 7.i;

Machine Turns East. 7.'i: paintings of

mechanical devices, 39; Relache

ballet and Enlr'acteiAm by, 106.

107: Stieglitz portrait on 291

cover. .5^; ^i9l . periodical. .59, 6 1

;

/ cry Rare Picture upon the Earth. 72

Picasso, Pablo. 8, 12-13. 24. .36. 40.

49, .56; collages, 29. 101 ; Dadaism

and, 57. 62; l.es Demoiselles d' Iri-

gnon, 1 1 ; Class of.Ahsinlh, /.56; Miro

and, 131, 133; "objets trouves," 151;

Surrealism ami, 98, 105-106, 1.33:

U oman with Mustard Pol. 19

Pine Cone. The. publication

(Picabia), 63

Please Touch ( Prierede Toucher).

165, /66

Poetry. 6 1.69, 99

Pollock, Jackson, 172; Krnst and.

154-1.55; Mir(5 and. 1.35: \iimher

(hie, /7.5; Surrealism and, 1,54

Polo Crowtl (Bellows). 43 x 65. oil on

canvas, .5.V

Pomme de Pins, Im. publication

(Picabia), 63

Poorhouse on the Hill, The

((".(•zanne), 24>. x 31"i, oil on canvas,

/:

Pop Art, 9, 125, I6(), 169, 180-181:

Dada and, 66; Duchamp and, 172;

Hamilton's work considered

first Pop Art painting, 170:

"Happenings" and, 1.58, I6'i, 169

Portrait. 57'/2 x 44'/8, oil on can-

vas, 14,25

Portrait of an \meruan Ctrl in a Slate

«/\Hr/(7v (Picabia), .39

Porlrail of Chess Players. 39y. x 39y4,

oil on canvas, 14, 2.{. 34; study for,

13 X 1.5%, charcoal and ink on

(.aper, 2:i left; study for, 19^. x 19%,

charcoal, 2.'i right

Portrait ofCuillaiime Ipollinaire

(Marcoussis), I9'/2X 10'Vi6,

drypoint, 98

Portrait of Magdeleine. 12'/. x 19,

watercolor and pencil 18

Porlrail oj Marcel Duchamp (Ootii),

wire sculpture. 78

Portrait ofMy Dead Brother (Dali).

69 X 69. oil on canvas. I2.i

Portrait ofthe trii.sTs Eather. Sealed.

.36% X 28k. oil on canvas. 19

Post-impressionism. 8

Premiere avenlure celeste de M.

.Inlipyrine. La (Tzara). 57

PrendergasI, Maurice. Landscape with

Eigures. .5.'{

Pre/Miralion 0/ Clue jroni Bones. The

(Krnst). 101-102

I'riere de Toucher I Please Touch ).

165. /66

Psvchic automatism. 98

Puteaux Croup. 13, 14. 21, 23; reaction

lo Marcel Duchamp's \ude

Descending n Staircase. 26

R . Mull,.39

Rainy Taxi (Dali), Ihl

Kauschenberg, Koberl, 167-168;

attitude toward Duchamp, 167,

170, \72: Bed. 178: Dante's //i/irno

drawings. 168: Monogram.

1 78- 1 79: Trophy II. 179

Ray Cun 7'/ien/er (Oldenburg). Khi

Kay. Man. .39, 78, 1.54. 1.55;

Duchamp and. I(H>. 165-166:

"F.xquisite Corpse," 102: films, 79,

10<), 107: Indestructihle Object. 95;

Ohject lo Be Destroyed. <> /. 1 5 1

;

photograph of Breton by. 96:

I iolon (TIngres. Ill

Kavonism. 29

Bead. Herbert. 8. 149

Keadymades: Man Kay. 39; Picabia.

.39: Warhol. 169. See also Du. hamp-

n^adymades

Redon, Odilon, It inged llend uIhwc

the H nters. 1 12

Relache.haWcl, 106, 107

"Kelinal"art.9, 34

Revolving Class, 78

Revolution Surrealiste, La,

periodical, 98. 100. 105

Kevnolds, Mary, 1.52, 167

Kibemont-Dessaignes, (ieorges, 61

Kichter, llans,57,69, 75

Kigaud. Jacques, 107

Kimbaud, Arthur, 33, 55. 96-97, 13 1

Rire. I.e. Duchamp's illustrations

for, 1 1

Koch.^, Henri-Pierre, 37-.38. KK)

Romeo and Juliet (Diaghilev), 103

liodin. Augusle, 40

Rongwrong. magazine, 59

I



H.)«-ii.|illHl,JiiiMis. |(,«); ////.

IH(t IHI

Holiir} Di'miS/ihrir, I'misiitn

Oliltis. 7H-7<>. HKi

Riilorrliiis. T'mliiiiiicItT, lilli(i^rii|ili>

i.ii.iir.llMmr.l. UH. \^2-\W.\

KdiiIi-IIc. KM)

Kiiiissi-I. Uiiviiiond, Xl

Krosc Si'hn V. .S('cSrliivv. Mnisc

Hnhs /.!/>» (I)ali). /:'«

Kiissiii, SiiprciMUlisiii iiiul KiivoMiMii

ill. 20

Oarmllisli. //ic (.!<• Cliiriio). 101

Siiii ) oiiiifi \ltin III II I nun. 2()'*t \

;W*it, canvas on board, IV. 1 .'). 1^6. .{

i

Sadf, V1ar(|iiisdi'. ')()

Sadoiil. (Jcorncs. / 10

Sapt". Kay. IS.'i

Salle (lavcaii, ()l-()2

Salon d'Aiitoinnr. Paris. I.'l, 'W

Salon de la .S-rlion d'Or. I.i. 21. 2.S,

M)

Siilon of the (>old(Mi .Soclion. .See

Salon dc la .S-rlion d'Or

Salon drs lnd<'|)oiidaiils. 13, Li. 20.

99

Sanouillcl. Michi-I. 167

Sn/mlin F.niimrl. .W
Sartrr, Jfaii-I'aul, ().">

Salic, b:rik,;{2,()2, UK), 107

Saltier, Alexina. Ducliamp's wife, i()7

Schonberg, Arnold, 8

S<'bwar/, Arliiro, 171

Schwillers, Kiirl.61: \UtzIhii, 192;i

Merzlmu 1918. Thr Liinalir

Dfnior. 7 t-T-i

Sculpture: al Arinorv Show, //-/.l;

('ubismand. 13; Futurist movement.

12:Arp. 1.S.3: Calder. 170,/,"/.

Giacomelti. 151: Mir6./.{2. 1.15.

Ii6

Smtnl H iimiiii I (Miro). {.'{I

Snrel l.i/r <>/ Snlrmliir Dali.

autobiography. 12

1

Sola vy.K rose. T'A «>. 98

Seligmann. Kurt. 1.>I, l-yft

Sex Cylinder from the Green Box.

sketch for. 8 x 10'». pencil on a sheet

of paper annotated in ink and pencil.

Silk-screen technique. 169. 180

Simultaneous readings. ,56. S7. 61

Stniill Mnihinr (.imslnirled h\

Mininuix Ihidamax in f'erson (Ernst).

18 X 12'». pencil, watercolor and

gouache on paju-r, 73

Snow shovel. .IS. .39

Soby. James Thrall. 100

"Sociele Anonvme. Inc.." 80

Soft ('.on.tlriirlion itilh Hoilitl limns:

Premonition oj Civil II ar (Dali).

.39'^ X .39'-^. oil on canvas. 128. / U)

Sonaln. The. ,57 x V'V'*j. oil on canvas.

14.:?/

Soollistiyer's Heconiiieiise. The (de

(.hirico). .5.3S x 7 1. oil on canvas. / / /

"SountI poems." (»9

SMipaull. I'lidippe. 60, (> I

.

')',. 90

Spanish Civil War, 128. I HI. It.')

S/Hiiii^h Ihinii-i (Vlir<'>|. 133

S/«i/I(n/i ^>/<m. Ihe (llrnri). I0»i x

33. oil on canvas. .'>J

.Sliinihiril .Slo/iim/ies. in hitf-r dliiw.

71, 89. .S»r »;/w) I hrre Sliiniliinl

Sloii/Mif-rs

"Sialic poems." .57

Sleefel. I.awrencel)..8»

Sleen. Jan. The Col's Ihinnnf;

hwson, I l.{

.Stein. Cert rude. 8

.Stella. Joseph, 37

Slellheimer sisters, .38

Slieglil/, Alfred, 37. U). 5 1 . ,59;

Picabia's portrait of. on 2')l cover. .'>H

.sun Life nilh on (HilShix- (Miro). 131

Slill Life iiilh lleiiilshiifMil \ ii>eiinil

Japanesr U imkIciiI ((iaugiiiii).

28'.' X 3()".', oil on canvas, fh

Slorni. 'The (Tanguy), 32 x 25>i. oil

on canvas, / 1')

Stravinsky, Igor, 8

Studio 28, 127

Supremalism, 29

.Si//- \lorrel Ihirhiinif) (l.ebel), 167

Surrealism, 95- 108. 10^)121. 149-151.

1.53-1.58. lyi-IM; Abstract

Expressionism in reaction to. 175;

in America. 128. 1.5.3-1.54. 155.

157: automatism and. 123; Bosch

and. 1 12: Breton and. 95. 97. 98. 107.

108. 1.53. 1.51. 156-157. 165:

characteristics and thinking. 96.

108. 120. 1 26: Communism and. 107.

127: l)adaand.65.66; Dali and. 124.

125. 126, 127; DeiaUomonio

technique, /.)0; de Chirico and,

98-101, ll4;Duchampand, 7,9,

107; Krnst and, 101-102, 116;

"Exquisite Corpse," 102: First

Manifesto, 98; Freud's influence on,

96: /i/m«^'e technique, l.'tl: Masson

and. 10.3-104; Mattaand. 1,55; Mir6

and. 10.3. 123. 131. 1,32: object

sculptures. 1.51: Picasso and, 98,

I05-1(K), 1.33; Pop Art and. 166:

Second Manifesto. 107; sources and

derivations. 96-97: Surrealists on

outing near Paris, Kh'ilhh I I i

[leriodical, 1,57. .Se«'n/.w>

Exhibitions, Surrealist

Surrealist objects, 1.50-151

.Siispenilril Holl (Giacometti). 151

.Siiziinnr.Scolcil. 9''.' x 7';. watercolor.

Ifi

Symbolism: Arp. UH: de (]hirico.99;

Dali. 127; Klee. 105: Mini. 1.34. 135

Sweeney. James Johnson. 136

Switzerland. Dadaism in Zurich. .39.

.55.56. 66. 6.". 6«-6'>

Ihniei) r V.vm,; I IH. drChiriro

iind, I 19; Mnimi, I'li/m i« U oiimlnl'

It'i: I'nrollelx. 1 1<>; "Exqui«ile

CorpM-,' 1(12. ihi-Slnim. I I'l. Siir

rrali-manil,98, l(»t, 15

1

Taiiniiig. Dorollici, 155

late (iailerv. l.<indoii, Diicliamp*

Helriis|MTlive Exhibition. 170

Taylor, Joshiiu C., 12

Ten //mr (Mel/ingrr), 2'>''i x 27'*. oil

on wood, 21

Terrace Pla/a Hotel, (iincinnali.

Minis mural, /.(.">

Theater. "llap(Miiiiigs." 158. /6 J, IW
Tbirion. \ndr«'\ / 10

"This IS Tomorrow." i-xhibitinii. Lon-

don. 170

W/. Picabia's periodical. .59, Ml, 133;

\Uinn Li.vi illustration, 61

"Three Pieces in the Form of a Pear"

(Satie),32

Three Standanl Stoppages, .3.5. See also

Sliiniliiril SutfifHifies

Tilleil Tiehl. //ic(Miro). I.3f)-I31

Tinguelv. Jean. \H): llnmnfie lo \eu

)ork. 101. I/).',

To lie ljM>keilnl with (he Eve, Close

to. for llmosi on Hour. 90

Torrey. F. C, 34

"Tower series" (dc Chirico), 99

Irofi. or Trehiirhet. 38

Trareler's hohiinf- Item. 38

Trof)h\ II (loriiniond Muriel l)u-

rhiinifi) (Kauschcnbcrg),90 x 1 18,

combine, / 70

Tu m', 27% X I0'2V, assemblage. 7f>.

77-78

Tho Children are Threnleneil hy a

Mf:hlinpnle {V.rnsl). 18 x 13, oil on

wood with WDod conslruclion. 102,

117

Twelve-lone technicpie, in music. 8

2^)1. magazine (Stieglilz). 37. Tifi. .59

Typography : of Dada magazines. .5ft.

.59; visual, in Apollinaire's poem "II

PIcut." W
Tzara. Tristan. 69; Breton's quarrel

with. 62-6.3. 96; Dnda. periodical. TiH:

Im Deuxieme neenture eelesle (ie I/.

4a. /' Inlipyrine. 61 ; on Picabia. 59:

role and activities in Dada move-

ment. 55, 57, 60-61, 62, 63, 65: hi

Premiere aventure eeleste de M.

inlipyrine. 57

u,

T1 a(. aeuber-Arp, Sophie, 58, 104:

h'.lenienlan Forms. 71

TanEuy,Yves, 107, 110. 1.53. L55:

' Im Roi (Jarry). 5 x 3. woodcut. .<_'

"I lira Furniture" (Seligmann). /56

/ n Cadaire. pamphlet. 107

I nChien Indaloii. III. 125

Unconscious: de Chirico and, 99;

freeing of. and Abstract Expres-

sionism, 172; Surrealism and. 96.

108. 123

LNESCO headquarters. Pans. Miros

ceramic "walls," 1,35

/ ntitled Paintinf; (Johns), 7.5*4 x

193'';. oil and assemblage on canvas.

ValeMlin. AIIhtI. 110

( olori Pl/itltii. art journal. 100

Van (>ogh. V iiirrnl. 1.30

VureM', hiilgiird. 37

V uurely, V iclor de, Kalola. I 77

Venice Birnnalr. 165. UiK

Verrneer. Jan, 124; The hirrmnkrr.

112

I eriiinle llnrs de l' llorizjmlnir (CaL

der). heigbl 67. mobile. 171

I ery Harr Piiliire iifMin the hirlh

(Picabia), \\\ X 3 1, gill and iiUrr

puirit and woiMJen collage on card-

board, 72

I iru. Duchamp iftsue, 1.57

I illon en I ram dr Crni-rr, 7S \ I2'4,

charcoal drawing. / (

Villon, Jacques (Marcel Duchamp's

brother (;aston), 10. I L 13, 15. 16.

2 1 , 36; Little Ctrl at the Puinn. 2<):

Marcel Duchamp'ii sketch of, l.'i

I lolon d'Infires (Man Rav), 16 x 20.

altered photograph, ///

Viol. Jacques. 132

I irpin. study for. L5*i x W\, water-

color and (tencil on paper. 29-.30. H t

I isiim Prorokiil hy the \orlurnal

Is/HTts of the Porte St. hems

(Ernsi). 103

I of;ue. magazine. 1 .57

Vorticism. 29

1) / . Surrealist periodical, 157

w.,'alpole. Horace. 96

Vlarhol. Andy. 169; (Mmphell Soup

C/in. IW: Decemlier Shoe. IW:

Marilyn. Ifil

W aler wheel, in hirpe Class. 89

Wells. H.G.. 103

W hy \ot Sneeze/. 79. St). 1 5

1

W illiam Tell legend. Dali's variations

on. 127

H inped Head altoie the U aters (Re-

don). I8'<x 1 4S. charcoal on paper.

//_'

II ith Hidden Now. .38

W oman with Mustard Pot ( Picasxi).

28\ X 2.5x oil on canvas. /9

W ood reliefs (.Arp). 58

World War I. .36. .55

1 ale I niversitv Art Gallery, exhibi-

tion of three Duchamp brothers. 157

) oiinp Man and Cirl in Spnnp. .35

) ounp People Tramplinp Their Wo*A-

er (Ernst), 103

) ntnneand Mapdeletne Tom in Tat-

ters. 23% x 28*«, oil on canvas. 14. 2t

^avas. Marius de. .37

Zurich. Dada movement in. 39. 5.5-56,

66.67.68-69
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The text for this hook was pholocomposed in Hodoni Book, a typeface mimed for its Italian

ilrsifiner, (iiamlmtlista Hodoni (ITtO-IHI.'i). One of the earliest modern typefaces. Hodoni

Hook differs from more evenly weighted oUl-slyle characters in the greater contrast between

thick and thin parts of letters. The Hodoni character is vertical with a thin, straight serif.

xz

I'KIN I I I) l\ USA.
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