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Mr. Kyneston MeShine
Department of Painting
and Sculpture

The Museun of Modern Art
New York

fax 001.212.7089884

Dear Xynaston,

I am in receipt of a letter coming fron a cclleague of yours
- ¥rs. Tone - avbout the photos of Duchemp's bdites at Pelozzo
Grassi.

As you con see from the enclosed letters signed by my director,
Mr, Bonagura, we sent you copies of the colour photos already
last April by DHL ccurier,

please check where they are as we do not have other ones left
and we should ask for more, in cese you do not find them.

By separate matl, I'll send ycu the list of Italian movies
dealing with Venice a® you asked me.

Wwith much love,

@ o

Clarenza Catullo:
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PALAZZO GRASSI

i Direttore Ativits Operative

Mr. Kynaston_Mc Shine
Senior Curator

Department Painting and Sculpture
The Museum of Modern Art

11 West 53 Street

New York, NY 10019 USA

venice, 10th April 1997
Prot.ar.0420/D0/cc

Dear Mr. Mc Shine,

i xhibition devoted
i our enquiry about our € o
f°11;::2:1 yDuchamp, please find herewith en:;.:s:boite“
tm’mm of the photos taken in the room where
pri
were exhibited.

h enc osad
onc B lease find here it
Con ernin the lenda!‘s, P rew L
1 o a liﬁt Df the 8dd1 esses thlt we found 1“ our ei]es.
als

P ch-
I hope hhis mterlﬂl Will be Of guod use to yout resear

Ll
Best regards,

alazzo Grasi jpa
&nhmkﬁm
30124 Venatis
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The Museum of Modern Art

September 9, 1997

Clarenza Catullo

Palazzo Grassi

San Samuele 3231

Venice, Italy

Dear Clarenza Catullo,

I am writing on behalf of Kynaston McShine to follow up on a letter sent to you in
February. In the letter, he inquired about installation views that you might have kept in
your archives of Marcel Duchamp's Boite en Valises, when they were on view at the
Palazzo Grassi on the occasion of the Duchamp retrospective.

Kynaston asked me to send you his love.

Thank you for your consideration of this request.

Sincerely,

Lilian Tone
Curatorial Assistant

ok 1 CH0R SARA bl 22 AL bl i b Bt AURGTIA
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FAX TRANSMISSION

Clarenza Catullo
Palazzo Grassi

San Samuele 3231
Venezia ITALIA
Fax: (041) 528.62.18

Kynaston McShine
Museum of Modern Art
New York

Fax: (212) 708.9884

February 18, 1997
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February 1 7 Kynasion McShine
ary 8; 199 Department of Painting
ond Sculpture
22.708-9640

Clarenza Catullo
Palazzo Grassi
San Samuele 3231
Venice, Italy

Dear Clarenza Catullo,

I am currently doing research for an exhibition which will primarily focus on the works
of artists who have treated the concept of the museum as subject matter. I would be
grateful if you would provide me with views of the installation of Marcel Duchamp’s
Boite en Valise on the occasion of your Duchamp retrospective in 1989. I would also
appreciate a list of those who lent their Boite en Valises to the exhibition.

I hope this request does not represent too much of an imposition. Thank you in advance
for your consideration. I look forward to seeing you at Biennale time if not before.

Sincerely,
5%

Kynaston McShine
Senior Curator

i WVest 53 Stiwet, MNew York, Pe Y 100195488 Tel, 122708
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MoMA PAINT ,&SCULPTURE 1D:212-708-9884 FEB 21'97

TRANSMIT CONFIRMATION REPORT
NO . 2007
EE e o s
TTER ' MoMAR PRINT.
DATE : FEB 21’ : FAXEB
DURATION ! 00'S1
MODE STD

PAGES 02
RESULT : 0K
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The Museum of Modern Art

June 4, 1999

Ronny and Jessy Van de Velde
ljzerenpoortkaai 3
2000 Antwerp Belgium

Dear Ronny and Jessy Van de Velde,

Now that our exhibition The Museum as Muse: Artists Reflect is about to close, we would like to
thank you for your great generosity in contributing to the realization of this important event.

You are probably aware of the wide success of this exhibition. Not only was it extremely well
received by the press, but it was also enjoyed by a large public and provoked an extraordinary
number of positive reactions from visitors. We were especially pleased to have had so many
artists involved in the realization of The Museum as Muse: Artists Reflect, notably those who
created new works for the exhibition. We feel confident that the exhibition enriched critical and
popular understanding of the complicated relationship that exists between artists and
museums. An exhibition of this scope and quality would not have been possible without your
cooperation.

On behalf of the Trustees and the staff of The Museum of Modern Art, may | express once
more our deepest gratitude for your support of this exciting project.

(évl.;d:\ T

Kynaston McShine
Senior Curator
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The Museum of Modern Art

Office of the Registrar

May 11, 1999

Mr. Ronny Van de Velde
Ljzerenpoortkaai, 3
2000 Antwerp Belgium

RE: MUSEUM AS MUSE: ARTISTS REFLECT

Dear Mr. Van de Velde

Museum as Muse will close at the Museum of Modern Art on June 1. | am writing to
you regarding our return shipping arrangements.

| would like your courier to arrive at the museum on Friday, June 4 at 10 AM to check
and pack your loans. We would plan to ship on Monday, June 7.

May we have permission to move your loans from the exhibition case to our secure
storage under the direction of our sculpture conservator on Wednesday, June 2?
However, we can leave the works in the case until your courier arrives if you prefer.

We will provide 5 days per diem and 4 nights at a hotel. | will be happy to make
reservations —please let me know if these arrangements are agreeable to you and the
name of the courier. | can be reached at Tel 212 708 9632 or Fax 212 333 1102
should you have any questions or concerns.

With thanks for your kind generosity,

Yours sincejely,
J/&) e

Terry Tegarden
Associate Registrar

11 West 53 Street, New York, New York 10019 Tel: 212-708-9634 Fax: 212-333-1102
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Duchamp created the rectified Readymade L.H.0.0.Q. by drawing a moustache, goatee and
bawdy pun on an ordinary reproduction of the Mona Lisa. The letters L-H-0O-0-Q, when
pronounced rapidly in French, fuse together to form the words “elle a chaud au cul” or “she’s
got a hot ass." He later made a second, larger version and, in 1965, created a related work
L.H.0.0.Q. Rasée (L.H.0.0.Q. shaved), an edition of about one hundred playing cards with an

unaltered reproduction of the Mona Lisa sans facial hair. These were used for invitations to the
preview of an exhibition at a New York art gallery.
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Jacqueline Matisse Munnier
1, rue René Lelebvre
77760 Villiers-sous-Grez

Villiers-sous-Grez

December 28, 1998

Tao: Lilian Tone

Curalorial Asslstant

The Museum of Modem Art
Fax N°: 212 708 vgs4
Pages: 4

Dear Lilian 1one,

Since you are reprodusing several works by Marcel Duchamp you don't have to indicate
the copyright after each reproduction but in the acknowlegemants please state:

All works by Marce| Duchamp @ Succession M Nuchamp 1998, ARS, New York,
ADAGP, Paris, .

I give you my pennission to reproduce the excerpt published in Pierre Cabanne,
Dialogues with Marcel Duchamp.

You will note that | have made earractions concerning the differont series of the Doite
en Valise. | would like this work treated as one art work rather than broken up into
Intentional individual series. Forcibly there were different series as Maicel could not
embark on all of them at the same time and he would add modifications as he went along
towards completing the 300.

If yoin have any questions pleacc don't hesitate to fax me. Uniil Saturday | will be at fax ma
33 1 04 93 76 07 14.

Sincerely,

;-: ,fu(j_; )41’!«:4»!—(‘
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LPiE2  BeBT-E1-£2

The Museum of Modern Art

Uepartment of Mainting
and Seuiptum
Decembar 23, 1938

Jacgueline Matisse Monniar

1 rve Rané Letobvre

77760 Villiers-sur-Groz FRANCE
Via Fax: 011-33-1-84 24 27 28

Daar Jacqueling Matage Monier,

As you know. the fully illustratad publication accompanying "Tho Musoum as Musa: Artists Retlect” will
rontain an introductory essay by the director of the exhibition, Kynaston McShine, followed by short entrias
on the works in the exhibition. A compilation ol artists’ writings and statamants on the topic of tha museum,
a general bibllography. and hingraphies and bibliographies an each participating artist will complets the
velume. This scholarly book will be published by The Musaum of Modern Art in a print run af around 7,000
copies, including both cloth and paper.

We thank you for granting us permigaion to publish Marcel Duchamp’s Boite-en-valige in connection with
the exhibition. Wa apclopize for bothering yni nnea mare, hut we would like o ask your permission to
raproduce several other works by Duchamp, which | hava listad an an attachment o this lattar. As was the
case in our previous request, we would like 1o have non-exclusive world-wide rights ta reptaducs these
works m all editions of our catalogue. We also request parmission to reproduce these warks tor the
educational and promotional purposes of the exhibition, including the Museum's Waebsite. We will, of

course, include with the reproductions tha copyright line you previcusly gave us: © Marce! Duchamp ARS
New York / ADAGP Parls 1998, uniess instructed otherwiss.

We also hope that you will agree that we reprint the attached excerpt published in Piarre Cahanm.
Dialogues with Marcel Duchamp (New York: The Viking Press, 1971) as pant of the compilation of artists’
writings and statements on museums. We request non-exclusive worldwide rights. jauhﬁm this excerpt in
all editions ol our catalogue. Guve r,u e Pr<".|..v-1§]i’\. - fo

Since our publishing deadiings are Lpon US, we are anxious 1o obtain your permigsion al your earliest
¢onveniance. If you are the copynght hoider, please indicate your agreement by signing and dating this
lattar and returning It 10 us. If you do ngt own the copynight 10 this text, we would be gratetul it you weuld
advise us of such. Thank you in advance for your consideration.

Binceraly.

Ml L4

Lilian Tone
Curatorial Assistant

ACCEPTED AND AGREED TO:

Signature: ’J—ALS# u@— M L(:S...b'lﬂrw-/m X1l QK "1 q ¥

11 Wissh 51 Stioet, Noww Yok, Minu Mok 10015 Bl 202 08-985 0 Fax, 21 1. 7089894
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Liet of Warks by Marcel Duchamp for The Museum of Modern Art's exhitition Museurm as
Muse: Artists Reflect

Marcel Ducharnp
de cu Du [

Box contxmg miniature replicas and color reproductions of works by Duchamp (B8 items)
153/8 % 13 3/4 x 3 1/8" (39 x 35 x 8 em)

“Boite" serins B, pruduction ol suries begun In Paris, 1841, and continued In New York, 1942-54;
I SEEAINETT et el s reii Y a g STl a e an s e e

Ronny Van do Velde, Antwarp, Belgium

Marcel Duchamp

de ou

par Marcel Duchamp ou Rrose Selavy
Box coverad in naturel linen and lined with gray-blue Ingrea paper containing miniature replicas
and color reproductions of works by Duchamp (64 items)
159/4 x 15 x 3 1/2° (40 x 38 1 b em)
seren C; Parls; 1950, aeemERIKFOy R heBdanentony” .
Ranny Van do Velde, Antwerp, Belgium

Maresl Duchamp

Box covared in light graen linan and hnu! in light green Ingras paper containing miniatura
raplicas and color reproductions of works by Duchamp (88 items)

15314 x 1543 1/2" (40x 38 x O cm)

“Baite” 90108 U, Parie; 964 yeammnbled-yvmmmetinehiatisse-

Honny Van de Velde, Antwerp. Beigium

Marcal Duchamp =

gummummwmmmmm lignt green Inares paper containing

miniature replicas and color reproductions of works by Duehamp (68 tems)
153/4 x 16 x 3 1/2" (40 x 38 x 9 cm)

“Bolte” sarias E, Paris 1963; assamisindmy-tregeatimehixtiess
Ronny Van de Velde, Antwerp, Balgiurn

Marcel Duchamp

de ou par Margel Duchamp ou Aroge Sélavy

Box covered in rad leather and lined in red linen containing miniature replicas and color
reproductions of works by Ouchamp (80 items)

18 5/16 x 16§ 216 x 3 7/8" (41.6 x 38.5 x 0.0 om)

“Buile” series F, Pariy, 1866,

The Museum of Medern Art, New York

Gift of the artist

Margel Duchamp

dé ou par Marcel Duchamp ou Frose Sgiavy

Box covered in green leather and lined in green linan containing miniature roplicas and color
reproductions of works by Duchamp (80 ltems)

16 5/16 x 15 3/18 x 3 7/8" (41.5 x 38.5 x 0.0 em)

“Boite” surigs G, Parls, (968; azsemblet-byriaciUuime-atess
Ronny Van de Velda, Antwarp, Belgium

Cont'd..../
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Paga 2

Marcel Duchamp
LHO0Q 1919

Pholographic reproduction and pencli
734 x47/8 (19.6%122¢em)
Private callection

Marcsl Duchamp

Photesellage on colored lithograph\
The Museum of Modem Art. Gift of the artist

TOTAL PRGE(S? @1
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The Museum of Modern Art

November 25, 1898

Jacqueline Monnier ¥ynasden e Shine

1 rue René Lefebvra 1 3epsenn Trnne ot ook Fosteitorne g
77760 Villiers-aur-Grez aned Soultn:
France gl ¢ SR T

VIA FACSIMILE 01133164 24 27 36
Dear Jacqueline Monnier:

The Museum of Modern Art is organizing an exhibition, The Museum as Muse: Artists Reflect, that
will run from March to June 1998. The exhibition will focus on the varied ways in which artista have
dealt with the subject of museums in their work, either by confronting the concept and role of
museums, commenting on their nature, or drawing from methods specific to museum practice. The
accompanying catalogue will contain reproductions of the works in the exhibition, an essay by me,
catalogue entries by various authors, and excerpts from the writings and statements of various
artists.

We believe you may hold copyright on the following work by Marcel Duchamp, and we are writing to
request nonexclusive worldwide rights to reproduce the following work in all editions of the exhibition
catalogue:

Marcel Duchamp
Bolte-en-valise (de ou par Marcel Duchamp ou Rrose Sélavy) 1935-41 :
Leather valise containing miniature replicas, photographs, and color reproductions of works by

Duchamp, and one "original": (68 itens)

16 % 15 x 4" (41 x 38 x 10 cm) Tie Bede's Doainn o oﬂu.rLo.,-F>
IX/XX from deluxe edition

The Museum of Modern Art, New York. James Thrall Soby Fund

Wa also would like your authorization to reproduce the work for press and pub!id_ty purposes of the
exhibition, including the Museum's Website. This is a matter of some urgency, since we already have
members of the press interested in reproducing this work. We have transparencies of the work.

| would ask you to respond at your earliest convenience. In anticipation of your favorable reply to this
request, we have included a signature line below. We are sending two copies of this letter so that you
may retain one for your records. I you have any questions concerning the exhibition or catalogus,
please feel free to contact me.

Thank you in advance for your cooparation.

Sincerely yours, -
t&\m‘*—;x \:—(SL-:(

Kynaston McShine

Senior Curator _

.j_;. r_g.za/c—\ M o n 2 ? 4 =, qg
SiQI'IBd' Dated . =

@ M e etk _Duc)A.AM—TJ ARS N ‘fw&/ﬁﬂﬁ CP Prvs 1998

Requestad copyright line (if any)
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The Museum of Modern Art

yartment of Painting

and Sculpture

November 2, 1998

Ecke Bonk

the typosophic society
Primersdorf

A2095 Austria

Dear Ecke:

Thank you for contributing a text on Marcel Duchamp to our forthcoming exhibition
catalogue The Museum as Muse: Artists Reflect. All of the catalogue entries have now
been edited and adapted to fit the format of the plate section of the book. We are
returning a copy of your edited text for your review.

Certain changes to the written material were necessary to lend continuity to a
disparate body of information on approximately forty different artists. As a general
rule, our editor removed individual tities and epigraphs, and only kept footnotes
referring to direct quotations. Notes will appear at the end of the book, and are not
included herewith because they are still being edited. Due to space constraints, some
texts were shortened.

We hope you will agree to allow us to publish the text in its edited form and, in
anticipation of your favorable reply, have included a signature line below. We request
non-exclusive worldwide rights to publish the text in all editions of our catalogue. To
indicate your agreement, please sign and return this letter,

We are grateful for your invaluable contribution to this publication, and we look forward
to hearing from you at your earliest convenience.

Sincerely,

e ,,<

62062 ‘Uu}'.r
Kynaston McShine the typosss
Senior Curator

i woTfor .".'
“H,L the few Corrzc“?‘?ﬁi’fz‘/cuﬁ) Juclueleo
; . e fuéf;'.lhraf *‘{')’\ *

Signatt,lrv.e:’a W"C,_LL\""\,/(\—’ Date:_Z! Wov I‘Tff

1T West 53 Street, New York, New York 10019 Tel 212 Fax: 212708-9884
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[Duchamp]

Capital M . . . is for Modern: Marcel Duchamp arrived in New York in January

1920, carrying in his luggage a small glass vial—approximately 125 cc Air de

Paris—as a present for art collectors Walter and Louise Arensberg, whom he

had not seen since his departure from New York for Argentina in 1918. In the

r’f?e?‘n{j '5/‘3) Pf"{ff)

early months of 1920, while his first optical machine Rotative plagues verre was

taking shape, Duchamp was involved in discussions with Katherine S. Dreier

and Man Ray about founding a new institution concerned with modern art. On

April 29th, with preliminary plans agreed upon, a certificate of incorporation was

signed by the founders: Marcel Duchamp, President, Katherine Dreier,

Treasurer, and Man Ray, Secretary. By New York statute the suffix “Inc.” was

added, thus providing a Dada flair to the venture, since S.A. (Société Anonyme)

in French business dealings is the English equivalent of Inc. and was chosen as

the name of the museum for its literal translation as an “anonymous society.” A

subtitle, “Museum of Modern Art,” was added by the founders, and on April 30th,

the Société Anonyme Inc. Museum of Modern Art opened with the First

Exhibition of Modern Art in a townhouse at 19 East Forty-seventh Street. Its

corporate logo was the symbol of a chess knight, adopting one of Duchamp’s

studies for a set of chess stamps.

Six years later, at The Brooklyn Museum, the Société Anonyme staged

the impressive International Exhibition of Modern Art, organized by Dreier with

significant support from Duchamp. Connecting the exhibition to the Armory

Show of 1913 by replicating its official title, Duchamp hinted at the source of his
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celebrity: his notorious painting Nu descendant un escalier (Nude Descending
a Staircase) of 1912, which was first shown at the Armory show in Manhattan. In
the Brooklyn exhibition Duchamp was represented by an even more
challenging work, the first public showing of the La mariée mise a nu par ces
célibataires méme (Large Glass) (The Bride Stripped Bare by Her Bachelors,
Even [Large Glass]) of 1920-23.

It was not until November 1929 that the “other” Museum of Modern Art
opened in New York, on the twelfth floor of the Heckscher Building at Fifth
Avenue and Fifty-seventh Street. By 1932 the Museum had moved to a
converted five-story townhouse belonging to the Rockefeller family, which
linked the presentation of modern art to a setting of domestic origin. It would be
another ten years before the absence of windows, high ceilings, and well-lit,
wide white walls became the standard museum environment for twentieth-
century art.

Duchamp’s representation in the Museum's early exhibitions was at best
sporadic. He was first shown with To Be Looked At (From the Other Side of the
Glass) with One Eye, Close To, for Almost an Hour, a 1918 study for the Large
Glass in Modern Works of Art in 1934-35; this was followed with five works,
among them Nu descendant un escalier, in the 1936 show Cubism and Abstract

Art. Then, in the Museum’s Fantastic Art, Dada, Surrealism of 1936-37,

Duchamp’s seminal role was acknowledged by eleven artworks in the two

rooms that opened the exhibition. By 1943 the Large Glass was transferred to

New York and included the following year in the Museum'’s fifteenth-anniversary
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exhibition, Art in Progress. It remained at the Museum on extended loan until
April 1946. By 1945 The Museum of Modern Art had acquired the painting La
Passage de la vierge & la mariée (The Passage from the Virgin to the Bride) of
1912, and in 1952, as an executor of Dreier’s estate, Duchamp added three
works from her collection: 3 Stoppages Etalon (1913—14), To Be Looked At
(From the Other Side of the Glass) with One Eye, Close To, for Almost an Hour,
and Fresh Widow (1920). Duchamp thus created the second largest public
representation of his work, after the holdings in Philadelphia.

Capital M . . . is for Monte Carlo: In 1924, Duchamp’s enthusiasm for
chess had led him to investigate another game in which the player is exposed
to institutionalized chance. While in Nice attending chess championships,
Duchamp relocated his ambulant research laboratory on game theory, chance,
and probability to Monte Carlo, where he began to work on a winning system.
He wrote to Francis Picabia: “With very little capital | have been trying out my
system for five days. Every day | have won steadily—small sums—in an hour or
two. I'm still putting the final touches to it and when | come back to Paris the
system will be perfect. | haven't stopped being a painter, I'm drawing on chance
now.” ' At the end of 1924'{-?”%":?'?:""31913/29% iizo)memade bond, the Obligations

de Roulette de Monte Car!g, for the commercial exploitation of roulette, offering

interested investors a share in his stake. But the fundraising scheme did not

prove sufficiently profitable and Duchamp's patience quickly evaporated: “The

system was too slow to have any practical value.” ? Ultimately, the scheme did

not fulfill its “obligations.”
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By late 1938, Duchamp while engaged in the elaborate production of his
new, as yet untitled, thesaurus of facsimiles, he placed an insert of the Monte
Carlo Bond in the magazine XXe 3{16\5;!9. An offprint was to be part of his
forthcoming edition of Boite-en-valise. When, in early 1939, The Museum of
Modern Art celebrated its tenth anniversary with the cpening of a new building,
Duchamp sent as a gift the preparatory study for this work. Duchamp's reflection
on chance and strategy, on the notion of art-as-stock/stock-as-art, thus became
his first work in the collection of The Museum of Modern Art—an institution
funded substantially from the stock-exchan‘gmoﬁts of a group of wealthy
trustees. Duchamp later mused on posterits}ﬁr;dition, and-his-gift-to-the-
Museum: “Artists of all times are like gamblers of Monte Carlo, and this blind

lottery allows some to succeed and ruins others. In my opinion, neither the

-
winners c; losers are worth worrying about. Everything happens through pure

luck. Posterity is a real bitch who cheats some, reinstates others (El Greco) and
reserves the right to change her mind every 50 years.” *

Capital M . . . is for Museum: Duchamp's efforts throughout the 1920s to
establish an influential institution concerned with collecting and presenting
modern art included avoiding normal art dealings of his own, such as gallery
transactions. By then he had seen to it that most of his oeuvre had gone directly
into the hands of two private collectors: Dreier and the Arensbergs. But
Duchamp was looking for an institutional context for his art. He accepted, and
even promoted, the museum as a natural haven of the arts, emphasizing the

undercurrent meaning of the Greek museion as the home and permanent
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address of the nine muses. A plan for the public placement of works by
Duchamp was initiated in the 1930s when Dreier contacted the architect and
sculptor Frederick Kiesler about a museum for her personal collection and that
of the Société Anonyme. Then, after tedious and strained negotiations with
several museums, the Arensbergs agreed to donate their collection to the

Philadelphia Museum of Art in December 1950. The public opening did not

occur until the summer of 1954, g&gr both the Arensbergs and Dreier had died. A~ by Hhei

To augment the museum presentation of his oeuvre and as an executor of
Dreier’s estate, Duchamp gave the Large Glass to Philadelphia in 1952. With
the opening of the Arensberg Collection the majority of his works of art were
installed on permanent view in a museum, an accomplishment unlike that of
any other living artist. In 1955, in an interview with James Johnson Sweeney,
Duchamp stated: “I never had such a feeling of complete satisfaction. Exhibiting
one thing here and another there feels like amputating a finger or a leg each
time.” *

Duchamp explored the concept of a body of work by metaphorical logic.
The strategic input is flawless and the projected maneuvers precise in their
choreography through the time-space continuum of twentieth-century art: the
concentration of the originals in one or two collections and their subsequent
transfer into the care of a museum. And while his “operation museum" was still
in progress, Duchamp counterbalanced his efforts by producing a multiplied set

of miniaturized replicas housed in a portable and convertible space. He had

devised a backup of his system software.




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 1828.256

Capital M . . . is for Miniature Monograph: Beginning with the
re/production of La bagarre d’Austerlitz in 1936 and ending with the title and
graphic concept used for the subscription bulletin for the edition in late 1940,
the intended miniature monograph—comprising sixty-nine items—was realized.
Sources tapped for the album project included photographers, several
printshops, typesetters, paper merchants, two or three pochoir studios, dye-cut
specialists, bookbinders for the standardized cardboard parts and assorted
binding materials, carpenters for the framing parts, glassblowers, vitreous china
craftsmen, and ceramicists—not to mention oilcloth suppliers and suitcase-
makers for locks and leather.

Sixty-nine reproductions, their labels, black paper folders, customized
and mitered cardboard strips for the mock-framing of several reproductions of
paintings, specially designed wood frames for the replicas of the Large Glass
and 9 moules malic, wood sliding elements, different metal items necessary for
the final assembly, small screws, and metal rods (together more than 180
individual pieces) belonged to a single Boite. Each had to be decided on,
designed, ordered, and manufactured in advance. The assemblage of a single
Boite could easily take ten days or more and certainly involved boring, repetitive
work. Between January 1941 and summer 1942, only four or five copies of the
new edition were ready.

Finally, on the top of the finished container, four mitered pieces of wood

(ready-made parts from the electric hardware store) form an upper-case M—

capital M for Marcel. The title itself is printed between the V-shaped element of
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this letter: “de ou par MARCEL DUCHAMP ou RROSE SELAVY.”

In September 1942 Time magazine wrote under the heading “Artist
Descending to America™: “Here he is working on his ‘Monograph.’ It consists of
a collection, in cardboard boxes, of reproductions of his work since 1910.
Eventually he intends to bind the boxes in beautiful leather cases.” ° By the end
of the year, Duchamp had negotiated a reduced price of $175 for The Museum
of Modern Art to acquire from Peggy Guggenheim’s Art of This Century gallery a
deluxe copy of his “monograph.” Signed and dedicated January 1943, the
Boite-en-valise no. IX/XX entered the Museum'’s permanent collection. Parallel
1o this effort, Duchamp was instrumental in securing the extended loan of the
Large Glass for the Museum. Appropriately, the original artwork included in the
Museum’s Bojte-en-valise is a miniature study of the upper half of the Large
Glass, the domain of the Bride (1938). Thus, Duchamp first tested his concept of
having an object present in one institution in two formats: the Large Glass full-
scale and en miniature. mmﬁuchamn_salq‘ “Everything important | have
done, can be put in a small suitcase.” ®

Capital M . . . is for Money: In 1919, Duchamp paid his dentist Dr. Daniel

Tzanck with a hand-drawn check, “all by myself—on no bank at all,” made out

—
delete !

for $115.7 Jn

5
Readymade: a glass-urine-bottle-with-a-$1-noteinside. In 1923, he modified a
mock poster: Wanted/$2000 Reward; and in 1924, thirty Monte Carlo Bonds

were issued at 500 francs each. The Tzanck Check, the Wanted/$2000 Reward

poster, and the Monte Carlo Bond were all re-produced for the Boite-en-valise,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 1828.256

16

placed in one of the black folders together with a full-size replica of L.H.0.0.Q.
of 1919. The placement at first seems odd in combination with the featured

monetary transactions; but in 1965 Duchamp drew another check: “Pay to the

order of Philip Bruno, unlimited $, on the Banque Mona Lisa.” T{?us‘,ﬁersona! I
-

value systems provide multiple exchange rates.

Within the framework of Duchamp's financial operations one reference to
money and currency passed unnoticed: the Louis Vuitton Company, a purveyor
of travel gear, also supplied money bags: porte-monnaies of all kinds and
currencies. Their porte-monnaie production included, for exclusive gamblers, a
small, well-proportioned, polished pigskin suitcase with visible stitching and a
rounded handle. The relation between the possible amount of money and the
standard size of the largest values made it necessary to supply the gambler with
a container both spacious and unobtrusively elegant.

Although not relevant for his particular gambling system, Duchamp
encountered these elegant transport cases at the Monte Carlo casinos frere- H')’
themorcg, and in 1940 he adapted the Readymade porte-monnaie as a model
for his own purposes. Certainly not lost on Duchamp was the fact that the
French word for purse—porte-monnaie—had a common denominator with
certain of his Readymades of 1914—17: the Porte-bouteilles, the Porte-
chapeau, the Portemanteau, and the previously unrecorded Porte-serviettes.
Duchamp's art purse relates to his statement on posterity—the roulette of fame.
The special Porte-monnaie des beaux-arts served as his personal instrument of

transfer and transport of embossed or imprinted objects of value. For an artist
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who relied on the concept of hazard en conserve (canned chance), this

Readymade valise—designed for big losses as well as big wins—served as the

y

proper container for his own personal monograph. By no chance fef-coursy, the

same initials linked Porte-Monnaie and Portable Museum.

Ecke Bonk
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Erickson, Kristen

From: Rosenstock, Laura

Sent: Monday, February 22, 1999 2:22 PM
To: ‘bonk@wvnet.at'

Cc: Erickson, Kristen

Subject: Duchamp: to be looked at

Dear Ecke Bonk;

Kristen Erickson has forwarded your inquiry about the diameter of the lens of the Duchamp. It was too difficult to measure
it exactly because of the glass, however it is between 1 3/8 and 1 1/2". | hope this is helpful.

Sincerely,

Laura Rosenstock
Assistant Curator




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 1828.256

The Museum of Modern Art

February 16, 1999

Private Collection, Paris
Dear Sir or Madam:

We are currently developing promotional items for the exhibition Museum as Muse: Artists
Reflect. We have selected Duchamp's LHOOQ as the primary image we will use to publicize
the exhibition.

We wish to request your permission to use LHOOQ as per the enclosed designs. The layouts
include a sample advertisement, banner, and postcard (for a free, promotional card, as
opposed to cards for sale in the bookstore).

Please feel free to respond by phone, fax, or email using the numbers on my business card.
Thank you for your timely attention to this request.

Yours sincerely,

Lol oot

Elisa M. Behnk
Director of Marketing

cc: Kynaston McShine
Stephen Clark

11 West 53 Street, New York, New York 10019 Tel: 212-708-9400 Fax; 212-708-9889
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The Museum of Modern Art

February 16, 1999
Jacqueline Matisse Monnier
1 rue Rene Lefebvre

77760 Villiers-sur-Grez
France

Dear Ms. Monnier:

We are currently developing promotional items for the exhibition Museum as Muse: Artists Reflect.
We have selected Duchamp's LHOOQ as one of the images we will use to publicize the exhibition.

We wish to request your permission to use LHOOQ, for which | understand you hold the copyright,
as per the enclosed designs. The layouts include a sample advertisement, banner, and postcard
(for a free, promotional card, as opposed to cards for sale in the bookstore).

Please feel free to respond by phone, fax, or email using the numbers on my business card. Thank
you for your timely attention to this request.

Yours sincerely,

Gl Lol

Elisa M. Behnk
Director of Marketing

cc: Kynaston McShine
Stephen Clark

11 West 53 Street, New York, New York 10019 Tel: 212-708-9400 Fax 212-708-9889
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February 10, 1999

Jacqueline Matisse Monnier
1 rue Rene Lefebvre

77760 Villiers-sur-Grez
France

Dear Ms. Monnier;

We are currently developing promotional items for the exhibition Museum as Muse: Artists Reflect.

Woﬂ«ng—wﬁh'mmw w have selected Duchamp s LHOOQ as the primany-marketing
image 5 &w st

% L el v
We wish to request your permission to use LHOOQ, for which | understand you hold the copyright,

as per the enclosed designs. The layouts include a sample advertisement, banner, and postcard
(for a free, promotional card, as opposed to cards for sale in the bookstore).

Please feel free to respond by phone, fax, or email using the numbers on my business card. Thank
you for your timely attention to this request.

Yours sincerely,

Elisa M. Behnk
Director of Marketing

cG: Kynaston McShine
Stephen Clark
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A Note from the Director

As many of you may know, The Museum of Modern Art is
merging with P.S.1 Contemporary Art Center in the borough
of Queens. P.S.1, the largest noncollecting center for contem-
porary art in the world, is also among the liveliest organizations
devoted solely to contemporary art in this country. The merger
has a number of advantages for both institutions. For example,
P.S.1 will now have ready access to the Modern’s incomparable
collections, while MoMA will be able to expand and enhance its
contemporary art initiatives through engagement with P.S.1's
programming. Look for more information about this exciting
partnership in the next issue of MoMA.

Under the umbrella title MoMA 2000, we are in the process
of planning an ambitious cycle of exhibitions to mark the
millennium. Drawn from our own unparalleled permanent
collections, these exhibitions will explore modern and contem-
porary art in fresh and unexpected ways. The planning for these
exhibitions is also serving as a preliminary laboratory for the
reinstallation of our collections after the completion of the
building project.

Our Web site continues to grow in size and depth. One
of the most recent subsites to go online is devoted to Alfred
Hitcheock, a centenary celebration that opened at the Museum
in April. The Hitchcock subsite features a biographical profile,
a filmography, text from a lecture given at Columbia University
in 1939, an interview conducted by Peter Bogdanovich in 1963,
storyboards, and numerous stills from Hitchcock’s films.

It's a fine introduction to the master’s work; you'll find itat
Www.moma.org.

7

Glenn D, Lowry
Director
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CAPITAL IS FOR . . .

... MODERN: Marcel Duchamp artived in New York in January 1920, carry-
ing in his luggage a small glass vial—approximately 125 cc. Air de Paris—as a
present for art collectors Walter and Louise Arensberg, whom he had not seen
since his departure from New York for Argentina in 1918. In the early months
of 1920, while his first optical machine Rotary Glass Plates was taking shape,
Duchamp was involved in discussions with Katherine S. Dreier and Man Ray
about founding a new institution concerned with modern art. On April 29th,
with preliminary plans agreed upon, a certificate of incorporation was signed
by the founders: Marcel Duchamp, President, Katherine Dreier, Treasurer, and
Man Ray, Secretary. By New York statute the suffix “Inc.” was added, thus
providinga Dada flair to the venture, since S. A, (Société Anonyme) in French
business dealings is the equivalent of the English “Inc.” and was chosen as

the name of the museum for its literal translation as an “anonymous society.”
A subtitle, “Museum of Modern Art,” was added by the founders, and on

April 30th, the Société Anonyme Inc. Museum of Modern Art opened with the
First Exhibition of Modern Art in a townhouse at 19 East Forty-seventh Street. Its
corporate logo was the symbol of a chess knight, adopting one of Duchamp'’s
studies for a set of chess stamps.

Six years later, at The Brooklyn Museum, the Société Anonyme staged the
impressive International Exhibition of Modern Art, organized by Dreier with
signifieant support from Duchamp. Connecting the exhibition to the Armory
Show of 1913 by replicating its official title, Duchamp hinted at the source of
his celebrity: his notorious painting Nude Descending a Staircase of 1912, which
was first shown at the Armory show in Manhattan. In the Brooklyn exhibition
Duchamp was represented by an even more challenging work, the first public
showing of The Bride Stripped Bare by Her Bachelors, Even (Large Glass) of 1915-23-

Itwas not until November 1929 that the “other” Museum of Modern Art
opened in New York, on the twelfth floor of the Heckscher Building at Fifth
Avenue and Fifty-seventh Street. By 1 932 the Museum had moved to a converted
five-story townhouse belonging to the Rockefeller family, which linked the
Presentation of modern art to setting of domestic origin. It would be anothf:r
::""::? before the absence of windows, high ceilings, and well-lit, wide white

came the standard museum environment for twentieth-century art

Duchamp’s representation in the Museum’s early exhibitions was at best

sporadic. He was first shown with To Be Looked At (From the Other Side of the Glass)

Collection: Series.Folder:

MoMA Exhs. 1828.256

with One Eye, Close To, for Almost an Hour, a 1918 study for the Large Glass, in
Modern Works of Art in 1934-35; this was followed with five works, among
them Nude Descending a Staircase, in the 1936 show Cubism and Abstract Art. Then,
in the Museum’s Fantastic Art, Dada, Surrealism of 1936—37, Duchamp’s seminal
role was acknowledged by eleven artworks in the two rooms that opened the
exhibition. By 1943 the Large Glass was transferred to New York and included
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mm the Museum’s fifteenth-anniversary exhibition, Art in
W""w at the Museum on axtended.lozyn until April 1946. By 1045
mmfmem Art had acquired the painting The Passage from the
mwﬁnmd:@u and in 1952, as an executor of Dreier's estate, Duchamp
Mﬁmmfmm her collection: 3 Standard Stoppages (1913-14), To Be
Looked At (rom the Other Side of the Glass) with One Eye, Close To, for Almost an Hour,
mtlﬁ'dlwow (x920). Duchamp thus created the second largest public rep-
resentation of his work, after the holdings at the Philadelphia Museum of Art.

...1S FOR MONTE CARLO: In 1924, Duchamp’s enthusiasm for
chess led him to investigate a game in which the player is exposed to institu-
tionalized chance. While in Nice attending chess championships, Duchamp
relocated his ambulant research laboratory on game theory, chance, and prob-
ability to Monte Carlo, where he began to work on a winning system. He
.w.wsmcis_ﬁmhia: “With very little capital I have been trying out my sys-
tem for five days. Every day I have won steadily—small sums—in an hour or
wo. t‘msu'liputﬂng the final touches to it and when I come back to Paris the
sysﬁm will be perfect. I haven’t stopped being a painter, I'm drawing on
chance now." (Michel Sanouillet, Marchand du Sel, écrits de Marcel Duchamp
[Paris: Le Terrain Vague, 19581) At the end of 1924, Duchamp issued a home-
made bond, the Obligations de Roulette de Monte Carlo (Monte Carlo Bond), for the
commercial exploitation of roulette, offering interested investors a share in
his stake. But the fundraising scheme did not prove sufficiently profitable and
Duchamp’s patience quickly evaporated: “The system was too slow to have any
practical value” (ibid.). Ultimately, the scheme did not fulfill its “obligations.”

By late 1038, while engaged in the elaborate production of his new, as yet
untitled, anthology of facsimiles, Duchamp placed an insert of the Monte Carlo
Bond in the magazine XXe siécle. An offprint was to be part of his forthcoming
edition of Boite-en-valise. When, in early 1939, The Museum of Modern Art cel-
ebrated its tenth anniversary with the opening of a new building, Duchamp
sent as a gift the preparatory study for this work. Duchamp’s reflection on
chance and strategy, on the notion of art-as-stock/stock-as-art, thus hcc;in?e
his first work in the collection of The Museum of Modern Art—an institution
funded substantially from the stock-exchange profits of a group of wealtITy
frustees, Duchamp later mused on posterity and tradition: “Artists of all times
are like gamblers of Monte Carlo, and this blind lottery allows somie to suc-
ceed and ruins others. [n my opinion, neither the winners or losers are worth
Worrying about. Everything happens through pure luck. Posterity is a real
bitch who cheats some, reinstates others (El Greco) and reserves the right t0
change her mind every 5o years” (ibid.).

+++IS FOR MUSEUM; Duchamp'’s efforts throughout the 19295‘[0
establish an influential institution concerned with collecting and presenting
modem art included avoiding normal art dealings of his own, such as gallery
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transactions. By then he had seen to it that most of his
oeuvre had gone directly into the hands of two private
collectors: Dreier and the Arensbergs. But Duchamp was
looking for an institutional context for his art. He accept-
ed, and even promoted, the museum as a natural haven
of the arts, emphasizing the undercurrent meaning of the
Greek museion as the home and permanent address of the
nine Muses. A plan for the public placement of works by
Duchamp was initiated in the 1930s when Dreier contacted
the architect and sculptor Frederick Kiesler about a
museum for her personal collection and that of the
Société Anonyme. Then, after tedious and strained nego-
tiations with several museums, the Arensbergs agreed to
donate their collection to the Philadelphia Museum of Art
in December 1g50. The public opening did not occur
until the summer of 1954: by then both Arensbergs and
Dreier had died. To augment the museum presentation
of his oeuvre and as an executor of Dreier’s estate,
Duchamp gave the Large Glass to Philadelphia in 1952.
With the opening of the Arensberg Collection, the major-
ity of his works of art were installed on permanent view
in a museum, an accomplishment unlike that of any
other living artist. In 1955, in an interview with James
Johnson Sweeney, Duchamp stated: “I never had such
a feeling of complete satisfaction. Exhibiting one thing
here and another there feels like amputating a finger or
a leg each time” (Marcel Duchamp, interview with James
Johnson Sweeney, 1955).

Duchamp explored the concept of a body of work
by metaphorical logie, The strategic input is flawless and
the projected maneuvers precise in their choreography
through the time-space continuum of twentieth-century
art: the concentration of the originals in one or two col-
lections and their subsequent transfer into the care of a
museum. And while his “operation museum” was still in
progress, Duchamp counterbalanced his efforts by pro-
ducing a multiplied set of miniaturized replicas housed
in a portable and convertible space. He had devised a
backup of his system software,

-..1S FOR MINIATURE MONOGRAPH:
Beginning with the reproduction of La bagarre dAusterlitz
(The Brawl at Austerlitz) in 1936 and ending with the title
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t used for the subscription bulletin for the edition in late

miniature monograph—comprising sixty-nine items—was

pped for the album project included photographers, sever-

rs, paper merchants, two or three pochoir studios, dye-

kbinders for the standardized cardboard parts and assorted

parpenters for the framing parts, glassblowers, vitreous

d ceramicists—not to mention oilcloth suppliers and suit-

and leather.

oductions, their labels, black paper folders, customized

d strips for the mock-framing of several reproductions

ly designed wood frames for the replicas of the Large Glass
ds, wood sliding elements, different metal items necessary

mbly, small screws, and metal rods (together more than 180

‘ plonged to a single Boite. Each had to be decided on,

d manufactured in advance. The assemblage of a single

I ly take ten days or more and certainly involved boring, repeti-

this letter: de oi par MARCEL DUCHAMP ou RROSE SELAVY.
~ InSe 1042, Time magazine wrote under the heading “Artist

ction, in cardboard boxes, of reproductions of his work since 1910.
jally he intends to bind the boxes in beautiful leather cases” (“Artist
escending to America,” Time 60, no. 10 [September 7, 1942}, p- 102). By the
end of ﬁr’,"DiIEhamp had negotiated a reduced price of $175 for The
Museum of Modern Art to acquire from Peggy Guggenheim’s Art of This
Century gallery a deluxe copy of his “Monograph.” Signed and dedicated
January 1943, the Boite-en-valise no. IX/XX entered the Museum’s permanent col-
lection. Parallel to this effort, Duchamp was instrumental in securing the
extended loan of the Large Glass for the Museum. Appropriately, the original
artwork included in the Museum’s Boite-en-valise is a miniature study of the
jnmw&.m*hiﬂf Glass, the domain of the Bride (1938). Thus, Duchamp
first tested his concept of having an object present in one institution in tWo
formats: the Large Glass full-scale and en miniature: “Everything important I
hiave done, can be put in a small suitcase” (Winthrop Sergeant, “One Man
Show ina Suitcase,? Life (April 1952]). .
+++1S FOR MONEY: In 1919, Duchamp paid his dentist Dr. Daniel

Tzanck with a hand- drawn check, “all by myself—on no bank at all,” made

out for §115 (Duchamp, ck

interview with Sweeney). In 1923, he modified 2 M°
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poster: Wanted($ 2000 Reward; and in 1924, thirty Monte Carlo Bonds were issued
at 500 francs each. The Tzanck Check, the Wanted/$2000 Reward poster, and the
Monte Carlo Bond were all reproduced for the Boite-en-valise, placed in one of the
black folders together with a full-size replica of L.H.0.0.Q. of 1g91g. The place-
ment at first seems odd in combination with the featured monetary transac-
tions; but in 1965 Duchamp drew another check: “Pay to the order of Philip
Bruno, unlimited $, on the Banque Mona Lisa.” Personal value systems pro-
vide multiple exchange rates.

Within the framework of Duchamp’s financial operations one reference
to money and currency passed unnoticed: the Louis Vuitton Company, a pur-
veyor of travel gear, also supplied money bags: porte-monnaies of all kinds and
currencies. Its porte-monnaie production included, for exclusive gamblers, a
small, well-proportioned, polished pigskin suitcase with visible stitching and
a rounded handle. The relation between the possible amount of money and
the standard size of the largest values made it necessary to supply the gambler
with a container both spacious and unobtrusively elegant.

Although not relevant for his particular gambling system, Duchamp
encountered these elegant transport cases at the Monte Carlo casinos, and in
1940 he adapted the Readymade porte-monnaie as a model for his own purpos-
es. Certainly not lost on Duchamp was the fact that the French word for
purse—porte-monnaie—had a common denominator with certain of his
Readymades of 1914-17: the Porte-bouteilles, the Porte-chapeau, the Portemanteau,
and the previously unrecorded Porte-serviettes. Duchamp’s art purse relates to
his statement on posterity—the roulette of fame. The special Porte-monnaie des
beaux-arts served as his personal instrument of transfer and transport of
embossed or imprinted objects of value. For an artist who relied on the con-
cept of hasard en conserve (canned chance), this Readymade valise—designed
for big losses as well as big wins—served as the proper container for his own
personal monograph. Not by chance, of course, the same initials linked Porte-
Monnaie and Portable Museum.

Ecke Bonk is Typosoph and founding member of The Typosophic Society.

The Museum as Muse: Artists Reflect, on view through June 1, was organized by Kynaston
McShine, Senior Curator, Department of Painting and Sculpture.

The exhibition is made possible by the Contemporary Exhibition Fund of The Museum of Modern Art,
established with gifts fram Lily Auchincloss, Agnes Gund and Daniel Shapiro, and Jo Carole and Ronald S.
Lauder. The artists’ commissions are made possible by The Bohen Foundation. Additianal support is
provided by The International Council of The Museum of Modern Art, The accompanying publication is
supported by The Andy Warhol Foundation for the Visual Arts. The accompanying Web site and online
artists’ projects are made possible by The Contemporary Arts Council and The Junior Associates of The
Museum of Modern Art.
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The video and sound installation Floodsongs is the first installation at The
Museum of Modern Art by Mary Lucier, a pioneer of video installation and
one of its foremost practitioners. Lucier has worked with video since 1973.
Her work is marked by an unflinching exploration of nature as a metaphor for
the human spirit and draws parallels between landscape and the human body.

Floodsongs is based on the stories of residents of North Dakota who experi-
enced a disastrous flood in early 1997. Heavy winter blizzards caused the Red
River of the North to flood from Fargo, North Dakota, to Winnipeg, Canada.
In Grand Forks and East Grand Forks, North Dakota, the waters overwhelmed
fifty-four-foot dikes to sweep through the towns; simultaneously, fire broke
out in downtown Grand Forks and destroyed eleven buildings. The flood,
which occurred exactly one hundred years after a similar disaster in the area,
destroyed homes and left a swath of toxic mud and waste in its wake.

Lucier’s installation treats both the violence of this cataclysmic event and
the nature of the human response to it. Near the entrance of the gallery hangs
a cluster of domestic artifacts salvaged from the flood—a chair. 2 stool. a
lamp—while a large video projection of mud-caked, dank, abandoned homes
looms at the other end. The projected images are in constant motion, slowed
down or accelerated to emulate the unpredictable floodwaters and to evoke
the emotional agitation they wrought. Video portraits of seven survivors of the
flood flank the gallery space. As their voices swell and ebb, brief phrases come
to the fore. The combination of these individual stories creates a musical tex-

ture—an oratorio of speaking voices accented by electronic processing.

The objects, sounds, and video
images in Floodsongs are unified by
a sense that nothing seems to exist
in real time; every aspect of the
work is suffused with a quality of
submersion, The hanging furniture
throws elongated shadows on the
walls. The projected video images
flow languidly or race by, in a
continuous loop. In the portraits,
facial expressions are sometimes
slowed down and speech is inter-
spersed with silence.

Lucier interviewed the uprooted

survivors a year after the disaster,

when the ravages were still fresh in their minds and manifest in the
contaminated homes and personal objects they were forced to leave behind.
She shot the interviews in a cavernous dance hall marked by the stains of
water damage. For many of those interviewed, the dark space released
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memories of loved ones and painful feelings of loss, unease, and isolation_

A young girl says, “I felt sad and I kind of lost hope,” and reveals that she has
not made new friends since the flood. A woman displays her m other's tattered
wedding veil—and then recalls caring for her as she died of cancer. The echo
of their words recorded in the reverberant hall and electronic processing
introduced by Lucier and composer Earl Howard layer and transform the

individual voices.

In the neighborhoods of Grand Forks depicted in the large projected
image, effigies hang in windows and trees, sodden stuffed animals inhabir
the yards, and old Christmas decorations adorn the abandoned houses.
Graffit proclaiming “There’s no place like home” is written across one
facade, the sentence punctuated with a downcast cartoon face. Basements
and attics, repositories of the subconscious, have spewed out physical objects
and buried histories. Starting from a singular contempora ry event, Floodsongs
evokes the universality of natural disasters th roughout time and strikes
haunting balance between loss and renewal.

Sally Berger 15 Assistant Curator, Department of Film and Video.

Mary Lucier: Floodsongs, on view through June 20, was organized by Barbara London
Curator, Department of Film and Video, and Sally Berger. Th

North Dakota Museum of Art, with funding from the John S. and Jame

Henry Luce Foundation, Inc., and Charlene and Shelly Scheldahl. T

anonymous donor and The Contemporary Arts Council of The Museum of
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Projects 68 presents the firg
screening of William
Kentridge's most recent ani-
mated film, Stereoscope, the
eighth in a decade-long series
featuring the same evolving
character, Soho Eckstein, A
possible surrogate for the
artist, Eckstein also suggests
the archetypal businessman,
for he can always be identified
by his pin-striped sui.
Kentridge's films owe
their distinctive appearance 1o
the artist’s homemade anin -
tion technique, which he calls “stone-age filmmaking.” The animated car-
toons of commercial studios use thousands of drawings, and therefore
demand carefully integrated teamwork and a preconceived program;
Kentridge, on the other hand, makes all of his charcoal “drawings for proje
tion" himself, and allows the film’s narrative to suggest itself out of his co:
stant revisions, additions, and erasures to these images. Materializing and
transforming onscreen, Kentridge’s marks become an unfolding series of

events in the life of Soho Eckstein. Embedded in the story is an undercurren:

allusions to the contemporary historical moment in the artist’s native South
Aftica, and the result is an unequivocal sense of presentness, and an uncanny
sense of creation and reception happening at once.

The following note, written by Kentridge in December of 1998, some
three months before the completion of Stereoscope, provides a glimpse into
the artist’s process:

_ The drawing is about 85% done. The last crucial section to be finished. Drawing will b
finished early February, and editing and music by early March. We are on goad track.

The story

An empty telephone exchange. In a deserted city.

ECK_A Sfmwlfg black cat walks down an empty street. In his empty room SOHO
?htm Mes to make sense of a series of numbers (a code) on a sheet of paper.
¢ telephone exchange fills with aperators and the first calls are made—blue lines

ir:rfa:rrfng different buildings, different rooms. Inside the exchange a call is connected, the
Piie fne of contiection splits the space in two. A blotter, a telephone, a typewriter are all

"l stereoscopic images, Soho and his office are split. Every”

olis e
'PREINGD fwo almost ide

thing is doubled, with only slight differences of perspective betuween the tuwo images.

Atfirst the two Soho images are in perfect accord. Gradually they get out of sync.
The blue line dividing the two images is sometimes porous, sometimes impermeable.
Inside the workings of the exchange the black cat scrambles the wires, further disrupting
the connections. Soho's large, initially empty room is now doubled too. Inside the line is
the whaole city. Now heading towards chaos. Crowds on the march, a beating, a shooting.
People and bodies in the chaotic center between the two Sohos dissolve into code.

The cat, now disguised as a bomb, stokes the chaos.

The over-filling of his world swallows one Soho, the other Soho is dissolved into the
emptiness of his world. The cat’s final explosion blows the cables out of the exchange. A
neon sign, GIVE... FORGIVE... GIVE... FORGIVE... GIVE... FORGIVE...

[.am not trying fo give a detailed description of cities in chaos in the middle of 1008,
rather to use these references to the collapse of civil coherence as a way of describing the
kind of chaos Soho is in. A political economy of the self. Not as simple as a split between
the constious and the unconscious (although I suppose this does come in} but rather the
split between different selves we have. But of course this is what the film is if it achieves
final coherence.

Projects 68: William Kentridge, on view through June 8 in the Garden Hall Gallery on the ground floor,
was organized by Lilian Tone, Assistant Curator, Department of Painting and Seulpture.

The Projects series is sponsared by Peter Norton,
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Retirement Plan Assets

1 love modern art and have been a member of MoMA for many years, Recently
I decided ro include the Museum in my estate plans to help it remain the excjr-
ing and special place that1 have enjoyed so much. As you'll see, I'll be doing
this in a different yet really effective way, and I hope that my story will be help-
ful to others.

Like many of you, I have an IRA account with a considerable accumulation,
and I am still some years from being able to make withdrawals. I began to
wonder how these assets should be handled under my estate
plan, and began asking my advisors some questions. Surpri-
singly, I learned from my accountant that my heirs might only
receive 25% of what I have put aside in this account, while
the government could take the remaining 75%, because a non
charitable distribution of an IRA (or other “qualified retirem
plan”) is subject to income, estate, and other transfer taxes.
Since my husband and I were planning to make some charitab
bequests under our wills anyway, it became pretty clear that the:
heavily taxed IRA assets were an ideal property to give away.

I went ahead and requested the beneficiary designation
forms from my IRA manager, and made The Museum of Modern
Art the beneficiary. In this way, MoMA can use the entire accu-
mulation, free of income and estate taxes, for new initiatives in
the next century, and [ can provide for my heirs in other ways.

Since I knew MoMA was encouraging planned gifts, I let the Museum
know of my plans. I was immediately made a member of The Modern Circle,

a special recognition group for members who have included MoMA in their
estate plans. Since joining the society, I've had many exciting opportunities to
become more involved with the Museum, and am of course delighted that my
estate will help support its wonderful programs.

I met Emmett Watson, Director of Planned Giving, at a recent MOMA
breakfast with Glenn Lowry.

He and the planned giving st
glad to help yoy with this prc

| encourage you to get in touch with Emmett.
aff at MOMA are extremely helpful and will be

- 1
rcess and tell you more about The Modern Circle.

—Ruth Lipper

Emmett Watson tin be searked <o 1
an be reached at (21) 708-9404 or by e-mail: emmett_watson@moma-0td

Film and Video Programs
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A Reminder to Filmgoers
No one is admitted later than fifteen min-
utes after screening starts. Afternoon film
tickets are distributed at 10:30 a.m. and
evening tickets at 1.00 p.m. at the Lobby
Information Desk. Film tickets are good
only until screening time. Lateco
be admitted according to se
Once a film has been sold out, a limited
number of standby tickets are distributed
in The Roy and Niuta Titus Theater 1 Lobby
thirty minutes before the screening. A lim

availability.

ited number of film tickets are avail to
all members at the Lobby Information
Desk, beginning one week in advance of
ng, for a 50-cent service charge
ifrared listening system to assist
Individuals who are hard of hearing is pro-
vided free of charge for all film and lecture
programs. (A deposit is required ) The 5y5-
tem was made possible by a generous grant
from the General Electric Foundation.

The Museum's film and video pro-
grams are made possible by grants from
the Mew York State Council on the Arts,
the National Endowment for the Arts, and
The Contemporary Arts Council of The
Museumn of Modem Art. The piang in The
Roy and Niuta Titus Theater 115 prub'ldfd
by Baldwin Piano, New York, NY.

lat
t Film Is available for rental from the Circul

sceum
ing Film and Videa Library of the fusees

Hfred
Top: Suspicion, 1941, Directed by AlfT®

Hitchcock
Cover: Vertigo. 1957. Directed b
Hitcheock

y Alfred

Alfred Hitchcock
Through June 15

In interviews Alfred Hitchcock
spoke of his passion for “pure”
cinema in which movement and
image provide layers of meaning
at once obvious and subtle. Yet
the stylistic rigor that permitted no
wasted motion and no dead space
within a frame did not prevent him
from making some of the world's
most enjoyable films. Hitchcock
may be celebrated as a master of
suspense, but his mastery is far
more comprehensive; it is of story-
telling itself.

Sir Alfred Joseph Hitchcock
was born in Leytonstone, five
miles from the center of London,
on August 13, 1899, and it is on
the occasion of the centenary of
his birth that The Museum of
Modern Art has prepared this
complete retrospective of the
director’s feature films. The son
of greengrocers, Hitchcock was
educated in Jesuit schools and
trained as an engineer specializing
in mechanical drawings. He
became a technical clerk in a
telegraph company, and was
soon transferred to its advertising
department. In 1920 he shifted
from writing ad copy to writing
intertitles for motion pictures, and
over the next sixty years became
perhaps the world's most famous
filmmaker. Hitchcock was the
complete filmmaker, not only
directing his movies but sketching
out the shots before they were
photographed; working with the
cameramen, writers, editors, and
composers; casting; often produc-
ing; and even shaping the adver-
tising campaigns. He directed his
first film, The Pleasure Garden, in
1925, and married his assistant
director, Alma Reville, who would
continue to work with him on
screenplays. On the invitation of
David O. Selznick, Hitehcock

came to the United States in 1939  American nghts to most of these

to make Rebecca. He stayed and
became an American citizen in
1955. Four years after making

his fifty-third feature, Family Plot,
Hitchcock died in Los Angeles, on
April 29, 1980.

MoMA's relationship with
Hitcheock is a long one. In 1939
Iris Barry, the Museum's first film
curator, invited the newly arrived
Hitchcock to give a lecture on the
art of the cinema, and in 1963
Peter Bogdanovich prepared the
first complete Hitchcock retro-
spective in America, The Cinema
of Alfred Hitchcock

For this second complete film
retrospective the Museum has
prepared an exhibition, in The
Roy and Niuta Titus Theater 1
Lobby, Alfred Hitchcock: Behind
the Sithouette, MoMA has also
collaborated with Hitchcock
scholar Robert Kapsis in making
his comprehensive interactive
computer program on Hitchcock
available at public kiosks at the
Museum. Concurrently with
MoMA's film exhibition, the
Museum of Television and Radio,
25 West 52 Street, presents a
complete television retrospective,
including the twenty telefilms
directed by Hitchcock and rarely
seen interviews with the filmmaker.

Alfred Hitchcock, the film retrospective,
was organized by Laurence Kardish,
Curator, the Department of Film and
Video, The Museum of Modem Art, and
Alfred Hitchcock: Behind the Silhouette
the gallery exhibition, was organized by
Mary Corliss, Assistant Curator, Depart-
ment of Film and Video. The film retro-
spective ends June 15, and the gallery
exhibition closes August 17

The retrospective and exhibition are
made possible by Banana Republic

The Museum acknowledges the kind
support of the National Film and Television
Archive, London (Anne Fleming. Curator;
Bryony Dixon, Archival Bookings Officer/

Image interna
Internationa:

The Museum
tance of Pat Hitchcock O'C

appreciates the asus.

The retrospective and exhib
sented with the heip o
and Television Archives
Film and Video, Universal
Warner Bros./Tumer Entertammen

The Skin Game. 1931 Great 8
Directed by Alfrad Hitch
by Hitchcock and Alma Revil
the play by John Galsworthy.
raphy by John I. Cox and Charles
with Edmund Gwenn, John Longden
Frank Lawton, C. V. Fr

worthy's ¥
neighbors had been filmed as
1921, In Hitchcock
Gwenn, who played Homblower t
years earher, returns in the same role. A

valuable piece of land beco L 5
of a class battle. A wom,
ke b
and the new

Edmond

becomes the st

gen
April 30, 2:30; Sunday, May 2

Rich and Strange (In U 5. East of
Shanghai). 1932. Great Britain. Dir
by Alfred Hitchcock. Screenplay by
Valentine, Alma Reville, and Hit
based on the novel by Dale Collins. C
tography by Jack Cox and Charles Martin
With Henry Kendall, Joan Barry, Percy
Marmmont, Betty Amann, and Elsie Randolph
Hitchcock noted, *It wasn't a thaller. it
was just an adventure story. A young cox
ple (Barry and Kendall) take a trip
the world. | actually sent a crew around
the world to cover everything. There is an
amusing sequence at the end. The car
ship is wrecked. ... Then, after it's
they meet me in the lounge. This 5 my
most devastating appearance in a picture
They tell me their story and | say, ‘No. |
don’t think it will make a movie” And it
didn’t” 92 min. Friday, April 30, 6.00,
Sunday, May 2, 2230 T1

&

Number Seventeen. 1932 Great
Britain. Directed by Alfred Hitchcock
Screenplay by Alma Reville, Hitchcock
and Rodney Ackland, based on a play by
J. Jefferson Farjeon. Cinematography by
Jack Cox and Bryan Langiey With Leon
M. Lion, Anne Grey, John Stuart, Garry
Marsh, and Donald Calthrop. Hitchcock

BFI Films), for arranging the loans of
Hitcheock's pre-1939 British films, and

is grateful for the courtesy of the two
companies who, between them, own the

considered this assignment a disaster, a
cheap melodrama with only a chase at the
end to recommend it In fact, the chase
between a train and a bus is sustained and
brifliant, while the first half of the film is

19




Sacret Agent. 1936 Directed by Alfred Hitchcock
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The M

Sereenplay by Alma Reville and Guy

fluid and P to the
point of near abstraction, Many of Hitch-
cock’s favorite themes are here, including
false appearances and mistaken identities
63 min. Friday, April 30, 8:00, Manday,
May 3, 2:30. T1

Elstree Calling, 1930. Great Britain
Directed by Adrien Brune! in association
with Andre Cherlot, Paul Murray, and lack
Hulbert. Screenplay by Val Valentine
Cinematograpy by Claude Friesse-Greene,
With Wil Fyffe, Tommy Handley, Lily
Morris, Jack Hulbert, and Gordon Harker.
Of his contribution to this 1930s musical
Hitchcock says it is “of no interest what-
soever” He may be right. British Interna-
tional Pictures wanted an English counter-
part o the self-celebrating American
studkos’ musical reviews like MGM's The
Hollywood Revue (1929) and Paramount's
Paramount on Parade (1930). A variety
film made at 8195 Elstree Studios and
supervised by Brunel, Hitcheock's film
Included popular film persanalities "com-
ng on o do their party pieces” music hall
sketches, and chorus gids. The compendium

Harker, tryy

g to fix his teleyisi
i e o elevision (193071

atch the acts th,

dudience spes Although ﬂ‘:tsclhe:;:ndes
last under ten minutes they were extised
completely from Heflo, Everybody, th
A0-minute American release versic;n 07

Ely min May 1
tree Qfﬂﬁg 86 mi Sn?wday, ¥
00, M:m:‘av, May 3, 6:00 Screened :

together wt > [

h Harmony Heaven). 17

w from Vienna (nus
ss‘mm..nso‘ Great Waltz) 1933, Great
rected by Alfred Hitcheock

20

Bolton, based on the play by Dr, A, M,
Willner, Heinz Reichert, and Ernst
Marischka. Cinematography by Glen
MecWilliams, With Jessie Matthews,
Esmond Knight, Frank Vosper, Edmund
Gwenn, and Fay Compton. A musical
comedy set in nineteenth-century Vienna
about Johann Strauss, Senior and Junior, a
countess who wants her poems set to
music, and the daughter of a pastry cook
whose bakery inspires “The Blue
Danube." Although in later interviews
Hitchcock uncategorically dismisses this
film, in 1934 he wrote that Waltzes from
Vienna “gave me many opportunities for
working out ideas in the relation of film
and music... Every cut in the film was
warked out on the script before shooting
began. But more than that, the musical
cuts were worked out too” The charming
film is made effervescent by the presence
of Matthews and Gwenn, 81 min. Satur-
day, May 1, 2:30; Friday, May 7, 2:30. T1

The Man Who Knew Too Much.

1934, Great Britain. Directed by Alfred
Hitchcock, Screenplay by A. R Rawlinson,
Edwin Greenwood, and Emlyn Williams
(additional dialogue), based on an original
subject by D, B, Wyndham-Lewis and
Charles Bennett, Cinematography by Curt
Courant. With Leslie Banks, Peter Lorre,
Edna Best, Nova Pilbeam, and Frank I
Vosper. In a lecture commissioned by
MoMA in 1939, Hitcheack said: “If you
£an summon up enough courage to select
Your background and your incidents, you
will find you really have something t;:
Work-out. In The Man Who Knew Too
Much, | said, 'l woulg like to do a film that
starts in the winter sporting season. |
would like to come to the East End of

London. | would like to Botoach

to a symphony concert at the Alb:rt :
Hall’" So he did, and it was the first o
British films that by 1939 made Hilchu v
one of the best known filmmakers miﬁd
world, 75 min Saturday, May T,I 5:00: i
Tuesday, May 4, 2:30. T1 i

Harmony Heaven. 1930, Great Britain
Directed by Thomas Bentley, Screenpla
by Arthur Wimperis, Randall Faye, and)‘
Frank Launder (additional dialogue). Cine.
matography by Theodore Sparkuhi With
Polly Ward, Stuart Hall, Trilby Clark, Jack
Raine, and Philip Hewland. This m.‘l;r be
the only film in the retrospective that does
not belong. Hitchcock's name appears
nowhere but there has been a persistent
idea that Hitchcock acted in some advi-
sory capacity to this early color film and
British musical. It was produced by British
International Pictures around the same
time the company was making Elstree
Calling, another musical on which Hitch-
cock certainly did work. A young song
writer neglects his girlfriend for a titled
lady. Preserved by the National Film and
Television Archives, London. 61 min. Sun-
day, May 2, 1:00; Monday, May 3, 6.00
(screened together with Elstree Calling). T1

The 39 Steps. 1935. Great Britain
Directed by Alfred Hitchcock. Screenplay
by Charles Bennett and lan Hay (dia-
logue), based on the novel by John
Buchan. Cinematography by Bemard
Knowles. With Robert Donat, Madeleine
Carroll, Lucie Mannheim, Godfrey Tearle,
and Peggy Ashcroft. Peter Bogdanovich
asked Hitchcock why he always has the
hero fleeing from both the police and the
criminals. He replied, "The audience must
be in tremendous sympathy with the man
on the run, But the basic reason is that the
audience will wonder, "Why doesn’t he go
to the police?” Well, the police aré AFI_!.'I'
him, so he can't go to them, can he? The
39 Steps is a classic chase film, a fast-
moving entertainment that leaps from
one incident to another; in many ways it .
anticipates North by Northwest John fRU;
sell Taylor in The Life and Times of Alfre ]
Hitcheock observes that the “MacGuffit
the irrelevant but necessary reason fof the
brouhaha, seemed “to have entered
Hitcheack's vocabulary with The jilu
Steps” 81 min. Tuesday, May % 6:00;
Thursday, May 6, 2:30. T1

Secret Agent. 1936 Great Brita/lt "
Directed by Alfred Hitcheock Sc:e:':EJ
by Charles Bennett, lan Hay fdlalc;g 2
and Jesse Lasky, Jr. (additional dial ugn
based on the play by c.;mpbeli [Jixc; yl
adapted from the novel Ashenden,
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WS t Maugham. Ci tograph
by Bernard Knowles. With Madeleine Car-
roll, John Glelgud, Peter Lorre, Robert
Young, and Percy Marmont. Already a
celebrated stage actor, Gielgud, despite
misgivings about acting in films, allowed
Hitchcock to woo him for the role of John
Brodie, a World War | secret agent, who
takes the alias Richard Ashenden and is
sent to Switzerland to kill a German spy.
Loosely based on Maugham's novel,
Secref Agent is replete with false and mis-
taken identities, fatal blunders, and exis-
tential crisis. In fact Hitchcock, who loved
the theater, appealed to Gielgud by sug-
gesting the actor do his part as a contem-
porary Hamlet, 2 man who has difficulty
making up his mind between duty and
maorality. 85 min. Thursday, May 6, 6:00;
Saturday, May 8, 1:00. T1

Sabotage (In U.5.: The Woman
Alone). 1936, Great Britain, Directed by
Alfred Hitchcock. Screenplay by Charles
Bennett, Alma Reville (adaptation), lan
Hay (dialogue) and Helen Simpson {addi-
tional dialogue), based on the novel The
Secrat Agent, by Joseph Conrad. Cine-
matography by Bernard Knowles, With
Sylvia Sydney, Oscar Homolka, Desmond
Tester, John Loder, and Joyce Barbour.
Although Sabotage is freely adapted from
Conrad's novel The Secret Agent, it should
not be confused either with Hitchcock's
previous film The Secret Agent nor his
later American work Sabateur. As a
vocation, the Verlocs (Homolka and
Sydney) run a small cinema, but as a
political avocation Mr. Verloc builds

bombs. Mrs. Verloc's young brother
carries a package across London; he
doesn't know what the audience does—
that it is timed to explode. He dawdles, he
boards a crowded bus... For this extended
sequence Hitchcock built London “in

a field.... True | still had my traffic and
pedestrians but | could control them. .~
76 min. Friday, May 7, 6:00; Sunday, May
9 5:00.T71

Young and Innocent (In U5 The Girl
Was Young). 1937, Great Britain
Directed by Alfred Hitchcock. Screenplay
by Charles Bennett, Edwin Greenwood,
Anthony Armstrong, and Gerald Savory
(dialogue), based on the novel A Shilling
for Candles, by Josephine Tey. Cine-
matography by Bernard Knowles. With
Derrick de Marney, Nova Pilbeam, Percy
Marmont, Edward Rigby, and Mary Clare
In his book on Hitchcock, John Russell
Taylor writes. “ Young and Inpocent is a
sheer delight, a perfect Hitchcockian
demonstration that less is more. The
featherweight plot...is a simple chase.. It
is perfectly crisp and clear and pure and to
the point..." The police believe Robert
(de Mamey) is a murderer. While pursued,
he gets help from the chief constable’s
daughter, and together they try to find
the killer. And in one of Hitchcock's most
memorable tracking shots—a bravura cin-
ematic moment—they do. 82 min. Friday,
May 7. 8:00; Sunday, May 9, 2:00. T1

The Lady Vanishes. 1938 Great Britain.
Directed by Alfred Hitchcock. Screenplay
by Sidney Gilliat and Frank Launder, based

on the novel The Wheel Spins, by Ethel
Lina White. Cinematography by Jack Cox
With Margaret Lockwood, Michael Red-
grave, Paul Lukas, Dame May Whitty, and
Google Withers. In late 1938 Hitchcock,
who had won the New York Film Critics”
Award for his direction of The Lady Van-
ishes, announced that this “will be the
last secret agent picture | shall make for a
very long time" The film, whose action
takes place on and around a train, was
one of Frangois Truffaut’s favorites. He
dmitted to seeing it soi twice in
one week since it was (and still is) often
shown in Paris. "Since | know it by heart
| tell myself each time that I'm going to
ignore the plot. to examine the train and
see if it's really moving, or to ook at the
transparencies, or to study the camera
movements inside the compartments
But each time | become so absorbed
98 min. Saturday, May 8. 3:00; Monday,
May 10, 6:00. T1

Jamaica Inn. 1939, Great Britain
Directed by Alfred Hitchcock. Screenplay
by Sidney Gilliat, Joan Harrison, and J. B
Priestiey (additional dialogue), based on
the novel by Daphne du Maurier. Cinema-
tography by Harry Stradling and Bamard
Knowles. With Maureen O'Hara, Charles
Laughton, Lesiie Banks, Robert Newton,
and Emlyn Williams. This is the last fiim
Hitchcock made in Britain, and he did it
while waiting to begin his contract with
David O. Sefznick in mid-1939. Like his
first American film, Rebecca, it was adapted
from a novel by du Maurier. This tale, set
off the wild Comish coast in the mid-1800s,
concerns “wreckers” who with false lights
entice ships to break onto rocks so that
their cargo becomes booty. Their head-
quarters is Jamaica Inn, and their ring-
leader is a shadowy figure whose identity
is supposed to be secret. The film was
produced by Charles Laughton who plays
the village parson; Hitchcock thought an
audience would immediately calculate
that you can't fit a big actor into a small
role. *You see, this was like doing a who-
done-it and making Charles Laughton the
butler” Approx. 108 min. Saturday, May
8. 5:45; Monday, May 10, 2:30. T1

Rebecca. 1940 USA Directed by

Alfred Hitchcock. Screenplay by Robert £
Sherwood, Joan Harrison, Philip

The Lacy Vansshes. 1938,
Directed by Alfred Hitcheock
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¢ Olivier,

Joan Fontaine, George Sanders, Judith
Anderson, and Gladys Cooper. In his first

Sciences for Best Picture Oscar, Rebecca
won, and Hitchcock immediately became
one of Hollywood's leading filmmakers.
Hiteheock did not consider Rebecca, a
Jush David ©. Selznick production, really
his, but thought it “a Bronté thing really,
a romantic Victorian novel in modern
dress” The film was a tremendous success

Rebecca 1940, Direcled by Alfred Hitcheock

with thie American public and critics alike.

Foreign Correspondent. 1940. USA.
Directed by Alfred Hitchcock. Screenplay

Edmund Gwenn. “When | am given a
locale—and this is very important in my
mind—it's got to be used, and used dra-
matically. We're in Holland. What have
they got in Holland? Windmills..." Hitch-
cock originally offered the title role to
Gary Cooper and felt he was tumed down

because Americans treat the

the role, and the location work was done
In Amsterdam. Getting there from London
during wartime was hazardous and the

Hitchcock, Selznick & the End of
Hollywood. 1999. Produced by Susan
Lacy for American Masters. Written and
directed by Michael Epstein, Cinematog-
raphy by Michael Chin. Edited by Bob
Eisenhardt. Music by Richard Einhomn
Narrated by Gene Hackman. A stering
and illuminating documentary that takes

cDonald and Michael P “thrillerg .

Ma ¥ JI;n:dm the novel 130 min. Tuesday, May 11, 230, Saturday,  pense” film as second-rate, while |nf5:lls off from John Russell Taylor's perceptive
Wd:.muf Cinematography  May 15, 3:30.T1 land *It's part of iterature” McCreq gof- observation that when Hitchcock’s con-
by

tract with David O. Selznick was fulfilled
in late 1947 it marked an “end of an era”
for Hitchcock, Selznick, and Hollywood

- Harrison, James first shipment of equi Selznick, the tycoon producer, could no

America, Hitchoock made two by Charles Bennett, Joan quipment was torpe. s ;

mﬂﬂeo«u and Foreign Comespondent, Hilton (dialogue), and Robert Benchley doed by the Germans. 119 min Tu‘;p:a longer maintain a studu_:, and Hitchcock,
th of which were nominated by The (dialogue). Cinematography by Rudolph May 11, 6:00; Saturday, May 15, 1:00 };, the director, “ever cautious,” would

pi demy of Motion Picture Arts and Maté. With Joel McCrea, Loraine Day, DL become his own producer. Epstein's film

i Herbert Marshall, George Sanders, and traces the personal lives of and the work-

ing relationship between the two film-
makers from Rebecca to The Paradine
Case. It places their conflicts, satisfactions,
accomplishments, and failures within the
context not only of the changing culture
of Hollywood but of American society
itself. 85 min. Thursday, May 13, 2:30;
Friday, May 14, 8:00. T1

Mr. and Mrs. Smith, 1241, USA,
Directed by Alfred Hitchcock. Screenplay

by Norman Krasna. Ci graphy by
Harry Stradling. With Carole Lombard,
Robert Montgomery, Gene Raymond,
Jack Carson, and Philip Menvale. In spite
of its stiletto edge this screwball comedy
is an atypical Hitchcock film. A Park
Avenue couple, prone to bickering, learn
that a legal technicality has voided their

The man (Montg: y) and
the woman (Lombard) try to redefine
their relationship before they become
man and wife. Hitchcock said he made
the film “as a gesture to Carole Lombard
The script was already written (by Nor-
man Krasna), and | just came in and did
it 95 min. Thursday, May 13, 6:00; Fri-
day, May 14, 2:30. T1

Suspicion. 1941, USA. Directed by
Alfred Hitchcock. Screenplay by Samson
Raphaelson, Joan Harrison, and Alma
Reville, based on the novel Before the
Fact, by Francis lles. Cinematography by
Harry Stradling, With Cary Grant, Joan
Fontaine, Sir Cedric Hardwicke, Nigel
Bruce, and Dame May Whitty, Fontaine
plays the loving wife of a man (Grant)
who she grows to suspect is a murderer
and whose next victim may be she.
Fontaine won an Academy Award for her
performance. Hitchcock thought Suspi-
cion to be the second English picture he
made in Hollywood because "the actors,
the atmosphere, and the navel on which
it's based were all British” 99 min. Friday,
May 14, 6:00; Monday, May 17, 2:30. T1

Shadow of a Doubt. 1943, USA,
Directed by Alfred Hitchcock. Screenplay
by Thornton Wilder, Alma Reville, and
Sally Benson, based on an original story

libound. 1945, Directed by Alfred Hitchoock

Collinge, and Henry Travers. Wilder
warked on the script—along with Hitch-
cock, Reville (his frequent collaborator),
and Benson—about an adoring miece
(Wright) who destroys her uncle (Cotton)
“She has to,” admits Hitchcock. “Wasn't
it Oscar Wilde who said “You destroy the
thing you love?" [This] was a most satisfy-
ing picture for me—one of my favorite
films—because for once there was time to
get characters into it" Shadow of a Doubt
is a meticulous representation of small
town life and also portrays the dread
flowing beneath the picture postcard sur-
face, 108 min. Saturday, May 15, 6:00;
Tuesday, May 18, 2:30. T1

Saboteur. 1942, USA. Directed by Alfred
Hitchcock. Screenplay by Peter Viertel,
Joan Harrison, and Dorothy Parker, based
on an original subject by Hitchcock. Cine-
tography by Joseph Valentine. With
Robert Cummings, Priscilla Lane, Otto
Kruger, Alan Baxter, and Clem Bevans. A
munitions worker is falsely accused of
sabotage. On the run in handcuffs he
meets a girl, and together, pursued by
both the FBI and fascists, they try to stop
further sabotage. Circus performers, a
crowded dance hall, the Brooklyn Navy
Yard, and the Statue of Liberty are all
swiftly thrown into the mix. Hitcheock felt
this chase film “too full of ideas.” The
original idea was his, a little of the dia-
logue was Parker's, and none of the prin-
cipals were the filmmaker's first choice.
He preferred the villin to have been the

by Gordon McDannell. Ci tograg
by Joseph Valentine. With Joseph Cotten,
Teresa Wright, MacDonald Carey, Patricia

ighbor next door but was abliged,
much to his disappointment, to use &
=conventional heavy” During the making

of the film Pearl Harbor was bombed and
America entered World War |1, 108 min
Sunday, May 16, 2:00; Tuesday, May 18,
6:00. T1

Spelibound. 1945, USA, Directed by
Alfred Hitchcock. Screenplay by

Ben Hecht, Angus Machail (adaptation),
suggested by The House of Dr. Edwardes
by Francis Beeding (Hilary 5t. George
Saunders and John Palmer). Cinematogra-
phy by George Bames. With Ingnd
Bergman, Gregory Peck, Rhonda Fleming,
Leo G, Carroll, and Michael Chekhov. In
the original book a lunatic is put in charge
of an asylum. The fimmaker wanted
something “more sensible™ and asked
Hecht, “who was in constant touch with
prominent pyschoanalysts” to provide
some psychological basis for the melo-
drama. What emerged according to
Hitchcock was =just another manhunt
story wrapped up in pseudo-psychoanaly-
sis” Spellbound s noteworthy for the
collaboration between Hitchcock and
Salvador Dali, whom Hitchcock asked to
design the vivid dream sequences. *| used
Dali for his draftsmanship and the infinity
which he introduces into his subject”

111 min. Sunday, May 76, 5:00; Saturday,
May 22, 1.00. T?

Lifeboat. 1944 USA. Directed by Alfred
Hitchcock. Screenplay by Jo Swerding,
based on an original subject by John Stein-
beck. Cinematography by Glen
MacWilliams. With Tallulah Bankhead,
William Bendix, Walter Slezak, Mary
Anderson, and John Hodiak. A ship is tor-
pedoed. The survivors, a cross section of
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the war-weary Allied world and a Nazi,
fioat in a lifeboat. Included is the least
likely character to be found adrift in the
Marth Atlantic—the glamorous and hardly
frazzled Constance Porter, a fashion
writer, played by the inimitable Bankhead
Hitcheock told Peter Bogdanovich, “It was
really a film without scenery. | made it for
the challenge. And it was topical. . |
appeared to make the Naz stronger than
anyone else [because] in the analogy of
war, he was the victor at the time, The
others, representing the democracies,
hadn't gotten together yet.. " Look care-
fully for Hitchcock's cameo 96 min

Thursday, May 20, 600 Friday, May 21,
moom

British Government Films.

Bon Voyage. 1944, Great Britain
Dicected by Alfred Hitchcock Screenplay
byJ. O. C Orton and Angus McPhail,
based on an original subject by Arthur
Calder-Marshall I’.mer-\.!iugmol\y by
Gunther Krampf. With John Blythe and
the Moligre Players Courtesy Milestone
Film and Video, New i

ork. 26 min
Aventure Malgache. 1944 Great

Enr,q:n Durected by Alfred Hiteheock
\...m-mmograpr.-,l by Gunther Krampf
With the Moliére Players Courtesy Mile-
stone Film and Video, New York 31 min
TIu Memory of the Camps, (Title
dliocated by the Impenal War Museym
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on & Trin. 1951, Directed by Alfred Hitcheock

Film and Video Archive to edited,
unreleased footage), 1945. Great Britain
Photographed by service newsreel
cameramen with the British, American,
and Russian armies liberating various Nazi
concentration camps, Edited by Stewart
MeAllister and Peter Tanner. Treatment
advisor: Alfred Hitchcock. Commentary
by Colin Wills, Produced by Sidney Bern-
stein and Sergei Nolbandov. Print courtesy
the Imperial War Museum Film and Video
Archive, London. 55 min

In 1944 Hitchcock, “anxious to do some-
thing n the war” returned to England and
made two short narratives for the Ministry
of Information to raise morale in occupied
France. The two films, Bon Voyage and
Aventure Malgache, starred the Moliére
Players, a group of refugee French actors
who found shelter in London. The films
were shown throughout France from 1944
until war's end but were prohibited from
screening in Britain until recently. The pro-
Bram concludes with The Memary of the
Camps, a dacumr.-ntary that was assem-
bled in London in 1945 but never

released, which depicts the liberation of
the German concentration camps. Hitch-
cock was onginally appointed director of
f'-'h.lz began as an Anglo-American pro-
Ject. The footage had been shot by ser-
vicemen before Hitchcock's brief stay in
London in 1945, He advised the film's edi-
tor and recommended certain footage be

of Modern Art Archives, NY
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used; the imperial War Museum, which
has preserved this material, credits Hitch.
cock as a “treatment advisgr® Monday,
May 77, 6:00; Thursday, May 20, 3 m' =

Notorious. 1946. USA. Directed by
Alfred Hitchcock Screenplay by Ben
Hecht, based on a subject by Hitcheock
Cinematography by Ted Tetzlaff With
Ingrid Bergman, Cary Grant, Claude Rains
Louis Calhern, and Madame Konstantin
Frangois Truffaut: “This is truly my favorite
Hitchcock picture; at any rate, it's the one
| prefer in the black-and-white group, jn
my opinion, Notorious i the VEry quintes-
sence of Hitchcock™ John Russell Taylor
“Notorious is one of Hitch's maost roman-
tic, most simple, most secret films " Hitch-
cack: “This is the old love-
theme. Grant's job Is to get
bed with Rains, the other ma
really...and Rains [although he plays a vil
lain] was sympathetic because he's the
victim of a confidence trick and we always
have sympathy for the victim no matter
how foolish he is” 101 min. Friday, May
21, 2:30; Saturday, May 22, 5:45. T1

Rope. 1948, USA. Directed by Alfred
Hitchcock. Screenplay by Arthur Laurents
and Hume Cronyn (adaptation), based on
the play by Patrick Hamifton. Cinematog-
raphy by Joseph Valentine and Willliam V.
Skall. With James Stewart, John Dall, Far-
ley Granger, Joan Chandler, and Sir Cedric
Hardwicke. In a 1948 interview for Popu-
lar Photography magazine, Hitchcock
called Rope his most exciting picture to
make. “A long time ago | said | would ke
to film in two hours a fictional story that
actually happens in two hours with no
time lapses. ..in which the camera never
stops. ... In Rope | got my wish the »,
entire action takes place [in a Sutton Place
apartment] between the setting of the )
sun and the hour of darkness. There are &
murder, a party, mounting h.-n_l.mn..
detailed psychological ch.irdﬂenz\\.no;‘-st.m
the gradual discovery of the cr!me .I.I'|T 4
&u!ullon " Rope was Hitchcotk's first (;1':
nicolor feature and the first film he ':‘i o
from a screenplay—written by B’U"d 4
veteran Laurents—that was not divi Pd(-
into scenes. The film appears to b(’:;:ﬂ

in one continuous take. 80 min r..r;(; r-”
May 21, 6:00; Sunday, May 23, 2

The Paradine Case. 1947. USA e
Directed by Alfred Hitchcock: ‘S:E:”“c

by David O. Selznick and Alma -chy
{adaptation), based on the nove Syhen
Robert Hichens. Cinematography i
Garmes, With Gregory Peck, M:‘n it
Charles Laughton, Charles Cohu”b-cd The
Ethel Barrymore. Hitchcock desc
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New Exhibitions

Collecting in Depth: Drawings by Grosz,
Schwitters, Ernst, and Klee

May 13-July 20, 1999

Ronald 5. Lauder Galleries, second floor

This exhibition highlights the Museum's holdings of
works by four artists active in Germany from the 1910s
through the 1930s.

Continuing Exhibitions

Julia Margaret Cameron's Women

Through May 4

Edward Steichen Phatography Center, second floor
This exhibition closely examines Cameron’s pho-
tographs of women.

The Museum as Muse: Artists Reflect

Through June 1

International Council Galleries, first floor

A survey of the ways in which artists, mostly of the
prcsrkem century, have addressed the museum in their
work.

Projects 68: William Kentridge

Through June 8

Garden Hall Gallery, ground floor

Featuring the world premiere of William Kentridge's
mast recent film animation, Stereoscope (1998-99),

Sigmar Polke: Works on P 1963~

Through June 16 gl —

Repé d‘ﬂamon:aurt Galleries, lower Jevel

‘Jl;hyls exhl?hon assembles a vast number of drawings
one of the most important and infiuential artists

on the European scene today,

Mary Lucier: Fi

Through June 20

ia:g:z Hall qu_;-o Gallery, third floor
s o G ot e P o
enced a destructive floog I_m:; hlaling

Alfred Hitcheock:
Thtough August 17

The Roy and Niy
Storyboards, sl
relating to the dj

Behind the s"hm

ta Titus Theater 1L
designs, film stills, an

d eph
rector's dchiew;-mem Phemera

5.

Collection Exhibitions

Sight Gags: Caricature, Grotesque, and Wit
Modern and Contemporary Drawing .
Through May 4

Ronald 5. Lauder Galleries, second floor
Drawings from such artists as Marcel Dugl
Mike Kelley, which use a range of strateg
us laugh.

.hamp and
165 to make

Pop Impressions Europe/USA: Prints and Mul-
tiples from The Museum of Modern Art
Through May 18

Paul J. Sachs Gallery and Tatyana Grosman Galfery,
third floor '
This exhibition highlights printmaking’s vital role
within the Pop aesthetic from the late 19505 through
the early 1970s.

Major support for New Exhibitions and Continuing
Exhibitions was provided by United Airlines, the
National Endowment for the Arts, The Bohen
Foundation, The Andy Warhol Foundation for the
Visual Arts, Peter Norton, the Anna-Maria and
Stephen Kellen Foundation, Sarah-Ann and Werner H.
Kramarsky, Jo Carole and Ronald S. Lauder, an
anonymous donor, Banana Republic, Marc A
Schwartz, Lee and Ann Fensterstock, and the
Contemporary Exhibition Fund, The International
Council, The Contemporary Arts Council, and The
Junior Associates of The Museum of Modern Art

Film and Video Programs

Alfred Hitchcock [AH]

Through June 15

A retrospective of Alfred Hitchcock's work, presented
in celebration of the centenary of his birth.

Two by Machaty [M]
May 1-2

A screening of two films by Gustav Machaty.

The Sharpest Girl in Town: Ann Sothern [AS]
May 7-16

A tribute to actress Ann Sothern, with a retrospective
of films spanning six decades.

New Releases from the Circulating Film and
Video Library [CF]

May 21-24, 23-31

A selection of recently released films from the
Crrculating Film and Video Library.

Collection:

——

——— Ty

As Life: An American History of 8mm
ims [BL]
f‘lay 6, 13; ongoing through May 2000
A two-year retrospective of American 8mm films.

special Screening [S]
stan Brakhage: R

May T1 _
A screening of recently acquired films by Stan Brakhage.

t Acquisitions, 1997-98

cineprobe [C]
May 3, 17; ongoing series
Independent filmmakers introduce their films.

New Documentaries [D]

May 6-7, 13-14, 20-21, 27-28; ongoing series
Independently made films and videos on social and
political issues and on the arts.

Major support for Film and Video Programs was
provided by public funds from the New York State
Council on the Arts and by The Contemporary Arts
Council and The Junior Associates of The Museum of
Modern Art

Public Programs

Special Exhibition Programs

Tickets for all Special Exhibition Programs are $8,
members $7, students and seniors $5, and are avail-
able at the Lobby Information Desk. Programs are
held in The Roy and Niuta Titus Theater 2.

A Round Table for Sigmar Polke

Tuesday, May 4, 6:30 p.m.

A panel discussion on Sigmar Polke: Works on Paper,
1963-1974, with Bice Curiger, Richard Flood, Charles
W. Haxthausen, Martin Hentschel, and moderator
Margit Rowell.

The Imagined Museum

Tuesday, May 18, 1999, 6:30 p.m.

A panel discussion on The Museum as Muse: Artists
Reflect, with Mark Dion, James Fenton, Susan Sontag,
Lawrence Weschler, and moderator Linda Shearer.

For more information, please call the Department of
Education at (212) 708-9832,

Conversations with Contemporary Artists
Informal talks with contemporary artists, each con-
cuding with a reception. Sessions begin at 6:30 p.m.
on Friday evenings in The Edward John Noble Edu-
Cation Center. Seating is limited. Tickets are $5, stu-
dents free with current ID, and are available on a

first-come, first-served basis beginning at 5:30 p.m.
at the Lobby Information Desk.

This program is made possible in part by The Contemporary
Arts Council and The Junior Associates of The Museum of
Modem Art.

Brown Bag Lunch Lectures

Informal lectures on modern art on Tuesdays and
Thursdays from 12:30 to 1:15 p.m. Admission Is §5 at
the door. Lectures are held in The Edward John Noble
Education Center, 18 West 54 Street.

For more information about Public Programs, please calf the
Department of Education at (212) 708-9781.

Family Programs

Family Package: Art Safari

Available when purchasing Museum admission,
Family Package: Art Safari is $11.50; it includes
Museum admission for one adult and up to four
children ages five to twelve, and one copy of Art
Safari: An Adventure in Looking, For Children and
Parents at The Museum of Modemn Art by Joyce
Raimondo. Additional adult admissions are $8.50
each. For further information, please call the
Department of Education at (212) 708-9805.

This publication, which can also be purchased separately in
The MoM@A Book Stare for $5.95, Is made possible by grants
from Agnes Gund and Christina R. Davis.

One-at-a-Time

(For children ages five to ten with an adult)

Guided walks through the Museum’s galleries intro-
duce children and adults to the richly varied world of
modem art. Sessions are held on Saturdays from
10:00 to 11:00 a.m. Admission is §5 per family, mem-
bers $3, no preregistration. Enter the Museum at The
Edward John Noble Education Center, 18 West 54
Street; sign in at 9:45 am. May 1.

Family Programs are made p ble by ge grants from
The Herbert and Kitty Glanz Foundation, the J. E. and Z B.
Butler Foundation, Agnes Gund and Danief Shapiro, David
mwmn,mmmmmmrm Canseco
Services, LLC., New York Life Foundation, and Mz and Mrs.
Murray L. Nathan. Additional support is provided by
WRMWHMM;MM
Bloomingdale's, and Andrew and Denise Saul.

further information about Family Programs and fo
mmmjsmhﬂmmmuﬂmz}w
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Free High School Programs

Saturday High School Films

Come explore ways of looking and thinking about
modern art and film with other students from city
high schools. Meet in the lobby of the Museum
Sessions begin at 10:00 am. May 1, 8, 15, 29.

After School Hours with MoMA
This program offers a unique oppartunity for high

school students to explore MoMA's collections in rela-

tion to those of other cultural institutions throughout
Mew York City. Dates and times to be announced,

For more information about High School Programs, please
call the Department of Education at (212) 708-9892

Jazz at MoMA

Live jazz is performed every Friday evening from
5:30 to 8:00 in the Garden Café. Jazz at MoMA is
included in the price of Museum admission, which is

pay-what-you-wish on Fridays from 4:30 to 8:15 p.m.

For further information, please call (212) 708-9491.
Live jazz s also performed on Thursday and Saturday
evenings from 6:00 to 10:00 pm. at Sette MoMA.
Reservations: (212) 708-9710.

Jazz at MoMA is made possible in part by grants from
The Fan Fox and Leslie R. Samuels Foundation, Inc. ALX
Arman| Exchange, and The Mary Duke Biddle Foundation
Piana provided by Baldwin Piano, New York, NY.

The Party in the Garden

Dance under the stars in The Abby Aldrich Rockefeller
Sculpture Garden on June 16 at the annual benefit
that provides essential support for the Museum. This
year's party honors Kitty Carlisle Hart. The evening
begins at 9:00 p.m. with music, cocktails, and
savories and sweets. Tickets are $150 each. For those
who wish to enjoy cocktails and dinner beginning at
7:00 p.m., individual tickets start at $1,000.

For more information, please call the Department of Special
Programming and Events at (212) 708-9680.

Mondays at MoMA

Enjoy intimate guided tours of MoMA exhibitions
after public hours, followed by wine tasting and live
Plano music in Sette MoMA. Tickets are $39 per per-
son, members $27. For further information and to
make a reservation, call (212) 708-9403. May 3

Membership

Members enjoy a variety of benefits, from free admis-
sion to Museum galleries and film programs to discounts
on Museum books, reproductions, and gift items,
Guest passes are avallable to members at the Lobby
Information Desk for $5 each. For more information,
visit the Membership Services Desk in the Museum
lobby, or call The Members Hotline at (212) 708-9696.

Members Programs

A Closer Look:

The Museum as Muse: Artists Reflect

Fee (includes dinner): members $60, guests §75,
Series of two $100. Code 350.

The Museum in Use

A talk on the relationship between artists and the
museum as seen through photographs of the muse-
um in use. Tuesday, May 4, 6:30 to 9:00 p.m.

Museum Transformations and Politics

A lecture on the museum as a cultural icon that has
been altered, manipulated, transformed or challenged
by artists. Monday, May 17, 6:30 to 9:00 p.m

Members Study Tour

Exploring the Hudson River Valley: The Rocke-
feller Art Collection at Kykuit and Union Church
A guided cruise on the Hudson, luncheon on the
grounds of the Rockefeller estate, a visit to the Union
Church to view windows designed by Marc Chagall
and Henri Matisse, and a private tour of Kykuit, John
D. Rockefeller's country house and gardens. Fee
(includes transportation, lunch, and refreshments)
members $125, guests $145

Code 351. Saturday, May 22, 10 a.m. to 6 p.m

Family Fun: Art Safari

Members and their children are invited to a gallery
tour by Joyce Raimondo, author of Art Safari: An
Adventure in Looking, For Children and Parents at
The Museum of Modern Art. For children ages 5-12.
Fee (includes breakfast and one copy of Art Safari):
member and one child $45, additional children 55.
Code 352. Sunday, May 2, 9:00 to 10:30 am

To register for Members Programs please call
(212) 708-9848.

Cover: Director Howard Guttenplan during the
filming of Caracas Diary, 1979

The Museum of Modern Art
11 West 53 Street
New York, NY 10019

paradine Case a5 "a love story embedded
in the emotional quicksand of a murder
trial” Selznick controlied the casting and
wrote the screenplay. Hitchcock thought
the woman's immorality would have been
better represented had the object of her
just been a “manure-smelling stable
hand" rather than Louis Jordan. He also
belleved that the character played by Peck
would have fallen harder for the femme
fatale had he been played by someone
|ess earthy and more dignified. 132 min,
Friday, May 21, 8:00; Sunday, May 23,
5:00. T1

Stage Fright. 1949. USA. Directed by
Alfred Hitchcock. Screenplay by Whitfield
Cook and Alma Reville (adaptation), based
on a novel by Selwyn Jepson. Cinematog-
raphy by Wilkie Cooper. With Marlene
Dietrich, Jane Wyman, Michael Wilding,
Richard Todd, and Alistair Sim. Hitchcock
retumed to black and white and the
London stage for this slight who-done-it.
The husband of an actress is murdered
and suspicion falls where it shouldn't.
Hitcheock tried to get Wyman to look
homely, but with Dietrich as co-star,
Wyman resisted and kept making herself
look glamorous. This subverted the story.
However, what really did the film in,
according to Hitchcock, was that it broke
an unwritten law: “The more successful the
villains, the more successful the pictures.”
for in Stage Fright the villains themselves
were frightened. 110 min. Safurday, May
22, 2:30; Monday, May 24, 2:30. T1

S PULL-OUT caLenDAR

Under Capricorn. 1945, UsA Directed
by Alfred Hitchcock. Screenplay by James
Bridie and Hume Cronyn (adaptation),

based on the novel by Halen Si

betief that the other agreed to exc hange
murders. The film marks not only Hitch-
cock’s spectacular return to form, but the

Cinematography by Jack Cardiff, With
Ingrid Bergman, Joseph Cotten, Michael
Wilding, Margaret Leighton, and Jack
Watling. Rope was Hitcheock's first film
as producer, Under Capricorn his second
He believes it was his *juvenile” behavior
that sent his (and his colleagues’) comy

beginning of his collabs with camerg-
man Burks who, until his acoidental death
after Marnie, would photograph virtually
every Hitchcock film (Psycho excepted)
The memorable sequences in this breath.
lessly paced thriller include a tennis match
that Hitchcock said “exploits the dramatic

Transatlantic Pictures, into bankruptcy.
Under Capricom was shot in England
(standing in for 1830s Australia), and
Hitchcock, seduced by the idea of retuming
to England with Hollywood's biggest star,
arrived in London, flashbulbs popping,
with Ingrid Bergman in tow; her presence
inflated the budget to ruinous effect.
Audiences expecting excitement from
Hitchcock were frustrated to discover a
costume love story. True, it was beauti-
fully photographed, but it was not a
thriller, 117 min. Monday, May 24, 6:00;
Friday, May 28, 800. T1

Strangers on a Train, 1951 USA.
Directed by Alfred Hitchcock. Screenplay
by Raymond Chandler, Czenzi Ormonde,
and Whitfield Cook (adaptation), based
on the novel by Patricia Highsmith. Cine-

[: of The more
action, and movement throughout, the
better™ 101 min. Tuesday, May 25, 2:30;
Thursday, May 27, 6:00. T1

| Confess. 1953, USA. Directed by Alfred
Hitcheock. Screenplay by George Taborl
and William Archibald, based on the play
Nos deux Consclences, by Paul Anthelme
Cinematography by Robert Burks. With
Montgomery Clift, Anne Baxter, Kad
Maiden, Brian Aherne, and O E. Hasse.
Frangois Truffaut asks of Hitchcock’s

| Confess, set in Quebec City and starming
Clift as a Jlesuit priest, “Isn't it a rather
formidabile coincidence that the murderer
wha kills [a man] in order to rob him
should happen to confess his crime to the
very priest who was being blackmailed by
the dead man?...It's the height of the

matography by Robert Burks. With Farley
Granger, Robert Walker, Ruth Roman, Leo
G. Carroll, Patricia Hitchcock, and Laura
Elliot. Adapted from a first novel by High-
smith, Strangers on a Train tells of two
men, one of whom acts on the mistaken

excep 1" Hitchcock replies, “Lat's say
it comes under the heading of old-fashioned
plot...I believe there are no more plots in
recent French films.” The priest. of course,
cannot share the murderer’s confession
with the police, and is himself accused of
the murder, 95 min. Tuesday, May 25,
6:00; Thursday, May 27, 2:30. T1

Rear Window. 1954 USA. Directed by
Alfred Hitchcock. Screenplay by John
Michael Hayes, based on the short story
by Comell Woolrich. Cinematography by
Robert Burks. With James Stewart, Grace
Kelly, Wendell Corey, Thelma Ritter, and
Raymond Burr. Confined to a wheelchair,
a press photographer (Stewart) with a
broken leg and an active telephoto lens
looks out his rear window across a Green-
wich Village courtyard and into his neigh-
bors’ windows. He does not like what he
sees. Kelly aids and abets. Hitchoock
explains that Rear Window, one of Truf-
faut’s favorite Hitchcock films, presented
“the p ility of doing an absol cin-
ematic film. You have an immobilized man
looking out. That's one part of the film
The second part shows what he sees and
the third part shows how he reacts”

112 min. To be screened in late T999.

Rear Window 1954, Directad by Alfred
Hitcheock
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Dial M for Murder. 1954. Directed by Altred Hitchoock

Dial M for Murder. 1954, USA,
Directed by Alfred Hitchcock. Screenplay
by Frederick Knott, based on his play.
Cinematography by Robert Burks

With Ray Milland, Grace Kelly, Robert
Cummings, John Williams, and Anthony
Dawson. In an interview with Peter Bog-
danovich, Hitchcock remarked of this film,
“When your batteries run dry, when you
are out creatively, and you have to go
on...take a comparatively successtul play
that requires no great creative effort on
your part and make it.... | think the
whole conception of a play is confinement
within the proscenium. . In Dial M for
Murder | made sure | would BO outside

& little as possible, | had a real tile floor
laid down, the crack under the door, the
shadow of the feet, all part of the stlage
Play and | didn't want 15 lose that" Dial
M for Murder was the first of three Hitch-
cock films starring Kelly, his ideal heroine,
4 contradiction—at once jen and fire I
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elegance and sauciness, a cool surface
masking a roiling libido. 105 min. Friday,
May 28, 6:00; Monday, May 31, 2:00. T1
3-D version: Friday, May 28, 2:30; Mon-
day, May 31, 5:00. T1

The Trouble with Harry. 1954, USA,
Directed by Alfred Hitcheock, Screenplay
by John Michael Hayes, based on the
novel by John Trevor Story. Cinematogra-
phy by Robert Burks. With Edmund
Gwenn, lohn Forsythe, Shirley MacLaine,
Mildred Natwick, and Mildred Dunnock
In rural Vermont Harry's body keeps turn-
ing up in different places and at awkward
moments; yet everyone behaves as
though this peripatetic corpse is as natural
as the autumn leaves. Hitchcock told
Peter Bogdanovich that The Trouble with
Harry “is very personal to me because it
involves my own sense of humor about
the macabre.” The film's distributors were
perplexed and didn't know how to handle
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the very dark comedy for which Hitcheock
cast two unknowns as the romantic
leads—MacLaine and Forsythe. 99 min
Saturday, May 29, 2:30. T1

The Man Who Knew Too Much.
1955. USA. Directed by Alfred Hitchcock.
Screenplay by John Michael Hayes, based
on a story by Charles Bennett and D. B
Wyndham-Lewis. Cinematography by
Robert Burks. With James Stewart, Doris
Day, Daniel Gelin, Brenda De Banzie, and
Bernard Miles. Hitchcack’s anly remake.
Peter Bogandovich asked the fil k
why he returned to this matenal after
twenty-two years. “| felt that for an
American audience, it contained senti-
mental elements that would be more
interesting than some of the others [films]
The second The Man Who Knew Too
Much was more carefully worked than the
first one” Shot in part in Marrakech and
starring a plucky Day opposite Stewart,
the remake also involves a murder—this
time a stabbing—a kidnapping, and a
concert at Albert Hall that has to be
stopped before the cymbals clash.

120 min. Saturday, May 29, 5:.00. T1

The Wrong Man. 1956. USA. Directed
by Alfred Hitchcock. Screenplay by
Maxwell Anderson and Angus McPhail,
based on The True Story of Christopher
Emmarnuel Balestrero, by Maxwell Ander-
son. Cinematography by Robert Burks.
With Henry Fonda, Vera Miles, Anthony
Quayle, Harold ). Stone, and Charles
Cooper. Hitchcock had read a magazine
article about a man who was tried and
convicted for a robbery he did not com-
mit. His wife went mad, and only later
when a near-double was discovered was
the man acquitted. Hitchcock observed:
“| enjoyed making this film because, after
all, this is my greatest fear—fear of the
police.... In truth perhaps The Wrong
Man should have been done as a docu-
mentary...." Hitchcock tried to make the
film look as real as possible, shooting on
locations where the events took place and
using some of those originally involved
Fonda played Everyman caught in
nightmare and Miles ta his fra_gi!e wife, I
whose descent into hysteria Hitchcock felt
diverted the narrative. 105 min. Sunday,
May 30, 2:00. T1

Vertigo. 1957, USA. Directed by fo:’
Hitchcock. Screenplay by Alec Coppe 2
Samuel Taylor, based on the novel D ":s
les Morts, by Pierre Bolleau and Tho;:. =
Narcejac. Cinematography by Robert "
With James Stewart, Kim Novak, 3
Bel Geddes, Tom Helmore, and Konsta®

A film in two parts about a

;ﬂ:: gnnsﬁ::ndsco policeman (S_tewnm,
inhibited by vertigo, obsessed with a
woman (Movak) who dies in the fll‘st. part
and Is reincarnated in the second. Itis &

love story, creepy inits intensity,
and uninflected in style. The authprs of
the novel wrote itin hopes that Hutchoc_bdc
would buy it. Hitchcock insisted on le.tthng
the audience in on a revelation early in
the film’s second part because he felt ‘oTw
of the fatal things...in all suspense films is
1o have a-mind that is confused. Other-
wise the audience won't emote. Clarify,
clarify, clarify. Don't let them say, ‘I don't
know which woman that is..."" 128 min.
Sunday, May 30, 5:00. T1

Two by Machaty
May 1-2

Following last month’s special
screening of the restored Erotikon,
the Museum presents two addi-
tional films by Gustav Machaty
made in his native Czechoslovakia
before he embarked on an inter-
national career in Austria, Italy,
and the United States.

Making his first films in 1919
when he was still in his teens,
Machaty subsequently ventured
on a four-year-long trip to Holly-
wood to polish his craft and ended
up as an assistant to D. W. Griffith
and Erich von Stroheim. Returning
home, he proved his talent with
a successful adaptation of Leo
Tolstoy's The Kreutzer Sonata
(1926) and in 1929 exhibited his
masterful understanding of cine-
matic language with Erotikon, the
pinnacle of silent Czech cinema.
In the two sound films screened
this month, Machaty/s sense of
Place, accomplished editing, and
lyrical, sensuous cinematography
exhibit the qualities for which
_’"Ud_\‘-‘m Czech cinema Is celebrated:
'h": his own day, they established
'E:':S a director of international
furth\:n- In the case of Extase, he
el W’;ﬂﬂre launched the career
e men who became one of

Most successful Hollywood
ars, Hedy Lamarr.

Two by Machaty was organized by Jytte
Jensen, Associate Curator, the Depart-
ment of Film and Video, In collaboration
with Viadimir Opela, Director, the Czech
National Film Archive, Prague. Grateful
thanks also to Petr Polednak, Director,
and Irena Kovarova, Deputy Director, the
Czech Center New York.

Extase (Ecstasy). 1933. Czechoslovakia
Directed by Gustav Machaty. Screenplay
by Machaty and FrantiSek Horky. Cine-
matography by Jan Stallich. Set design by
Alexander Hackenschmied. With Hedy
Kieslerovd (aka Hedy Lamarr), Aribert
Mog, and Zvonimir Rogoz. Eva
(Kieslerova/Lamarr) marries a wealthy,
much older man. After the ceremony she
realizes her mistake, when she discovers
her husband to be cold and set in his
bachelor ways. She returns to her father's
estate in the country and asks fora
divorce. While bathing in a pond—the
scene that made the director and its star
world famous and the film a cause
chlébre—Eva meets Adam, a civil engi-
neer who is the opposite of her husband
and who introduces her to the passion of
love. Tragedy follows when the three end
up In the same village inn. The film won
the prize at the second Venice Film Festi-
val In 1934 and set the stage for the direc-
tor's as well as the star's (separate) inter-
national careers. In Czech with English
subtitles. Approx, 86 min. Saturday, May 1,
2:30; Sunday, May 2, 5:00. T2

Ze soboty na nedéli (From Saturday
to Sunday). 1931. Czechoslovakia.
Directed by Gustav Machaty. Screenplay
by Machaty and Vitézslav Nezval. Cine-
matography by Viclav Vich. Set design by
Alexander Hackenschmied, With Magda
Maderova, Jirina Sejbalova, and L. H.
Struna. Following his celebrated silent
films, Machaty, still in his twenties, made
this sound film in the poetic, romantic
style that characterizes his earfier work.
Two young girlfriends, the worldly Nany
and the innocent Mana, live and work
together. One Saturday night they go out
to a bar on the suggestion of Nany; not
used to alcohol, the naive Mana gets
drunk and Is pursued by Ervin, whose
crude advances she rebuffs. Ervin's friend
Kare! kindly takes her in for the night :
when she runs off and is caught in a rain-
storm. In Czech with English subtitles.
Approx, 70 min. Saturday, May 1, 5:00;
Sunday, May 2, 2:30. T2

The Sharpest Girl in Town:
Ann Sothern
May 7-16

Among actresses who became
stars in spite of inadequate support
from the studios, Ann Sothern
ranks high. Her career s pleasur-
ably recalled for the bright, funny
characters she created with intelli-
gence and ease. Ever the working
woman, street-smart and capable,
she sang and acted her way
through musical comedies during
the Depression and the Maisie
series in the World War Il period,
completing her film career in sup-
porting roles in a variety of dramas.
She quit filmmaking in the 1950s
to star in her own television series,
Private Secretary and The Ann
Sothern Show, returning to Holly-
wood in the 1960s in character
roles.

Sothern first appeared in films
in bit parts during the late 1920s,
left for Broadway where she
became a leading player, and
returned to Hollywood in 1933 as
a contract player. She quickly
became the star of B pictures at
Columbia, RKO, and Fox before
settling in at MGM, Her creation
of the Maisie character, the show-
girl who toughed it out in a vari-
ety of vulgar costumes topped by
hats brimmed with cherry clusters,
showed America what a working-
class girl could do to get ahead
during the Depression and the
war. The Maisie films, made in
eight years (1939-47), were
steady box-office successes for
MGM. Her smart energy and
superb timing earned Sothern as
much admiration as her delicious
blonde beauty and distinctive
voice. While her singing was fight
and pleasant, often quite touch-
ing, her delivery of dialogue was
dead on the mark, and you knew
she conveyed more meaning than
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the simple wisecracks she tossed
off so expertly. The film for which
she may be best remembered is
A Letter to Three Wives (1949),
in which she brilliantly interprets
Joseph Mankiewicz's comedy of
modern marriage in her role as a
sophisticated career woman and
wife, handling multiple crises as
skilifully as Maisie ever did. It is
fitting that she eared an Oscar
nomination as Best Supporting
Actress for her latest screen
appearance in The Whales of
August (1987).

The Sharpest Girl in Town: Ann Sothern
was organized by Mary Lea Bandy, Chief
Curator, Department of Film and Video,

The Sharpest Girl in Town. 1999, UsA
Directed by Mike Kaplan. A segment from
a forthcaming documentary on the ife
and career of Ann Sathern, Interviews
with Sothem, Gavin Lambert, Robert
Osborne, and others about her staming
role as Maisie, a plucky, ha:dworiﬂng
showgirl who was one of the first modem
feminists in movies, MGM's highly
successful Maisie series comprised len
tomedy adventures, made in 193947,
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Lady Be Good. 1941, Directed by Norman Z. Mcleod
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whose popularity endured thanks to

Sothern's blonde beauty, sprightly person-

ality, and keen comic timing. Video
courtesy Mike Kaplan, 50 min.

Maisie Was a Lady. 1941, USA,
Directed by Edward L. Marin, Screenplay
by Betty Reinhardt and Mary McCall.
With Ann Sothern, Lew Ayres, Maureen
O'Sullivan, and C. Aubrey Smith. The
fourth in the Maisie series, in which
Sothern plays the no-nonsense showgirl
who, during World War II, must fend for
herself. Here, Sothern has lost her job as
a camival girl because of an inebriated
Lew Ayres, In a reversal of the My Man
Godfrey role played by Willlam Powell in
1936, Maisie becomes the maid of Ayres's
wealthy family and ruthlessly sorts out
his and his sister O'Sullivan’s problems

to make everyone live happily ever after
Print courtesy Warner Bros./Tumer Enter-
tainment Co. 79 min. Friday, May 7, 6:00;
Saturday, May 15, 5:00. T2

Lady Be Good. 1941, USA, Directed by
Norman Z. McLeod. Screenplay by Jack
McGaowan and others. Music and lyrics by
Jerome Kern, Oscar Hammerstein 2nd,
George and Ira Gershwin, Arthur Freed,
Nacio Herb Brown, and Roger Edens.
With Ann Sothem, Eleanar Powell,
Rabert Young, and Red Skelton, A much
rewritten film version of the 1924 Broad-

The Museum of Modern Art Archives, NY

way smash hit, in which Sothern and
Young play songwriters who can't live
with, or without, each other. As they
create the title song, Sothemn skillfully
applies her playful intefligence to make
us believe she's a genius at writing lyrics.
Her gentle rendering of “The Last Time |
Saw Paris” earned the song an Academy
Award for 1941, In part a heartfelt reac-
tion to the recent Nazi occupation of
Paris. Print courtesy Warner Bros./Turner
Entertainment Co. 111 min. Friday, May 7,
8:00; Sunday, May 16, 5:00. T2

Maisie Gets Her Man. 1942. USA
Directed by Roy del Ruth, Screenplay by
Betty Reinhardt and Mary C. McCall.
“Cookin® with Gas" song by Roger Edens
With Ann Sothern, Red Skelton, Allen
Jenkins, and Donald Meek, The sixth
Maisie feature pairs Sothern with Skelton:
who plays an inept but stagestruck cul:rllt
from the sticks. Maisie, again out of & job,
joins a theatrical agency and winds up
with some crooked characters who would
be pleased to see her man take the rap as
a swindler, 5o Maisie, as usual, goes 10
the rescue. Print courtesy Warner Bros./
Turner Entertainment Co. 85 min. Sun;f:n
May 9, 1:00; Manday, May 17, 3:00-

Folies Bergére de Paris. 1935 usa';-)r
Directed by Roy del Ruth. Screenplay
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redyth and Hal Long. Music and

B:!:sr; Jac:uS‘lern and Jack Meskill;

d Adamson and Burton Lane; and
Andre Christine and Alfred Willemetz.
with Ann Sotherr, Maurice Chevalier,
Merle Oberon, and Eric Blore. Chevalier
was the star and del Ruth the director of
the U.S. and French versions of this musi-
cal comedy. Starring in his last American
film before World War I, Chevalier plays
2 dual role as a baron and an entertainer.
Thus he is able to romance both leading
ladies: Oberon, in her American screen
debut, as well as his stage partner, Sothern.
Chevalier and Sothern’s duets include
“Singing & Happy Song.” which won an
Academy Award for dance direction, and
“Rhythm in the Rain.* Print restored by
the Museum. 85 min. Saturday, May 8,
1:00; Sunday, May 16, 3:00. T2

Let’s Fall in Love. 1934. USA, Directed
by David Burton. Screenplay by Herbert
Fields. Lyrics and music by Harold Arlen
and Ted Koehler. With Ann Sothern,
Edmund Lowe, and Gregory Ratoff. Asa
young contract player at the Columbia
studio, Sothern showcased her talent as
an appealing singer and an actress of
warmth and charm, starring in her fourth
film as an unassuming camival girl willing
to apply herself in order to get somewhere.
Leading Hollywood director Edmund
Lowe, anxious to make a discovery, per-
suades Sothern to transfrom herself into a
Swedish star. The premise is slight but
Sathern brings it off with style and song,
Including the title musical number. Print
courtesy Sony Entertainment. 68 min.
Hooray for Love. 1935. USA. Directed
by Walter Lang. Screenplay by Lawrence
Hazard and Ray Harris. Music and lyrics
by Dorothy Fields and Jimmy McHugh.
With Ann Sothern, Gene Raymond, Bill
“Bojangles* Robinson, and “Fats” Waller,
Early in her career Sothemn's character is
fixed as the smart and hardworking enter-
tainer, romanced in this musical comedy
byan aspiring producer (Raymond). Times
are tough in Depression-era New York,
especially when putting together a Broad-
Way show, and Sothern charms her way
through song and dance, sparking this
:::dl.‘st film. The highlight number from
Wa:fa.fi show, “I'm Living in a Great Big
S, L: c:)hdered by Robinsan, Waller, and
i l1.i Print courtesy Warner Bros./
Co. 75 min, Saturday

May 8, 5:00; Monday, May 10, 6:00. T2

ALetter to Three wives, 1049 Directed by
ph L Mankiewicz

Shadow on the Wall. 1950 Usa_
Directed by Patrick Jackson, Screenplay by
m":’"mdm& Music by Andre Previn
Ann Sothern, Zachary Scott, Gi
Peﬂm.irdeDavhmn.:;i
(Perreau) wit her her's

perceptive partrayals of the American
human comedy of modern marriage, the
film was an instant critical and popular
success, Sothern, Crain, and Darnel play
& trio of ostensibly happy wives, whose

murder, all signs point to the guilt of the
father (Scott). Psychologist Davis tries to
discover the truth from the traumatized
child but is challenged by Sothem, tautly
playing against type as the jealous sister
of the stain woman. Sothern's charm is
put to good use In this suspenseful drama,
made before she turned to television as
another working girl in Private Secretary
in 1953. Print courtesy Warner Bros./
Tumner Entertainment Co. 84 min. Saturday,
May 8, 3:00; Sunday, May 16, 1:00. T2

Lady in a Cage. 1964. USA. Directed by
Walter Graumann. Screenplay by Luther
Davis, With Ann Sothern, Olivia de Havil-
land, Jeff Corey, and James Caan. A
shocking and realistic psychological drama
in which a wealthy author (de Havilland)
ts stuck in the elevator of her townhouse.
Caan and Corey, who bring along Soth-
em, a gal of the streets, terrorize the
trapped woman in this bitter tale of alien-
ation in a mindlessly violent world, Caan is
convincing in his first starring role, and
Sothern shows her strength in a support-
ing part. 24 min. Sunday, May 9, 3:00;
Saturday, May 15, 1:00. T2

A Letter to Three Wives. 1943 USA
Directed and written by Joseph L
Mankiewicz. With Ann Sothern, Jeanne
Crain, Linda Damnell, Kirk Douglas, and
Thelma Ritter. One of the most enduringly

confidence Is shaken by a note
from their other best friend claiming to
have eloped with one of their husbands.
Sothemn briliantly carmies off the roles of
the career woman—here she is a writer
for a radio program—as well as wife, and
wise, witty friend to all. Her dinner party
scenes with her cook and loyal supporter
(Ritter), are film comedy at its best, The
unbilled narrator, the best friend who
does not appear, was played with exquis-
ite siyness by Celeste Holm, her silky voice
most recognizable. 103 min. Sunday,
May 9, 5:00; Friday, May 14, 6.00, T2

The Killing Kind, 1973. USA. Directed
by Curtis Harrington, Screenplay by Tony
Crechales and George Edwards. With Ann
Sothern, John Savage, and Cindy Williams.
Sothern plays a blowsy 1970s version of a
boarding house madam, a shrewd, selfish
woman who babies not only her cats but
also her troubled son, who has recently
returned home after two years in prison
on a rape charge. The mother-son
relationship lies at the heart of this homor-
thriller, which ts spiked with moments of
compassion and tenderness until it
becomes impossible to separate the love
and the hate that consume the characters
Sothem's portrait of a suffocating parent
is splendidly outrag yet surprisingly
touching. 95 min. Monday. May 10, 3:00;
Saturday, May 15, 2:00. T2
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The Whales of August. 1987 LSA
Directed by Lindsay Anderson. Screenplay
by David Berry based on his play. With
Ann Sothern, Bette Davis, Lilkan Gish, and
Vincent Price & gentle, deeply perceptive,
and delicate portrayal of two elderly sis-
ters, played with fine sensibility by Gish
and Davis, who live together in a cottage
in Maine. Sothem portrays a good friend
whe tries to keep spirits high yet is fooled
by nobody, and who is wise enough not
to try to put anything past Gish. British
director Anderson’s first American film,
produced by Mike Kaplan, who s cur-
rently completing work on the documen-
tary about Sothern, The Sharpest Girl in
Town. 90 min. Friday, May 14, 8:00;
Tresday, May 18, 3:00. T2

New Releases from the
Circulating Film and Video
Library

May 21-24, 28-31

This selection of recently released
works from the Circulating Film
and Video Library highlights the
Library's unique service of provid-
ing access to works of important
independent filmmakers that
would otherwise not be readily
available to film study programs in
colleges and universities, media
centers, libraries and museums.
The exhibition opens with the
showing of films by Andy Warhol
recently restored by the MoMA
Department of Film and Video
Archive. The selections reveal a
wide range of work by avant-
garde filmmakers from the U.S.
and abroad: Yervant Gianikian and
Angela Ricci Lucchi, James
Duesing, Donna Cameron, Harun
Farocki, and a historic work by

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Alfred Leslie. Judith Wechsler's
Jatest film on art is also included.
Two feature films by the
renowned Chinese woman film-
maker Ning Ying round out the
exhibition that reveals the breadth
of the Circulating collection, which
consists of over 1,300 titles.

New Releases from the Clrculating Film
and Video Library was organized by
William Shoan, Librarian, Kitty Cleary,
Circulating Assistant, and Brian Coffey,
Circulating Assistant, Circulating Film and
Video Library, Department of Film and
Video

Two Double Screen Films by Andy
Warhol.

The Velvet Underground.® 1966, USA.
Directed by Andy Warhol. A promotional
film Intended to be shown behind the
Velvets in performance, this film was

shot on a staged set at Warhol's factory,
Features Lou Reed, Sterling Morrison, and
John Cale. There is sound but no music.
33 min

Outer and Inner Space.” 1966. USA.
Directed by Andy Warhol. Warhol filmed
Edie Sedgwick responding to her pre-
recorded video image, which played on a
large television set behind her, A fascinat-
Ing exercise in double-screen filmmaking
Sound. 33 min. Friday, May 21, 7:00;
Sunday, May 30, 5:00. T2

Diana's Looking Glass.' 1996, |taly.
Directed by Yervant Gianikian and Angela
Ricel Lucchi, Made from historic footage,
the filmmakers have reconstructed the
story of two boats built by Roman
emperor Caligula and discovered at the
the bottom of Lake Neml. 30 min.

The Law of Averages.! 1998 USA,
Directed by James Duesing. A vibrant
work of experimental animation. 15 min.
Die Honigbiene." 1997. USA. Directed
by Donna Cameron. Music by Pierre
Henry. An avant-garde animation, a
metaphor for the creative process, using

Quler and lnner Space. 1966, Directed by Andy Warhol

K
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as Its source images from the life of the
honeybee. B min. Saturday, May 22, 2.00;
Monday, May 31, 6:00. T2

The Last Clean Shirt." 1964, Directed
by Alfred Leslie. An early avant-garde film
that anticipated the structural film of the
1960s and 1970s, by the noted American
painter. 44 min,

10 Screen Tests.! 1966, Directed by
Andy Warhol. A selection of screen tests
featuring Dennis Hopper, Baby Jane
Holzer, Frangois de Menil, and Ivy Nichol-
son. Silent. 40 min. Saturday, May 22,
5:00; Sunday, May 30, 2:00, T2

The Interview.' 1997, Germany/USA.
Directed by Harun Farocki. Avant-garde
filmmaker Farocki turns his observant eye
on job interview training in Germany.
Video. 58 min. Sunday, May 23, 2:00;
Monday, May 24, 6:00 (screened together
with Drawing the Thinking Hand on May
24). T2

Drawing the Thinking Hand." 1998
France/USA, Directed by Judith Wechsler.
Through the work of artists from Leonardo
da Vinci to Jasper Johns, the film examines
how artists create drawings: preliminary
sketches, working out ideas, making
copies, and producing finished works.
Video. 56 min. Sunday, May 23, 5:00;
Monday, May 24, 6:00 (screened together
with The Interview on May 24). T2

For Fun (Zhao Le)." 1992. China
Directed by Ning Ying. A humorous and
sometimes sad picture of oider people in
Beijing who have a great love for the Bei-
jing Opera. In Chinese with English subti-
tles. 97 min, Friday, May 28, 6:00; Satur-
day, May 23, 5:00. T2

On the Beat (Minjing Gushi).t 1995.
China. Directed by Ning Ying. Cops who
are actually on the Beijing Police force
play themselves in the farcical story of
dog catching. In Chinese with English
subtitles. 102 min. Friday, May 28, 8:00;
Saturday, May 29, 2:00. T2
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Big As Life: An American
History of 8mm Films
May 6, 13; ongoing through May
2000

One of the most exciting artistic
developments in American cinema
of the last fifty years has been the
growing vitality of a moving-
image-making movement parallel
to but far removed from all other
kinds of films and videos.

Unnamed, critically unrecog-
nized, and generally unassuming
in intent, this often miraculously
inventive movement comprises
the countless films and videotapes
made with modest 8mm (regular
8mm film, Super 8mm film, and
Video 8) technical facilities.

A collaboration between the
San Francisco Cinematheque and
The Museum of Modern Art, Big
As Life covers the span of
achievement from the earliest
8mm practitioners to those cur-
rently working, with a focus on
implicit social and critical themes
as well as the figures who have
created substantial bodies of work
within their mediums. With few
exceptions, the works selected are
screened in their original formats.
Big As Life: An American History of 8mm
Filrms was co-organized by Jytte Jensen,
Associate Curator, Department of Film
and Video, The Museum of Modern Art,
and Steve Anker, Director, San Francisco
':f“l‘"'alheque. The program is accompa-
fied by a catalogue, edited by Albert
Kilchesty, that includes original essays by
and source materials from artists, critics,
and other professionals, and complete

fimographies of the artists included in

this two-year retrospective.
Please note: Program screenings are held
I The Time Warner Screening Room;
;;aﬂnx is limited to fifty, Tickets are avail-
“r: at the Lobby Information Desk on a
|nclL;dme‘ first-served basis, and are
e ;;1 In the price of Museum admis-

- After 5:30 p.m., tickets are free.

Big As Life 1999: Moving Out

With this second year of the
Useum’s large-scale retrospec-

tive, focus is shifted from films
that explore the private, intimate
worlds of 8mm filmmakers to
works that use small-gauge film-
making to interact with the world.

Eastern European Diary, 1988, USA.
Directed by Howard Guttenplan. 18 min.
Caracas Diary. 1978-79. USA. Directed
by Howard Guttenplan, 20 min,
Juarez Diary. 1993, USA. Directed by
Willie Varela. 33 min.
The personalized documentation of travel
as underfined by the inclusion of the word
“diary” in the titles is equally true for
both artists, though their artistic
approaches differ. Guttenplan employs a
method of “shooting in stride” editing in
camera, clipping off a few frames at 2
time; his films are spontaneous, immedi-
ate celebrations of color, texture, and
design. Varela is more contemplative in
fying a fugitive envi t before
he “shoots on the run"—in this case in
High 8 video. Total running time 114 min.
Thursday. May 6, 6.00. TWR

New York City Diary. 1974. USA
Directed by Howard Guttenplan. 16 min
C'est vral. 1990. USA. Directed by
Robert Frank. 60 min, This program
includes two works—aone filmed in
Super 8 and the other in 8mm video—
which use the swirl of forms and activities
of New York City streets as matenial for
personal investigation. Guttenplan discov-
ers a myriad of marvelous details in build-
ing facades, gates, sidewalk pavement,
and other specifically urban objects;
Frank trains his celebrated ey= on the
terrupted flow of humanity (including
chance meetings of friends) through a
rkable uri pted 60-minute shot
recorded in a lower Manhattan neighbor-
hood. Thursday, May 13, 6:00. TWR

Special Screening
Stan Brakhage: Recent
Acquisitions, 1997-98
May 11

R. Bruce Elder, filmmaker, profes-
sor, and author of the recently
published book The Films of

Stan Brakhage in the American
Tradition of Ezra Pound, Gertrude
Stein, and Charles Olson (Wilfred
Laurier University Press, Waterloo,
Ontario, Canada) introduces &
screening of recently acquired
films by Stan Brakhage.

Stan Brakhage: Recent Acquisitions,
1997-98 was organized by Laurence
Kardish

Stan Brakhage: Recent Acquisitions,
1997-98. Approx. 90 min, Tuesday, May
T, 6:15. T2

Cineprobe
May 3, 17; ongoing series

This forum with independent
and/or avant-garde filmmakers

s in its thirty-first season. The
series introduces audiences to
short films spanning several years
of an artist's work, or presents
their most recent films. Each
program is introduced by the
filmmaker, and is followed by a
question-and-answer session.

Cineprobe was organized by Laurence
Kardish and Jytte Jensen

Phil Solomon:

=..." (seasons), 1998-99. USA Phi
Solomon. Stan Brakhage's carvings into a
variety of emulsions are illuminated by
Solomon’s printing into seasonal rhythms
and textures. Inspired by the woodcuts of
Hokusai and Hiroshige. 15 min
Alternating Currents. 1398-99. USA
Phil Solomon. Stan Brakhage's hand
painted strips are modulated by
Solomon’s streams of light rushing verti-
cally into the projector gate, then beamed
horizontally onto the screen, awash in &
celebration of the dancing waters. 10 min.
The Twilight Psalms. 1999 USA Phil
Solomon. A series of short tone poems at
century's end, The Twilight Pralms are
elegies to a collective memory of sivered
moments of fluid time—etched, fixed.
then released into the air. 30 min. Mon-
day, May 3, 6:30. T2

Lana Lin:
Almost the Cocltail Hour. 1597 USA
Lana Lin. With Rebecca Lange, Becke Buf-
falo, Mark Chandler, and Samira Abbasy.
A nameless woman sets out to find the
of lane Bowles. the eccentric writer
active in New York and North Africa in
mmwm.mmmﬂm
Hour interweaves fact and fantasy with
introspective impressions that
mnmmmm‘u.w"
.pupenndmafpuﬂmmhm.
56 min. Monday, May 17 6:30. T2
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New Documentaries
May 6-7, 13-14, 20-21, 27-28;

ongoing series

Roam Sweet Home. 1996 USA
Directed by Ellen Spiro. Spiro hits the road
with her dog Sam to discover a loosely
connected group of nomadic senior citi-
zens that travel the countryside of the

This rre r Ll
dently made films and videos on
social and political issues and on
the arts. The works examine con-
temporary concerns in fresh, often
controversial ways.

New Documentaries was organized by
Sally Berger, Assistant Curator, Department
of Film and Video, and William Sioan

Witness to the Future: A Call for
Environmental Action. USA Branda
Miller, CD-ROM and video. Witness to
the Future |s a 1997 CD-ROM based on
Miller's 1996 video about environmental
c phes in three ¢ Han-

thwest in RV, The story of this life-
affirming group of Individuals and Spiro's
ruminations on aging are narrated by
Sam, who is also getting older. Sam's

script is written by Aflan Gurganus, author

of The Oldest Living Confederate Widow
Telfs All. Filmmaker present on May 13.
56 min. Thursday, May 13, & 30, Friday,
May 14, 3:00. T2

On the Heights All Is Peace." 1998,
Italy. Directed by Yervant Gianikian and
Angela Ricei Lucchi. Made from rare
newsreel footage, On the Heights Al Is
Peace is a meditation on war. Set in the
Alps on the 1216-1918 battlefront

ford, Washington; the San Joaguin Valley
in California; and Cancer Alley, Louisiana.
The program Includes a demonstration of
the CD-ROM as well as the screening of
Miller's documentary. Filmmaker present
on May 6. Apprax, 90 min. Thursday,
May 6, 6:30; Friday, May 7, 3.00. T2

Roam Sweel Home. 1996, Directed by Ellen Spiro

bet the Austro-+ Empire
and |taly in World War |, the film draws
on the original work of pioneer war-film-
maker Luca Comerio. Searching for the
experience of the individual soldier, the
work deconstructs propaganda imagery
71 min. Thursday, May 20, 6:30; Friday,
May 21, 3:00. T2

Roam Sweet Home. 1996, Directed by Ellen
Spiro :

Termite TV. 1999. USA. Dorothea Brae-
mer, Michael Kuetemeyer, Carl Lee, and
Anula Shetty. Equipped with a converted
school bus and a documentary circus tent,
Philadelphia-based Termite TV Collective
burrows across the continent, secreting
ten Living Documentaries along the way
These Investigative, interactive videos
grow from a simple theme, such as
money, age, or space. Made in collabora-
tion with local artists and audiences, the
films take on a life of their own. The first
two Living Documentaries premiere at the
Museum, the collective's first stop on this
journey to greet the millennium. Collec-
tive members present at both screenings.
Approx. 90 min. Thursday, May 27, 6:30;
Friday, May 28, 3:00. T2

Edward Ruscha. The Los Angeles County Museum on Fire, 1965-68 Oll on canvas, 53" x 11'1%" (1359 x 23391 cm). Hirshhom

Museum and Sculpture Garden, Smith . Washingt:
Hirshhorm Museumn and Sculpture Garden, Smithsonian Institution

New Exhibitions

Collecting in Depth: Drawings by Grosz,
Schwitters, Ernst, and Klee

May 13-July 20, 1999

Ronald S, Lauder Galleries, second floor

This exhibition highlights the Museum'’s holdings of
works by four artists active in Germany from the 1g1os
through the 1930s. George Grosz informed his politi-
cally caustic drawings with an anti-bourgeois senti-
ment fostered during World War I and its aftermath.
Kurt Schywitters, a pioneer in assemblage and col-
lage, transformed these art forms in works marked
T’.V a highly personal style. Max Ernst expressed his
ifreverence toward traditional forms through
drearqlike imagery infused with multiple levels of
meaning and personal references. In his watercol-
Ors and etchings, Paul Klee maneuvered freely
bcuvq’n figuration and abstraction, transforming a
hm:t:lidc orl'inlluences in compositions that cele-

¢ the quiet beauty of pure color and line.

Orga,
B,.‘,'“:IJ:(T; by Mary Chan, Kathleen Curry, and Kristin Helmick-
ek Luratonial Assistants, Department of Drawings

. DC. Gift of Joseph H. Hirshhom, 1972. Photo: Lee Stalsworth, courtesy

Continuing Exhibitions

Julia Margaret Cameron's Women
Through May 4
Edward Steichen Photography Center, second floor

This exhibition presents the work of the pioneering
Victorian photographer and portraitist Julia
Margaret Cameron (British, 1815-1879). Composed
of approximately sixty photographs from public and
private collections worldwide, this is the first exhi-
bition to closely examine Cameron's photographs
of women. Using her friends and family members
as models, Cameron created portraits imbued with
a rare psychological intensity.

Organized by Sylvia Wolf, Associate Curator of Photography,
The Art Institute of Chicago, Julla Margaret Cameron’s
\Women is coordinated for The Museum of Modem Art by

M. Darsie Alexander, Assistant Curator, Department of
hy. The exhibit s made possible by Amernican

Airlines and the National Endowment for the Arts

The Museum as Muse: Artists Reflect
Through June 1

International Council Galleries, first floor

Since the public museum came into being in ;h.c
late eighteenth century, artists have celclbr.;u?ed i
accomplishments while ruthlessly scrutinizing its
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dynamics and contradictions. A number of artists
have taken the concept of the museum as subject
matter, or even incorporated museological elements
and practices into the production of their art. The
Museum as Muse: Artists Reflect surveys the ways in
which artists mostly of the present century have
addressed the museum, confronting its concept and
function, commenting on its nature, drawing from
its methods, and examining its relationship to the
art it contains. The exhibition includes a wide diver-
sity of work by about sixty artists, including paint-
ings, sculprures, photographs, drawings, prints,
videos, online projects, and installations.

Organized by Kynastan McShine, Sentor Curator, Department

of Painting and Sculpture. A fully illustrated acc ying
publication with an essay by Kynaston McShine is avalable.

The exhibition is made possible by the Contemporary Exhibi-
tion Fund af The Museum of Modern Arl, established with
gifts from Lify Auchincloss, Agnes Gund and Daniel Shapiro,
and Jo Carole and Ronald 5. Lauder. The artists' commissions
are made possible by The Bohen Foundation. Additional sup-
port 15 provided by The International Council of The Museum
of Modern Art. The accompanying publication is supported
by The Andy Warhol Foundation for the Visual Arts. The
accompanying Web site and online artists' projects are made
possible by The Contemporary Arts Council and The Junior
Associates of The Museumn of Modem Art.

Projects 68: Willlam Kentridge
Through June 8
Garden Hall Gallery, ground floor

This exhibition features the world premiere of
William Kentridge's most recent film animation,
Stereascope (1998~99). Born in 1955 in Johannesburg,
South Africa, where he lives and works, Kentridge's
films are rooted in the landscape and social memory
of his birthplace; they obliquely evoke his country's
struggle to overcome the divisiveness of apartheid.
Organized by Lilian Tone, Assistant € urator, Department of

Painting and Sculpture. The Projects series is sponsored by
Peter Norfon

Sigmar Polke: Works on Paper, 1963-1974
Through June 16

René d'Harmoncourt Galleries, lower level

One of the most important and influential artists on

the European scene today, Sigmar Polke (b. 1941)
began hlzs professional career as 4 painter in 196
}’he exhibition assembles drawings from the cnsz.-
ing decade, most of which have never been seen :In
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Sigmar Polke. A-Man. 1963, Poster paint, 41% x 29%" (1051 x
74.8 cm). Private collection, Cologne. © Sigmar Polke

the United States. Ranging from small ballpoint
and felt-tipped pen drawings devoted to “Capitalist
Realist” imagery to a series of monumental works,
The Ride on the Eight of Infinity, the two hundred
works exhibited here illustrate all the themes and
techniques that Polke explored during this seminal
period of his well-known idiosyneratic style.

Organized by Margit Rowell, Chief Curator, Department of
Drawings.

This exhibition is made possible in part by the Anna-Maria and
Stephen Kellen Foundation and the Contemporary Exhibition
Fund of The M of Madern Art, blished with gifts
from Lily Auchincloss, Agnes Gund and Daniel Shapiro, and
Jo Carole and Ronald 5. Lauder. Additional support is provid:
ed by Sarah-Ann and Wermer H, Kramarsky. The accompany-
ing publication is supported by Jo Carole and Ronald S. Lauder

Mary Lucier: Floodsongs
Through June 20
Garden Hall Video Gallery, third floor

Floodsongs is Mary Lucier’s most recent video and
sound installation. In the spring of 1997, the people
of the region from Fargo, North Dakota, to Winnipeg:
Canada, experienced the destructive force of a vast

swelling of the Red River of the North. The resulting
floods destroyed or contaminated all that they
rouched, driving people permanently from their
homes and their belongings. In Floodsongs, the resi-
dents of Grand Forks, North Dakota, speak candidly
of their lives, and the simultaneous telling of their
stories, accentuated by electronic processing, creates
2 contemporary oratorio.

Organized by Barbara London, Assodiate Curator, “"F’ Sally
Berger, Assistant Curator, Department of Film and Video.

This exhibition Is made possible by an ) dornior and
The Contemporary Arts Council of The Museum of Modem
Art. The was ¢ ioned by the North Dakota
Museum of Art

Alfred Hitchcock: Behind the Silhouette
Through August 17
The Roy and Niuta Titus Theater 1 Lobby

Alfred Hitchcock created a form of cinema that was
an alchemical mixture of sensation and subtlety,
blinding light and warning shadows, the unexpected
thythm of shots and the dramatic tension of irre-
sistible actors. He was also a profound and disturb-
ing critic of the American social fabric, as Strangers on
a Train, Rear Window, Vertigo, Psycho, The Birds, and a
dozen other masterworks attest. The exhibition pays
tribute to the many facets of Hitchcock’s persona:
director, producer, showman, artist, and, just as
important, man of copious wit and attention to detail.
Itincludes rare family photographs, telegrams and
studio memos, architectural drawings, storyboards,
and letters from such favored Hitchcock actors as
James Stewart, Joan Fontaine, and Grace Kelly.
Organized by Mary Corfiss, Assistant Curator, Department of
Film and Video, with the assi e of Jan-Christopher Horak,

Director of Archives and Collections, Universal Studios, and
Fatricia Hitchcock O'Connell.

The exhibition and the acc ying film pective are

Made possible by Banana Republic. They are p d with

:: *8lp of the National Film and Television Archives, London,
"versal Studios, and Warner Bros./Turner Entertainment Co.

Collection Exhibitions

S
ight Gags: Caricature, Grotesque, and Wit in

M
Z odern and Contemporary Drawing
hrough May 4

Ro
Nald S, Lauder Galleries, second floor

From Marcel Duchamp to Mike Kelley, artists have
used a range of strategies to make us laugh. This
exhibition examines the important role that humor
has played in twentieth-century drawing. It includes
examples of satirical sketches, grotesques, straight
comic illustration, and visual puns from the
Museum’s permanent collection of works on paper.

Organized by Laura Hoptman, Assistant Curator, Department
of Drawings.

Pop Impressions Europe/USA: Prints and
Muitiples from The Museum of Modern Art
Through May 18

Paul J. Sachs Gallery and Tatyana Grosman Gallery,
third floor

Pop art swept across the industrialized world from
the late 19505 through the early 1970s. It was icono-
clastic, rebellious, and unlike any other movement
of the twentieth century in its almost immediate
popular, if not critical, acceptance. This exhibition
of approximately one hundred works highlights
printmaking's vital role within the Pop aesthetic
and the concurrent resurgence of interest in printed
art, screenprint in particular, in Europe and the U.S.

Organized by Wendy Weilman, Associate Curator, Department
of Prints and Illustrated Books.

The accompanying publication is made possible by a generous
grant from the Contemporary Exhibition Fund of The Museum
of Modern Art, established with gifts from Lily Auchincloss,
Agnes Gund and Daniel Shapiro, and Jo Carole and Ranald S.
Lauder. The accompanying brochure is made possibie by The
Contemporary Arts Council and The Junior Associates of The
FA of Modem Art. Additional support is provided by
Marc A Schwartz and Lee and Ann Fensterstock

Public Programs

Special Exhibition Programs

Tickets for all Special Exhibition Frograms are 88,.
members $7, students and seniors 35, and are avail-
able ar the Lobby Information Desk. Both programs
will be held in The Roy and Niuta Titus Theater 2.

A Round Table for Sigmar Polke
Tuesday, May 4, 6:30 pm.

Presented in conjunction with Sigmar Poﬂ:c ‘fvarts on
Paper, 1963-1974, this panel discussion will include
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Bice Curiger, Editor-in-Chief, Parkett, and Curator,
Kunsthaus Zrich; Richard Flood, Chief Curator,
Walker Art Center, Minneapolis; Charles W. Haxt-
hausen, Faison-Pierson-Stoddard Professor of Art
History and Director, Graduate Program in the History
of Art, Williams College; and Martin Hentschel,
Director, Wiirttembergischer Kunstverein, Stuttgart.
Moderated by Margit Rowell, Chief Curator, Depart-
ment of Drawings, and organizer of the exhibition.

The Imagined Museum
Tuesday, May 18, 1999, 6:30 p.m.

Presented in conjunction with The Museum as Muse:
Artists Reflect, this panel discussion will include
Mark Dion, artist; James Fenton, Professor of
Poetry, Oxford University; Susan Sontag, novelist
and essayist, and Lawrence Weschler, author of Mr.
Wilson's Cabinet of Wonder and staff writer, The New
Yorker. Moderated by Linda Shearer, Director,
Williams College Museum of Art.

For more infarmalbion, please call the Department of
Education at (212) 708-9832

Conversations with Contemporary Artists

This program offers a unique opportunity to talk
informally with cc porary artists. S 15 begin
at 6:30 p.m. on Friday evenings in The Edward John
Noble Education Center before moving into the
Museum's galleries. A reception follows.

Seating is limited. Tickets are $5, free for students
with current [D, and are available on a first-come,
first-served basis beginning at 5:30 p.m. at the
Lobby Information Desk.

May 7 Simon Ungers
May 14 Mary Lucier

This program 15 made passible in part by The Contemporary

Arts Council and The Junior Associates of The Museum of
Modern Art

Brown Bag Lunch Lectures

Drop by the Museum for informal lectures on modern
art on Tuesdays and Thursdays from 12:30
Ihere is no advance registr;

Lunch Lectures. Admission is $5 at the door. Enter
the Museum

o .
noe 3L 18 West 54 Street. Lectures are held
In The Edward John Noble Education Center. You

=1:15 p.m.
ation for Brown Bag

£l
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are welcome to bring your lunch or to use a discount
voucher (receivable upon admission to the lecture)
to dine in the Garden Café or at Sette MoMA.

May 4, 6 “Exploring Matisse: | tigating Four Paintings in
the Museum Collection” Lecturer: Steven Zucker

May 11, 13: "Art, Entertainment, and Ideclogy- German Film
Posters, 1918-1945" James Latham

May 18, 20: “Painting Now: Pop Surrealism " Aruna D'Souza

May 25, 27; "Painting Now: The New Color Field "
Aruna D'Soliza

For more information about Public Programs, please call the
Department of Education at (212) 708-9781,

Family Programs

Family Package: Art Safari

Available when purchasing Museum admission,
Family Package: Art Safari is $11.50; it includes
Museum admission for one adult and up to four
children ages five through twelve, and one copy of
Art Safari; An Adventure in Looking, For Children and
Parents at The Museum of Modem Art, by Joyce Raimondo.
Additional adult admissions are $8.50 each. Art
Safari invites children and adults to explore the
Museum's painting and sculpture collection togeth-
er; it highlights eight artworks that feature animals
and encourages families to look, question, and talk
about what they see. For further information, please
call the Department of Education at (212) 708-9805.

loyee Raimondo, Family Programs Coordinator, guides a discussion

with families participating in the Saturday morning One-at-a-Time
series

Series.Folder:

MoMA Exhs.

Gallery Talks: One-at-a-Time

Guided walks through the Museum's galle?ies
introduce children ages five to ten and their adult
friends to the richly varied world of modern art.
gessions are held on Saturdays from 10:00 to 11:00
a.m., 2 half-hour before the Museum opens to the
public. Admission is 85 per family, members $3, no
i preregistration. Enter the Museum at The Edward
John Noble Education Center, 18 West 54 Street;
sign in at g:45 a.m. The upcoming program is “Art
Under the Sun: The Sculpture Garden” (May 1).

Family Prog are made p ble by generous grants from
The Herbert and Kitty Glantz Foundation, the J. E and 7. 8.

! Butler Foundation, Agnes Gund and Daniel Shapiro, David
Rockefeller, Jr, the Edward John Noble Foundation, Conseca
Services, LL.C., New York Life Foundation, and Mr. and Mrs
Murray L. Nathan. Additional support is provided by Christina

r R Davis, the Harriett Ames Charitable Trust, Bloomingdale's,

i and Andrew and Denise Saul,

For further information about Family Programs, please call
(2712) 708-9805.

Free High School Programs

Saturday High School Films

Explore ways of looking and thinking about modern
artand film with other students from New York City
high schools. Meet in the lobby of the Museum at 11
West 53 Street. Sessions begin at 10:00 a.m.

Program 2. A Woman's Place Is ...?
May 1: Gloria (John Cassavetes)

Program 3: Tough to Be Cool: Teens on Film
May 8: Rebel Without a Cause (Nicholas Ray)
May 15: Dogfight (Nancy Savoca)

May 29 Ordinary People (Robert Redford)

This program is made possible by a generous grant from
Margot and John | Ernst.

After Schog) Hours with MoMA

: i’}l; ;r::gr;m ctffers 4 unique opportunity .tbr high
relation :u ;m o Modis coletint
thmughgo: Nosc Ofuthir Fkutal ateone
Congistg (3’{ s YDIF'( City. Bach thematic program
*% Ot tour sessions led by a museum educator.

Far More
the Depy Information about High School Programs, please call

artment of Education at (212) 708-9892

Jimmy Cobb's Mob: Richard Wyands, John Webber, smmy Cobb
and Peter Bernstein. Photo: Robert Rowen

Jazz at MoMA

Jazz at MoMA features established musicians and
emerging artists performing a variety of jazz stan-
dards, as well as original compositions reflecting
the rends and vitality of the contemporary jazz
scene. Live jazz is presented every Friday evening

in the Garden Caf¥, Sets are performed at 5:30

and 7:00. Jazz at MoMA is included in the price

of Museum admission, which is pay-what-you-wish
on Fridays from 4:30 to 8:15 p.m.; for further infor-
mation, please call (212) 708-9401.

May 7: Mike LeDonne Trio. Mike LeDgnne, piana; John
Webber, bass; Joe Farnsworth, drums

May 14: Tim Horner Quartet. Tim Hoener, drums; Joe Locke
vibraphone; Vic Juris, guitar. Chris Berger, bass

May 21 The Fable Knights with Jimmy Cobb's Mob featuring
Doug Lawrence. Jimmy Cobb, drums. Doug Lawrence, tenor
saxophone; Richard Wyands, plano. Peter Bermstein, guitar
John Webber, bass

: ndsay Quuartet. Erica Lindsay, tenor saxo-
myns;s;i:ﬁl:Jan\ tuba, baritone saxophone, penty
whistle: Francesca Tanksley, piano; Brad Jones, bass
Newman T Baker, drums

Jazz at MoMA & made possible i part by grants from Thr“

1!
Fan Fox and Leslie R Samuels Fourdation, inc Ammer: il
Exchange, and The Mary Duke Biddle Foundatron P

vided by Baldwin Piano, New York, N.Y

37



also performed on Thursday and Saturday
om 600 fo 10,00 pm. at Sette MoMA. For
212) 708.9710.

reservations, pleate call

The Party in the Garden

Dance under the stars in The Abby Aldrich
Rockefeller Sculpture Garden on June 16 at The
Party in the Garden, the annual benefit that pro-
vides essential support for the Museum through
its Annual Fund. This year’s party honors Kitty
Carlisle Hart, the legendary actress and singer,
whose contributions to the arts include her long-
time leadership of the New York State Council on
the Arts. The evening begins at g:00 p.m. with
music, cocktails, and savories and sweets. Tickets
are $150 each. For anyone wishing to enjoy cock-
tails and dinner beginning at 7:00, individual tick-
ets start at $1,000. For more information, please
call the Department of Special Programming and
Events at (212) 708-9680.

Mondays at MoMA

Enjoy intimate guided tours of MoMA exhibitions
after public hours, followed by wine tasting and live
piano music in Sette MoMA. It's a great way to meet
other art lovers and friends, while learning more
about current shows. Programs continue monthly
through December. Tickets are § 39 per person,
members $27. For further information and to make
a reservation, call (212) 708-9403.

M, ay 3

6:00-7:00 p.m : Guided tour of the exhibition Pop Impressions
£ e/ USA

7.00-8:00 p.m.: Bubblest Wine tasting of (’hdmpagur and
Spumante

New Publications

The Museum as Muse: Artists Reflect

2. For some two hundred years

A upon the public museum with
* of reverence, complicity, suspicion, and

In this book, which accompanies an exhi-
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bition on view through June 1, artists of many
persuasions speak their minds about museums,

their functions and spaces, their practices and
politics, and their relationship to the art they con-
tain. More than sixty artists are represented by a
wide range of works: photographs of museum

patrons by Henri Cartier-Bresson and Elliot Erwitt;

“personal museums” and “cabinets of curiosities”
by Charles Willson Peale, Marcel Duchamp, and
Claes Oldenburg; fantasies of the destruction or
transformation of museums by Hubert Robert,
Edward Ruscha, and Christo; and much more,
including works created especially for this project
by contemporary artists. A bibliography and an
anthology of statements and writings by artists
about museums is included.

This publication is supported by The Andy Warhol Foundation

for the Visual Arts

33107, 296 pages; 114 color llls,, 132 biw
091. Cloth. $50, members §45
092. Paper, $24 95, members $22 45

M B

Store, or mly be ordered by calling (800) 793-3167.

Visit The MoMA Online Store at www.momastore.org-

ions are available at The MoMA Book

um as Muse: Artists

(190.2 x 233.1 em). Museum of Fine Arts

Struth C-pont
Beal Acquitision

up Fund. Photo: & Thomas Struth, Duuﬂdmi murtrw F'\u-rum of Fine Art, Boston

Ev nings at t

Menibers and their guests are offered the opportu-
nity to examine special exhibitions during non-pub-
lic hours. Each evening begins with a guided tour of
the exhibition led by a Department of Education
lecturer, A delightful three-course dinner follows in
TIZ:E MoMA, the Museum restaurant overlooking
Abby Aldrich Rockefeller Sculpture Garden.

Fee ,
€¢lineludes dinner): members $60, gue

P
n;;mp"““mns Europe/USA: Prints and
Ples from The Museum of Modern Art

Ty
6%, May 11, 6. 30 t0 9:00 p.m. Code 347.

The Museum as Muse: Artists Reflect
Monday, May 24, 6:30 to g:00 p.m. Code 349.

r look at The Museum as Muse m\rs_ ,
Reflect in a pair of programs that study tpi g,\h: i-
tion in greater depth. Ex 1ch evening begins in the
xhibition galleries as a Department of
Education lecturer expands on issucs explored in
the exhibition. Following the lecture, members

2 three-course dinner in Sette MoMA.

Take a cl
special e

enjoy

ree (includes dinner): members $60, guests
of two $100. Code 350.



The Museum in Use

This talk explores the interrelationship between
artists and the museum as seen through pho-
tographs of the museum in use: works by Roger
Fenton, Henri Cartier-Bresson, znd‘Thomas Struth;
“personal museums” created by artists such as
Marcel Duchamp, Claes Oldenburg, and Joseph
Comnell; and explorations of museums of natural

history.

Tuesday, May 4, 6:30 to g:00 p.m.

Museum Transformations and Politics

This lecture examines the museum as a cultural icon
that has been altered, manipulated, or transformed
by artists such as Edward Ruscha, Jan Dibbets, and
Christo, and reveals how others, such as Sophie
Calle, Fred Wilson, and Kate Ericson, have chal-
lenged the museum’s social and political dynamics.

Monday, May 17, 6:30 to g:00 p.m.

Members Study Tour

Exploring the Hudson River Valley: The Rocke-
feller Art Collection at Kykuit and Union
Church

Saturday, May 22, 10 a.m. to 6 p.m.

This day-long excursion to Kykuit starts with a NY
Waterway cruise on the Hudson while a guide high-
lights stories of the spectacular Hudson River Valley,
an inspiration to artists for over two centuries, After
luncheon on the grounds of the Rockefeller estate,
members visit the Union Church to view the Marc
Chagall windows and the rose window designed by
Henri Matisse in memory of the late Abby Aldrich
Rockefeller. A private tour of Kykuit, John D,
Rockefeller’s magnificent country house and
gardens, follows, The 1908 residence, designed

by Delano & Aldrich and William Welles Bosworth,
features paintings by artists such as Pablo Picasso,
Edgar Degas, and Georges Braque. The sculpture
collection, located in gardens thar blend Italian,
French, and English styles, includes pieces by
Isamu Noguchi, Henry Moore, and David Smith,

Fee (includes transportation, lunch, and refresh-

T gUeSts $145, Cade 351,

FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Family Fun: Art Safari
Sunday, May 2, 9:00 t0 10:30 .m.

Members and their children are invited to discover
whimsical animals in artworks by such masters as
Pablo Picasso and Henri Rousseau. The morning
begins with continental breakfast, followed bya
gallery tour by Joyce Raimondo, author of Art Safari.
An Adventure in Looking, For Children and Parents qt

The Museum of Modern Art. Chill evelop observa-
tion skills by looking at the wo sking ques-
tions, and discussing what they see. For children
ages 5-12. i

Fee (includes breakfast and one eopy of Art Safari);
member and one child $45, additional children $5.
Code 352.

To register for these programs please call
(212) 708-9848.

ﬁ

Members Discounts

¥
Restaurant and Café ;
Sette MoMA, the Museum'’s restaurant, offers all *
members a special 10% discount on lunch and
Terrace fare, and a 20% discount on dinner.
(Alcoholic beverages are excluded.) Members may
also take advantage of a 10% discount in the Gard;
Café at all times.

N

GOOD DESI

Shopping

Members receive a 10% discount on all books,
reproductions, and gift items available at The
MoMA Book Store and The MoMA Design Store;
Benefactor members receive a 20% discount.

Parking

Members receive reduced parking rates at T he,lsﬁ
Garage. You may enter the garage at two locations:
101 West 55 Street between Sixth and Seventh
Avenues, directly across from City Center, OF 10141
West 54 Street between Sixth and Seventh Avenues,
next to the Ziegfeld Theater. The members fee for
two hours is $11.50; for four hours, $14; and for up
to twenty-four hours, $22. Parking ticket stubs
must be validated during regular Museum hours, a
the Lobby Information Desk or at the Membership
Services Desk.
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mi:n:;;'b:;“‘u ;“‘" High Kl o haif-empty'f It depends on which glass you use—and your attitude.
nion graduates Christopher Evans and Victor Wong, 31434 6'4"h. Set of two. $32

—-—'_'_'_'__\\
A selection of favorites from noted design firm M&Co. Designers T'_w Km‘:’m;;gmgd 1r.: 1
Designed by Charles and Ray Eames in 1950, Smal g el tvered: an, Maita Kalman, and AlexanderIsley have created the watch faces, which rane io |
Pplywood edge, and zinc- G ! :un‘mh Iau‘1d low, mlnth Baltic birch top, layer have leather bands; wall clock has aluminum case. o Watch $175
; Rl 3 X15%2w x 13%2"d. $140 yee o | 31902 Bang Watch $175 31903 Bodoni Watch $175 71162 4”"": S
o : Nginal 1955 Swiss Railway clock design by Hans Hilfiker. Pocket watch 80 0ne 4 Watch 3175 31900 12" Wall Clock $95 31901 25 Wall Clod
 support the dlock. Wristwatch and pocket watch are water- ' '

:;;:e'ﬂlumm.

EAMES WIRE-BASE TABLE.

quartz movement. : :
; 31889 Clock, 1¥sd x 5" diam. $150 .




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

 The Museum of Modern Art Archives, NY MoMA Exhs. 1828.256

gh il
"L

NELSON BUBBLE LAMPS, . ] ) ) ! 1 containers.
#3. Steel-framed hanging lamps with vinyl webbing cast a soft, even glow: Designed in 1952 bY HEBON Vases. New shapes offer more flower-arranging options in our d N

George Nelson direct: i S : :
1998 wm-m..?‘:&.. ofdeSignforthe Herman Miller Company. Produced until 1979, they were reissued n ‘:eﬂsned for MOMA by Peter Hewitt. :
! 1283 Flora, 6 x 8%w x 1%°d. 565 31244 Low Centerpiece, Thx 14wx1¥'d. 875

31819 Saucer, 9% h x 25 diam, :
~ SN x25tdiam. 31818 Cigar, 19h x 13" diam. 31817 Ball, 20" diam. $330 each
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(BELLINI cHAIR. A new technological feat: This comfortab
nf._unerr_nl'c_lid piece of technopolymer resin, Designed oby MI:' i L
33%hx 17%w x 18%4d. 31052 Ivory 31053 Light gray (sh

UTILITY LAMP. You can lean it, hang it, or hold it. pesi
: esi
polycarbonate. 31527 21h x8Y," diam, 16’ cord, $79 e

priced chair is made
er.

Flos; Madei el of

RUBBER RADIO. Award-winning, battery-operated AM-FM ragj

Marc Berthier in 1998. 31363 3h x 5w x 11, 365 . 10.is completely cased i rubber. Designed by

: Newson
UISH pocrop, Self-contained dish rack drains into its detachable base, noten the counter. Designed by Marc

n
1938. Made of molded plastic. 31292 4h x 152w x 18Y4"d. $68
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Ubble-textur

K ed underside. Designed by Goran Warff in 1985.
“41 Bowl, 10%:" diam. $52.50 31542 Plate, 121" diam. $57.50
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The Museum of Modern Art
11 West 53 Street New York, New York 10019

DO NOT RETURN ANY UNDELIVERABLE MAIL

DATED MATERIAL
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67.43.1-70 S-12, 429 (3.54)
HcHanp taxcel - (1935-41) Leather valise containing pochoir reproduction with

o LL Y .
Box in a Valise (Bolte-en-valise). .
autograph correction, miniature replicas, photographs, and color reproductions of works by Duchamp.

J16.%x 15 x 4" (40.7 x 38.1 x 10.2 cm). Museum of Modern Art, James Thrall Soby Fund.
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6 de ou par MARCEL DUCHAMP c.ujROSE SELAVY
The seven series of Boites, 1941-1968

Boite-en-valise— Series A

Paris 1941 — New York 1942-49, 20 copies (plus 4
hors sérig). Signed: “Pour [name] ce M /A_X de
vingt boites-en-valise contenant chacune 63 items el
un original de et par Marcel Duchamp [place and
date].”

Dimensions: approximately 39 x 35 x8cm/ 1_5 x14
x 3in. (box): 41 x38x105cm/16x15x4in.
(valise)

See also Pan 5, p. 257.
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Boite - Series B

Paris 1941 - New York 1942-54. 60-75 copies, 10-
15 of which include the valise,

Paris 1941: the plan of numbering the standard
edition of Boite and making a leather-covered outer
case - instead of a valise — was probably never
carried out except for two of three copies.

From 1842 the Boile was issued in New York
withou the outer comainer and numbering. Signed
in some copies: "Certe boite doit contenir 68 items
Marcel Duchamp.” Glissidre ominted.

In 1852 15-20 more Bofles were assembled in New
York, the majority of which incotporated a valise, In
most cases the signature incorporated a personal
dedication: 'Pour [name] cetie boite contenant 68
items Marcel Duchamp New York 1952
Dimensions: 38 x 35x8cm /154 x 138 x 3.1 in.
(box)

Boite - Series C

Paris 1958. 30 copies

Outside linen (natural colour), lining grey-
Ingres paper.

Unsignad.

The Boite was 10 contain 68 items.

Also a general label for the Arensberg Collection
pasted in1o a black folder. From December 1954
onwards, lliazd (llia Zdaneviich) worked on the
Boite. The series was completed early in 1958.
Dimensions: 40 x 38 x9em /157 x 15x 3.5 in.




Boire -

Paris 1866. 75 copies.

Outs! ed leather. lining red linen.

The containers di n minor ways Trom those for
Series C-E; the design changes were made by
Duchamp himseli. Produced in Milan under the
supervision of Arturo Schwarz. they conained 12
additional reproductions of works, p d betwesn
1963 and 1965 and mounted on 3 loose bl k
{olders. The Boiles thus now contained B0 instead of
68 items.

Signed: ‘Marcel Duchamp.’

Dimensions: 41.5x 385x 99cm /16 3x152x39
n

&- Series G

Paris 1968, 47 copies

Outside green leather. lining green linen.

The Boile was 10 contain B0 items.

The grey card behind § moules mélic was now
omined and pliant, . . . 0@ voyage was smade
Stamped signature: ‘Marcel Duchamp. Signed by
Teeny Duchamp

Dimensions and construction identical 10 Saries F

Series D-G, 182 copies in all, were assemibied in
Patis by Jackie Monnier.
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Boite - Series E

Paris 1963; 30 copies

Ouiside dark green linen imitation leather, lining hight
green Ingres paper

The Boite was 1o contain 68 items

10 contain 68 items Signed in blue ballpoint: "Marcel Ducham;_a.'
nd construction identical 10 Series C Dimensions and construction almost jdentical 10
Series C
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I/XX Peggy Guggenheim

our Peggy Guggenheim o

] en- Vi

Ovattof signatice 1ext 12 w72 5em /47 x & Bn aDpros Bolte-en-vatise No | XX photogiaphed by Bsence Abbcn for 1he
New York 1842 catatogue An of Tha Century. New York 1842

wace origingl
Marcel Duchamp 1837
Collection Peggy Guggenheim Fourzztion
Venice

Peggy Guggenheim bought No. 1200 with
Roché asimermediary. in January 1841, S~s 100k
t with her 10 New Yotk in the summer ¢f 1241,
and it was photogrephed by Berenice Atzont for
1he catalogue of her collection (Bib. 1361 ahich
sppeared in April 1942_A1the opening ex=.ition
of Art of This Century, in October 1841, it was
shown in 3 special dsplay designed by Fraderick
Kiesler




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MoMA Exhs. 1828.256

The Museum of Modern Art Archives, NY

0/%XX Mary Reynolds

Signature  pour Mary Reynolds 2 no. 0 de
vingt boites-en-valisz conlenant
chacune 69 items er .n original
et par Marcel Ducharo
Paris mai 1841 -

Original Sonaste
Collotype. hand-colc.red,
235x18cm (9.3x71 in)
black velvel passe-paoul.
signed
coloriage onginal
Marcel Duchemp 1953

Collection An Institute of Chicag2
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11/ %X Georges Hugnet

Signature

Onginal

Collection

pour Georges Hi

de vingt bolres-en-v

nant chacune 63 items
ginal

et par Marcel Duchamg
Paris mai 1941 -

Grand Verre

Collotype on cellulod, ==
coloured
37.5x235¢cm (148 xE3
black velvel passe-panc ..
signed:

coloriage onginal

Marcel Duchamp 193
Scottish National Galle®
Modern Ar, Edinburgh
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/XX Henri- Pierre Roche

Signature pour Henri-Pierre Roche c2 n
Ill de vingt boites-e.
tenant chacune 69 ile
original
et par Marcel Duchamg
Paris 1841 [7)
Portrait da joueurs d'écrszs
Collotype,
189 x189cm (74x%x7= n)
hand-coloured. black ve .21
passe-partout, signed:
coloriage original
Marcel Duchamp 1937
Collection Galleria nazionale d'ans
moderna. Rome
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V/XX Bernard Reis

Signature Pour Betnard Reis ce no. |
vingl boiies-en-valise ¢
chacune 69 nlems e
el pat Marcel Duchamp
New York September 1947
Mariée
Collotype. hand-coloured
305x193cm (12x76 -
signed
coloriage original
Marcel Duchamp 1937
Collection José Mugrabi
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VI/XX Sidney Janis

Signature pour Sidney Janis ce nc
vingt boites-en-valise
chacune 69 items et ur :
el par Marcel Duchamgp
New York Sepr 1842 -

C"ngl'\aE
Collotype. hand-colourzz
32x196em (126x7 " 1)
signed
coloriage original
Marcel Duchamp 1937

Collection Sidney Janis, New York
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VII/XX Elisabeth Paepke

ginal
et par Marcel Duchem,
New York Dec
Grand Verre (|
Collotype on cel
coloured,
19x235em (75x93 -
signed
coloriage origingl
Marcel Duchamp 1938

Collection Private Collection, Woocs Je.

Calif
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IX/XX Museum of Modern Art

Signature pour le Museum of Mczarn Art
ce no. IX de vingt bo en-
valise contenant chac_—2 69 e
items et un original One-Man Show
et par Marcel Ducharm= in Suitcase
New York Jan 1543
Grand Verre (upper he *
Collotype on celluloid. ~and-
coloured.
19x235em(7.5x9 2 n).
signed:
coleriage original
Marcel Duchamp 193€
Collection The Museum of Mode = An,
New York
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0/XX Katherine Dreier

Signature pour Katherine Dreier ¢z no. 0 de
ving! boites-en-valise ¢z 1enant
chacune 69 items el ur zriginal
€l par Marce! Duchamp
Marseille 1942 New Y« Feb
1943

Original Tum'

Collotype, hand-colourss
53x24cem (21x94 ~)
signed

coloriage original

Marcel Duchamp 1938

Collection Yale University An Gali
Haven, Conn, (since 1¢




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

. Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs. 1828.256

0/XX Walter and Loy Arensberg

Signature

er par Marcel Duchar=

New York April 1943 -

Vierge

Collotype, hand-colo. =4,

3N 2x20ecm (123x73in}).

signed

modéle coloriage

Marcel Duchamp 1953
Collection Philadelphia Museum =< An
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0/XX Kay Boyle

Signature pour Kay Boyle ce nc
boites-en-valis
cune 69 items
el par Marce!
New York 1943
Grand Verre (lox
Callotype on cellulsiz ~and-
coloured,
19%x235em (7 5
signed
coloriage onigingl
Marcel Duchamp 1832
Collection unknown

This Boite-en-valise came onie 1h
the early 19605 and was acql
atter the Pasadena exhibition in
photograph was 1aken for the ca ue of 1 e iox Laws e fom of 0y MbCR
exhibition of the Mary Sisler C Not seen
and/or less seen from or by Marcel J.champ or
Rrose Sélavy (1965, Bib. 72). Th: Soite-en-
valise vwas shown in that exhidition. and in The
almost complere works of Marcel-D.ochamp, &t
the Tate Gallery London (1966, Bib. 73)

Its present whereabouts are unkncan.
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X/XX Julien Levy

Signature

et par Marcel Duchar =
New York jan 44
Onginal La Fourchene du Cavs ar
card. cut out, with ch-z<en wire
insened. signed
Marcel Duchamp 1823
Collection Maong Art Gallery, Tok. S

The original here is the full-size mag.-te for the
back cover of VWV, Almanac for 1947 “lew York,
March 1943, where it was billed z& “he Twin
Touch Test' (Bib. 65, pp. 516-17) When he
enclosed it in Julien Levy's Bofz-2n-valise,
Buchamp added an inscription, writ:s= through
the chicken wire after assembly: La Fc. 'chette du
Cavalier (The Knight's Fark)

The Knight's Fotk is @ chess positic~ in which
the knight anacks wo opposing piecss at once.
Duchamp’s erotic wansposilion of 1F & situation
needs no further explanation.
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XIN/XX Mana

S gnature none

Original untitled
head. axillary and pubic Fz*
1aped 10 the reverse of a £ zce of
Plexiglas.
19x15em/7.5%x58in
signed: MD 1846

Collection Private Collection, New Y =k
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XIV/XX Teeny Matisse
Signature pour Teeny Matisse ce nc XIV/
XX de vingt boites-en-va. 2
contenant chacune 69 ite~s el
un original

&t par Marcel Duchamp

New York 1948

2 personnages et une au!s
(étude). 1912

pencil on paper,
3x29cm/134x114 -
signed

Marcel Duchamp 12
Collection Private Collection, Paris

This drawing is formally close 1o 2 nus - ‘orr et
un vite and 10 the drawings for Le roi ¢ 'z reine
traversés de nus vites, and thus probat’, dates
from the early part of 1912, For the 1£73-74
Duchamp retrospective in Philadelphia 2-2 New
York, the drawing was removed from Eci2-en-
valise No. XIV/XX, and in 1987 itwas rep'zzed by
a coloriage original of 33 West 67th, Ne.s-York
(1917-18)
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XV /XX William Nelson Copley

Signature pour William Nelson Ccz 2y ce
no. XV de vingt boites-z--valise
contenant chacune 69 :2ms et

un oniginal

el par Marcel Duchamg

N.Y. 1848

Padiock

8
leady-made. signed (?

-
R

According 1o information from Willis ¢

the bicycle padlock with its long shack

attached 10 the lid of 1he valise, as are

oniginals, bul glued 10 the lid of the

centre. of the lenter M. The photo

tentative atlempt a1 reconsiruction
Boite-en-Valise No. XV/XX is believes 10 have

been lost. as is No. XVI/XX, for John

Together. Copley and Ployardt ran 1b¢ Copley

Galleries, in Beverly Hills, in 1947-48.
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XVII/XX Yale Art Gallery

pour Yale Unive
de

ink on paper, diam

2.6 in., mounted
ollection Yale University Art Galle

Haven, Conn

This Boite s bought by Yale from
Matta-Kane, who was in charge of ass
distribution from 1947 1o 1852, Ducha
had a valise made.

A
A
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XVIN/XX Héléne and Henri Hoppenot
S-gr\am:e

valise contenani ch
items et un origin.

el par Marcel Duchsmp
New York 1848
Réflection 4 main 1
pencil en pape
235x165¢cm /
signed

Marcel Duchsmp 154
Collection Private Collection. Paris

The drawing. Réflection 4 main (Hand
lion), incorporates a circular cut-oul, diz
em or 2.35 in., with @ mitror behing it
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XIX/XX Marguerite Hagenbach

Signature pour Marguerite Hagenbszn ce
no. XVIli de vingt boites- 2
valise contenant chacune £9
nems et un original et par "'arcel
Duchamp
New York 1848

Original L'Ombre sans cavaliar, i
and thinned india ink (an
on paper,
21x18em /B3xT71in
signed.

Marcel Duchamp 1948

Collection Kunstmuseum, Basel

The title of the ariginal may be translaiec 25 The
Shadow Without & Knight.

Marcel Duchamp Chess Symbol (Knipht). pochar and
brbrush 10w 15 em /395 75 in., New Yok 34 Jung TELT
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XX/XX Stedelijk Museum

vingt b
nant chacune 69 it
ginal et par M.
Duchamp New Y
Un des 3 1émo
pencil on trac
26x17cm/
signed
Marcel Duchamp ver,
Collection Siedelijk Museumn, Am
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941-42 and 1952 Cor s reproductions in miniature of the works of Marcel Duchamp,
4% Collection: Ly ind Harris Lewis Winston (Dr. and Mrs, Barnett Malbin), New York

Macce| Puche ,..,_ ( ,\J‘f © CRowWN . 157 +)
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Kynerbm  McShve (Ouil: PLL Mur 4 A

jects: a fishbowl. a light bulb, a balloon.

The Rotareliefs appear in the Duchamp se-
quence of Hans Richrer's film Dreams That
Money Can Buy, and also in Jean Cocteau’s
film The Blood of a Poet.

157. DOOR FOR GRADIVA, 1937 { Paris)
Replica of 1968 after destroyed original
Plexiglass, 78 x 52 in. (198 x 132 cm)
Inscribed lower right: Marcel Duchamp/ 1968
Car: L172,530

Collection Dieter and Miriam Keller, Stutt-
gart

Duchamp designed this glass doorway in the
shape of a pair of lovers for André Breron's
gallery Gradiva at 31 Rue de Seine, Paris.
The original was destroyed av Duchamp’s
request afrer the gallery was closed. The
plexiglass replica was made for the exhibi-
tion "Doors” at Cordier & Ekstrom, Inc,,
New York (March 19-April 20, 1968). A
pencil skerch by Duchamp for the 1968 rep-
lica is in the collection of Mme Duchamp.

158 BOITE-EN-VALISE (Box 1N A VALISE).
1941 ( New York)

Leather valise conraining miniature replicas,
phorographs, and color reproductions of
works by Duchamp, 16x15x4 in
(40.7 x 38.1 x 10.2 cm)

Deluxe edition of 20: regular edition not to
exceed 300 (still in production)

Car: L 173. 5311

Duchamp worked for five years (1935-40) in
Paris on the marterial for his “portable mu-
seum,” assembling photographs and super-
vising color reproductions of his works. The
Large Glas. Nine Malic Molds, and the Glider
were reproduced on sheets of rransparent
plastic, and diminutive models were made of
three Readvmades (Air de Parss, Traveler's
Folding Ttem, and Fountain)

159, MoustacHE  aNp  BEarD  OF
L.H.O.0.Q)., May 1941 (Paris)

Stencil, 1%g % 2% in. (4 x 6,5 cm)

Car: 5310

Gulleria Schwarz, Milan

This dra wing was used as a trontispiece for
a poem by Georges Hugner, encitled Marce/
Duchamp, November 8, 1939, puhh\hcd by
Hugner in 1941. Like the smile of the
Cheshire Car, Duchamp’s graffiti additions
to the Mona Lisa now hover in space

L]

304,

; 1533)
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MasteA 1"{_“.&_'“‘-, Valezy Gracs', E b Fipn \/m..gn/ MEG\

* reproduction for Au lavoir noir
by André Breton, 1936
Milan, Coll. Arturo Schwarz

Baptéme

1911

Baptism

oil on canvas
91.7%72.7 em
Philadelphia, Philadelphia Museum of Art,
The Louise and Walter Arensberg Collection

[16.6.1935]
p. 119

Bateau-Lavoir
1910
Laundry-Barge
oil on cardboard

[13.1.1965]

Bec Auer (Le), see
Large Glass and Related Works (The)

Belle Haleine, Eau de Voilette
1921

assisted readymade

perfume bortle in the original box with label
15.2x16.3x11.2 cm

Private collection

[6.2.1930]
p- 80

Belle Haleine

1921

photographic collage for the label
of Belle Haleine, Eau de Voilette
29.6 % 20 em

Private collection

[6.2.1930]
p. 80

# Belle-Mére [19.12.1909]

cartoon

Bindings for:
* Anthologie de I'Humour noir
by André Breton [30.9.1950]

* Rrose Sélavy published on 19 April 1939

[30.9.1950]
Chicago, The Art Institute of Chicago,
Mary Reynolds Collection

= Ubu, Roi by, Alfred Jarry | [26.1.1934]

Boite de 1914
1914

Box of 1914
photographic facsimiles of 16 manuscript
notes and a drawing in a cardboard box
limited edition of 3 copies

25x 18.5 ecm

Coll. Mme Alexina Duchamp

[25.12.1949]
p. 42

Boite-en-valise
1935/41
Box in a Valise
edition of miniature reproductions comprising
the de luxe edition of 20 contained in a leather
valise, each with an orig and the regular
edition of 300 assembled tches from 1942
with wvariations in the ser of contents,
structure, and the outer ¢ iner
40 % 40 x 10 em
* N° XTI/XX
assembled in 1946 containing 69 items
and an original:
Paysage fautif
(Wayward Landscape)
21x17 em
Toyama, The Museum of Modern Art
« N© XII/XX
assembled in 1946 containing 69 items
and an original:
Tifs
19x15 em
Private collection

e [14.6.1949]

assembled in 1949 containing 69 items

and one original:

L’Omsbre sans cavalier

(Shadow without Knight)

21 x 18 cm

Basel, Oeflentliche Kunstsammlung,

Kunst Schenkung Marguerite

Arp-Hagenbach
* Box without the outer container containing
69 items assembled in 1947 and inscribed:
Ceci est P'exemplaire de Claire et Enrico Dona-
ti. En toute affection Marcel Duchamp 1947
IBBx345x7.8 cm

~ Milan, Coll. Angelo Calmarini

[7.1.1941]
p. 109

p. 143

p. 143

The Bush

* Natural linen covered box containing 68
items, from the series completed by Iliazd in
February 1958, and inscribed:

Copie tout-i-fait spéciale pour Poupard-
Lieussou et le numéra | d'une nouvelle série,
En grande cordialité. Marcel Duchamp. Paris
1958,

40x38x 9 cm

Gstaad, Coll. Georges Marci Bianchi

* Natural linen-covered box containing 68

items, from the series of 30 completed by

liazd in February 1958

40x38x9 cm

Venice, Coll. Renato Cardazzo

* Green leather box

containing 80 items, from the series
e 1. 1: A 'm lm

41.5%38.5x §.9 .cm
Private collection
# Bords de Seine [19.12.1909]
Bowuche-évier
1964

Sink Stopper
lead stopper

[23.11.1967]

Bride (The), see
Large Glass and Related Works (The)

Broyeuse de chocolat, N® 1
1913

Chocolate Grinder, N° 1

oil on canvas

62 % 65 cm

Philadelphia, Philadelphia Museum of Art,
The Louise and Walter Arensberg Collection

[8.3.1915]
p. 48

Broyeuse de chocolat, N°® 2
1914

Chocolate Grinder, N° 2
oil and thread on canvas

[8.3.1915]
p. 48

Buisson (Le)
1910

[21.4.1911]
p. 118

oil on canvas

127 x92 cm =
Philadelphia, Philadelphia Museum of Art,
The Louise and Walter Arensberg Collection

[c]

Catalopue d'étrennes pour vieux '
Messieurs [1.1.1910]
1909

Catalogue of New Year's Gifts for Elderly Men
cartoon
Cavalerie (La) [8.3.1896)
1896

ink on paper

3 cavaliers
3 Horsemen
Coll. Mme Alexina Duchamp

# Cerisier en fleurs

[9.4.1910]

[1.10.1908]

Championnat de France d'Echecs 1925,
see Posters

Chéque Tzanck

1919

Tzanck Cheque
pencil on paper

21x38.2 cm

Milan, Coll. Arturo Schwarz

[3.12.1919]
p. 55

Chocolate Grinder (The), see
Large Glass and Related Works (The)

Cimetiére des uniformes

et livrées, N° 1 [19.1.1915]
1913 p. 104
Cemetery of Uniforms and Liveries, N° 1
pencil and watercolour on paper

32 % 40.5 cm

Philadelphis, Philadelphia Museum of Art,

I
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¢ Kynaston McShine
: Kristen Erickso

: Karl Buchberg

: June 29, 1999

¢ L.H.0.0.Q. technical examination report

Kynaston: Please find attached the technical examination of L.H.0.0.Q. | have a set of
photomicrographs (taken through the microscope in the Paper Conservation Lab) showing various
details mentioned in the report and a slide of the verso.

If you have any questions please give me a call.

Karl
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Duchamp, Marcel

LHOOO.
Detail showing collotype

Duchamp, Marcel
LHO.00

Detail showing
colllotype/areas heightened
on plate?

Duchamp, Marcel
LH.0.00

Detail of goatee

Duchamp, Marcel

LHO0.0

Detail of goatee

Duchamp, Marcel

LHOO0.0

Detail of signature

e e et W

Duchamy;, Marcel
LHOO0 Q

Detail showing collotype

Duchamp, Marcel
LHO.0.GQ

Cracquelure from painting
transferred to print

Duchamp, Marcel
LHO0.0.

Detail of mouth and
moustache

Duchamp, Marcel
LH.0.0.0

Detail of mouth

Duchamp, Marcel

LHO0.Q

Detail of mscription “Paris”

—

Duchamp, Marcel
LM.O.00.

Detail showing untinted area
above bodice/below hair

Duchamp, Marcel
LHO0.0.0.

Detail of mouth

Duchamp, Marcel

LHO.0.0

Detail of eyes

Duchamp, Marcel

LHOOO

Detail of date

Duchamp, Marcel

LH.O.0.0

Overall of verso

Fr———' [T S L o
— \

Duchamp, Marcel

Detail showing collotype
B e

Duchamp, Marcel

Detail of mouth and
moustache

Duchamp, Marcel
LHO.00

Detail of left eye

"= AT

Duchamp, Marcel
LHO.00

Detail of signature
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John Wronn

Kristen Erickson (Z

Duchamp Boite-en-valise

August 20, 1998

Here is a description of the four photographs needed of the boite-en-valise:

Frontal image of the box in a suitcase closed (see photocopy 1)

Frontal image of the box in a suitcase with just suitcase lid opened

Frontal image of the box in a suitcase with suitcase lid opened and with inside box opened
Frontal image of box in a suitcase with everything opened and with objects arranged
around box.

Feel free to call me on Monday with any questions. Otherwise, I'll plan to be available when
you shoot the #4 image.

Thanks.
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JUCHAMP ou RROSE SELAVY
oites, 1941-1968

Boite-en-valise - Serigs A

Paris 1941 - New York 1942-49. 20 copies (plus 4
hors série). Signed: ‘Pour [name] ce N*. .. /XX da
vingt boites-en-valise contenant chacune 69 items et
un original de et par Marcel Duchamp [place and
date].

Dimensions: approximately 39 x 35 x 8 cm/15x 14
x3in. (box): 41 x 38 x 10.5cm / 16 x 15 x 4 in
(valise)

See also Part 5, p. 257,

Boite - Series B

Paris 1941 — New York 1¢

15 of which include the v

Paris 1941: the plan of nu
edition of Boite and makis
case— instead of a valise -
carried out except for two

Fram 1942 the Boite was

without the outer contain
in some copies: ‘Cette boi
Marcel Duchamp.’ Glissig,
In 1952 15-20 more Boire
York, the majority of whic!
most cases the signature i
dedication: “Pour [name]
items Marcel Duchamp Ne
Dimensions: 39 x 35 x 8 ¢,
(box)
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Boite-en-valise - Series A

Boite - Series B

Paris 1'9.-11 -~ .NEW York 1942-49. 20 copies (plus 4 Paris 1941 - Nev
nors série). Signed: * Pour [name] ca N*. . . /XX de 15 of which inch
vingt boites-en-valise contenant chacune 69 items et Paris 1941: the p
un orginal de et par Marce! Duchamp [place and ' edition of Boite a
f!?!e] . case —jnstead of
Rimensions: approximately 39 x 35 x 8em/15x14 carried out excep
x 3in. (box); 41 x 38 x 10 S5em/16x15%x4in From 1942 the 8
(valise)

without the outer
See also Part 5. p. 257

in some copies: ‘¢
Marcel Duchamp
In 1852 15-20 my
York, the majority
most cases the sic
dedication: ' Pour
items Marcel Duc
Dimensions: 39 x
(box)
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IX/XX Museum of Modern Art

Signature pour le Museum of Modern Art
ce no. IX de vingt boites-en- 4
valise contenant chacune 69
items et un original
et par Marcel Duchamp
New York Jan 1943
Original Grand Verre (upper half)
Collotype on celluloid, hand-
coloured, .
19 x235¢cm (7:5x9.3in.).
signed:
coloriage original
Marcel Duchamp 1938
Collection The Museum of Madern Art,
New York

| will arvampe fia]e,d's I M

W’D}W

Bolte-en-valise Na, 1X/XX, photographed by Eliot Elisafon for Lifa The photo appeared on 28 Apnl 1852
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Y Ut LU par vIARLEL DULHAMF ou HHRUSE SELAVY
The seven series of Boites, 1941-1968

Boite-en-valise — Series A

Paris 1941 — New York 1942-49. 20 copies (plus 4
hors série). Signed: ‘Pour [name] ce N*. . . /XX de
vingt boites-en-valise contenant chacune 69 items et
un original de et par Marcel Duchamp [place and
date].’

Dimensions: approximately 39 x 35 x 8 ¢m / 15 x 14
x3in. (box); 41 x38x10.5ecm / 16x 15 x4 in_
(valise)

See also Pant 5, p. 257.
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Boite — Series B

Paris 1941 — New York 1942-54. 60-75 copies, 10-
16 of which include the valise.

Paris 1941: the plan of numbering the standard
edition of Boite and making a leather-covered outer
case — instead of a valise - was probably never
carried out except for two or three copies.

From 1942 the Boite was issued in New York
without the outer container and numbering. Signed
in some copies: "Cette boite doit contenir 68 items
Marcel Duchamp.” Glissiére omitted.

In 1952 15-20 more Boites were assembled in New
York. the majority of which incorporated a valise. In
most cases the signature incorporated a personal
dedication: "Pour [name] cette boite contenant 68
items Marcel Duchamp New York 1952
Dimensions: 39 x 35x8cm /154 x13.8x 31 in,
(box)

Boite - Series C

Paris 1958, 30 copies.

Outside linen (natural colour), lining grey-blue
Ingres paper.

Unsigned,

The Boite was to contain 68 items.

Also a general label for the Arensberg Collection
pasted into a black folder. From December 1954
onwards, lliazd (llia Zdanevitch) worked on the
Boite The series was completed early in 1958.
Dimensions: 40x 38 x 9em /157 x 15 x 3.5 in.
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Boite — Series D Bofte - Series E

Paris 1961. 30 copies Paris 1963. 20 copies

Outside light areen linen lining light green Ingres Outside dark green linen imitation leathar. lining light

paper green Ingres paper

Some copies signed The Boite was to contain 68 items,

The Boite was to contain 68 jtems Signed in blue ballpoint: ‘Marcel Duchamp

Dimensions and construction identical to Series C Dimensions and construction almost identical 1o
Series C
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Boite - Series F Baite - Series G

Paris 1966. 75 copies. Paris 1968. 47 copies.

Outside red leather, lining red linen. Outside green leather, lining green linen.

The containers differ in minor ways from those for The Boite was to contain 80 items

Series C-E: the design changes were made by The grey card behind 8 moules mélic was now
Duchamp himself. Produced in Milan under the omitted and . . . pliant, . . . de voyage was remade.
supervision of Arturo Schwarz, they contained 12 Stamped signature: ‘Marcel Duchamp,” Signed by
additional reproductions of works, printed between Teeny Duchamp.

1963 and 1965 and mounted on 3 loose black Dimensions and construction identical to Series F.
folders. The Boites thus now contained 80 instead of

68 items. Series D-G, 182 copies in all, were assembled in
Signed: "'Marcel Duchamp,' Paris by Jackie Monnier

Dimensions: 41.5x385x9%cm /16.3x152x39

mn.
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CAT205 Display details of selected works 7/30/98

. 12:16:50
Accession no. : 67 43 a-rrr Sculpture T.R.Number:

Location: CONS SCULP
DUCHAMP, Marcel 1887 1968 United States
BOX IN A VALISE. (1935).

(Boite-en-valise). Leather valise containing pochoir reproduction with
autograph correction, miniature replicas, photographs, and color reproductions
of works by Duchamp. (1935-41) . 16 x 15 x 4" ( 40.7 x 38.1 x 10.2 cm.)
Cast%ng info: According to Arturo Schwarz, from the original edition. Later
edition numbered in Arabic numerals. Number IX of a deluxe edition of twenty,
completed in 1941. James Thrall Soby Fund. Photo Nos.: 1211b,

2241c. BOTTLE RACK: Sunami 8317. 3-337-0293 Accepted 05/12/43 Purchased
from Art of This Century. Signed in ink on screen which is first seen when

case is opened "de ou par Marcel Duchamp ou Rose Selavy"; inscribed in pencil

on bottom underneath loose pages "...Marcel Duchamp, New York, Jan.

Toaa, Dated - see above. Impressio n "IX/XX" printed on inside of case at
left. 1943 0067 Donor: Soby, James Thrall Source: The Art Collaborative,

New York The Art Collaborative, New York Confidential: Price paid:

Use roll keys to scroll through data CMD/6 Display messages
CMD/1 Exit program CMD/2 Make another selection
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CAT205 Display details of selected works 7/30/98

2 15:47:16
Accession no. : 505 70 1-17 Sculpture T.R.Number:

Location: CONS SCULP
DUCHAMP, Marcel 1887 1968 United States
BOX IN A VALISE. (1965).

ox contaiming reproductions. Gift of Philip Johnson. Accepted 11/10/70
_Transferred to For Sale or Exchange. Galleria Schwarz replica. (Original
edition of 20 made in 1938-43. 1958 Paris edition of about 30 assembled in
Ilias Zanevitch. Contents partially duplicate that of 67.43.1-17 and
872.68. Denor: Johnson, Philip Johnson, Philip For Sale or Exchange

Use roll keys to scroll through data CMD/6 Display messages
CMD/1 Exit program CMD/2 Make another selection
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CAT205 Display details of selected works 7/30/98

" 15:44:32
Accession no. : 872 68 Print T.R,Number:

Location: OBJECT

DUCHAMP, Marcel 1887 1968 United States
FROM OR BY MARCEL DUCHAMP OR RROSE SELAVY (THE
BOX IN A VALISE) replica of 1943 ed Published by Galleria Schwarz, Milan.
Schwarz 311. Mixed media. Printer: Galleria Schwarz Galleria Schwarz
Source: DUCHAMP, Marcel Accepted: 06/12/68 Credit: Gift of the artist.
Status: Transferred to P & IB in 1968. Photo Nos.: Keller 2907
Recorder: updated by P. Johnson smith updated Record date: 1/10/1 4/25/91
Remarks: Title changed from VALISE Print-Object Multiple

Use roll keys to scroll through data CMD/6 Display messages
CMD/1 Exit program CMD/2 Make another selection
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CHAMBERLAIN, John American, born 1927.
TOMAHAWK NOLAN. (1965) .

Assemblage: welded and painted metal automobile parts.

43 3/4 x 52 1/8 x 36 1/4" (111.1 x 132.2 x 92.0 cm.)

Gift of Philip Johnson.

677.71

DINE, Jim American, born 1935.

STILL LIFE PAINTING. 1962.
0il on canvas with twelve partly painted toothbrushes in
plastic glass on metal holder. 35 7/8 x 24 1/4 x 4 1/4"
(91.2 ¥ 61.7 x 10.8 cm.)
Gift of Philip Johnson.
504.70

DIX, Otto German, 1891-1969.
DR. MAYER-HERMANN. 1926.

0il and tempera on wood,

58 3/4 x 39" (149.2 x 99.1 cm.)

Gift of Philip Johnson.

3.32

DUCHAMP, Marcel American, born France, 1887-1968.
BOX IN A VALISE [Boite-en-valise]. 1958, (after the

original edition of 1941).

Cloth covered cardboard box containing miniature replicas,

photographs, and color reproductions of works by Duchamp.

3 5/8 x 14 7/8 x 15 3/4".

Gift of Philip Johnson.

505.70.1-17

FLAVIN, Dan American, born 1933.
PINK OUT OF A CORNER-TO JASPER JOHNS. (1963) .

Pink fluorescent light in metal fixture.

8406 & 51 380 (2438 X 15.2 2 13.6 che)

Gift of Philip Johnson.

67.79
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From Bauhaus to Pop: Masterwroks Given by Philip Johnson
June 6 - September 3, 1996

ARMAN, Armand P. American, born France, 1928.
VALETUDINARIAN. (1960) .

Assemblage of pill bottles in a white painted wooden box with

glass top,

16 x 23 3/4 x 3 1/8" (40.4 % 60.2 x 7.9 cm.)

Gift of Philip Johnson.

494.70

ARTSCHWAGER, Richard American, born 1923.
TOWER. (1964) .

Painted formica and wood,

6f6I 24 1/8 x 39Y% (198.1 & 6131 X 9940 ‘cm)

Gift of Philip Johnson. :

671.71

KEY MEMBER. (1967) .
Formica veneer and felt on wood,
1Y 78 x 29.1/8 X 8 5/8%" (30,1 X 74503 2159 cmns)
Gift of Philip Johnson.
220.68

BAER, Jo American, born 1929.
PRIMARY LIGHT GROUP: RED, GREEN, BLUE. 1964.
0il and synthetic polymer paint on canvas,
triptych, a: 60 3/8 x 60 1/4" (153.1 x 153 cm) (red); b: 60
3/8 x 60 3/8" (153.1 x 153.2 cm) (green); c: 60 1/4 x 60 1/8"
(153 x 152.6 cm) (blue).
Philip Johnson Fund.
495,69a-c

BONTECOU, Lee Americani born 1931.
(Untitled). 1959. Construction of canvas, cloth,

wire and steel,
36 3/8 h. x 39 1/4 w. x 5" d. (92.3 x 99.7 x 12.7 cm.).

Gift of Philip Johnson.
769.69
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FOR THE REGISTRAR Date: August 25, 1998

from: Photo Studio, Sub-cellar on: August 27, 1998
{John Wronn) at: 10a.m.

Deliver ! Paper Conservation on: August27, 1998
(Karl Buchberg) at: 10 am.

The following object:

Marcel Duchamp

Boite-en-valise (de ou par Marcel Duchamp ou Rrose Sélavy) 1935-41

Leather valise containing miniature replicas, photographs, and color reproductions of works by
Duchamp, and one “original”: Large Glass, collotype on celluloid, 7 ¥4 x 9 %" (19 x 23.5 em) (69 items)
16 x 15x 4" (41 x 38 x 10 cm)

IX/XX from deluxe edition

The Museum of Modern Art, New York

James Thrall Soby Fund

Accession number 67.43 a-rir

CC: Pete Omlor
Chris Engel
Terry Tegarden
Cora Rosevear
Karl Buchberg
Kynaston McShine

Lilian Tone
File \/l

Purpose: Museum as Muse, Artists Observe exhibition
Conservation in prepagation for photography

Signature:

Kristen Enickson
Painting and Sculpture
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FOR THE REGISTRAR Date: August 25, 1998

Collect :  Photo Studio, Sub-cellar on: August 27, 1998
(John Wronn) at: 10 am.

Paper Conservation on: August 27, 1998
(Karl Buchberg) at: 10 am.

The following object:

Marcel Duchamp

Boite-en-valise (de ou par Marcel Duchamp ou Rrose Sélavy) 1935-41

Leather valise containing miniature replicas, photographs, and color reproductions of works by
Duchamp, and one “original”: Large Glass, collotype on celluloid, 7 Y2 x 9 /4” (19 x 23.5 cm) (69 items)
16x15x4" (41 x38x 10 cm)

IX/XX from deluxe edition

The Museum of Modern Art, New York

James Thrall Soby Fund

Accession number 67.43 a-nr

B Pete Omlor
Chris Engel
Terry Tegarden
Cora Rosevear
Karl Buchberg
Kynaston McShine
Lilian Tone
File

Purpose: Museum as Muse, Artists Observe exhibition
Conservation in tion for photography

Signature:

Kristen Enickson
Painting and Sculpture
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The Museum of Modern Art Archives, NY

Erickson, Kristen

From: ecke [bonk@wvnet.at]
Sent: Tuesday, November 10, 1998 10:37 AM
To: Erickson, Kristen

Subject: Re: Entry for Museum as Muse catalogue

dear kristen

thank you for eb.entry.

the hardcopy kynaston sent has also arrived.

will put it back in the mail. tomorrow or thursday .
bye

e
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Erickson, Kristen

From: Tone, Lilian

Sent: Monday, November 16, 1998 9:56 AM
To: Erickson, Kristen

Subject: FW: last changes!

Kristen--
Addition to the "Harriet" file.
L.

---—-Original Message---—-

From: ecke [SMTP:bonk@wvnet.at]
Sunday, November 15, 1998 5:32 PM
Herold, Mattias
last changes!

dear mattias:

here the following last changes to text:
using the page-numbers of the attached copy
send from kynaston's office

pg 12- midpage
Duchamp later mused on posterity, tradition:
(delete >and his gift to the museum=)

pg 13 - 7the line
1954, >by then< both the Arensbergs and Dreier

pg 15- lower half
delete >Years later, Duchamp said< just leave quote
after en minitature.

pg 15 - 5th last line IMPORTANT
delete >In 1922, he presented his friend Leon Hartl.......with $1 note

inside< .
could not secure permission to publish.

pg 16 - 4th line
delete >Thus< sentence starts with >Personal value systems...

pg 16 - lower half
delete >more than once<

thanks to all the processing efforts of the MOMA editing department
my fragmented text became quite readable (no mocking intended!).

only one of the asked changes (yet unfortunate) is critical and

important. o - )
(the assisted Hartl readymade). this information is not available for

publication
(as i had understood)

going to send the signed letter of confirmation from london.
greetings to you
greetings to kynaston

ecke
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The Museum of Modern Art

* Kynaston McShine
: Jennifer Roberts
: November 13, 1998

¢ Loan (Accession Number 872.68)

I'am writing to confirm that Deborah Wye has approved the loan of From or By Marcel Duchamp or
Rrose Selavy (Box in a Valise, Series F), 1966, accession #872.68, for your exhibition in March of
1999. Please feel free to call me at X9567 if you have any questions regarding the conservation or
installation of this object. (It should of course be displayed in a vatrine.)

Sincerely,

Shofun [Cabek

Jennifer Roberts
Study Center Supervisor
Prints and lllustrated Books
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Erickson, Kristen

From: Tone, Lilian

Sent: Monday, November 16, 1998 3:04 PM

To: Trainor, James; Erickson, Kristen; Tegarden, Terry; Cocordas, Eleni
Cc: McShine, Kynaston

Subject: addition to the checklist

Kynaston would like to add the following work to the checklist:

Duchamp, Marcel ;

L.H.0.0.Q./SHAVED (L.H.0.0.Q. RASEE) (1965) L’
Playing card pasted on folded paper -
81/4 x5 3/8" (21 x 13.8 cm)

The Museum of Modern Art, New York. Gift of Philip Johnson
Accession no.: 506.70

Kristen: this is an addition to the exhibition only, no need to worry about the catalogue. v
Jamie: can you please add this work to your excel checklist and circulate an updated version? Thanks!
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27-11-1998 13:12 DE J MONMIER

Jacqueline Matisse Monnier
1, rue Rene Lelebvre
77760 Villilers-sous-Grez
Fax N° 33 1 64 24 27 36

Villlers-sous-Grez
November 26, 1998

To: Kynaston McShine
Senior Curator el LT

KE

The Museum of Modern Art

Fax N°: 212 708 9884~

Pages:1 S

Dear Kynaston,

Due to the urgency of your request | am faxing you this authorization. The
original is In the mail.

| would be pleased if you would send me several copies of the catalogue. The
subject of your exhibition sounds really interesting and | know how much
Marcel contributed. | would love to see the show.

You have my authorization for the musuem's website, of course.

With my warmest regards,
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27-11-1938 13:12 DE J MONMIER Be121276E9883 P.B2

18° .
< 2 62:52  E661-11-52

The Museum of Modern Art

Nevember 25, 1888

Jacquelina Monnier e ineot N Shnee
1rus René Lefabure Fhopn et ool Foag g
77760 Villiers-sur-Grez andd Souhatga
Fm“c‘ DL AL

VIA FACSIMILE 011331842427 36

Dear Jacqueline Monnier:

The Museum of Modam Art is organizing an exhibitlon, The Museum as Muse: Artists Reflagl, that
will run from March to June 1989. The exhibition will focus on the varied ways in which artists have
dealt with the subject of musaums in their work, either by confronting the concept and role of
museums, commenting on thelr nature, or drawing fram mathods specific to museum practice. The
accompanying catalogue will contain raproductions of the warks in the exhibition, an e8say by me,
:raﬂi::gua entries by various authors, 2nd excerpts from the writings and statements of various

Wtbeliuvayqurnuyhotdcopyrlghtmmfnliomworkwmrwmchm.mdwcmwfmm
request nonexclusive workiwide rights to reproduce the following work in all editions of the axhibition
catalogue:

Marcel Duchamp

Bolte-en-valise (de ou par Marcel Duchamp ou Rrose Sélavy) 1935-41

Leather valise containing miniature replicas, photographs, and color repreductions of warks by
Duchamp, and one "original™: (69 itams)

18x 15 x 4" (41 x 38 x 10 ¢cm) Tia Bende's Doweirn or ONM-:‘LGJ‘F)
XXX from deluxe edition

Tha Museum of Modern Art, New York. James Thrall Soby Fund

We also would like your autharization to repraduce the work for press and publicity purposes of the
exhibition, including the Musaum's \Website. This is a matter of some urgency, since we already have
members of the press intarested in reproducing this work. We have transparencies of the work.

| would ask you to respond at your earilest convenience. In anticipation of your favorable reply to this
request, we have included a signatura line below. We are sending two copies of thia letter so that you
may retain one for your records. if you have any questions concerning the exhibition or catalogue,
please faal free to contact me.

Thank you in advance for your cooparation.

;Zi\"ii bz

Kynaston McShine
Sanjor Curator

Signed” Daled '
(O tocert Duchap ARS Nes k[ ADAGP Porwr 1998
Requesiad copyrght line (if any)

1 SAR o N el N e T

IR A Lot 2 ANl s iy At Bl B iy
TA® 2 mAA“ A AT Ax -

TOTAL PARGECS) B2
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The Museum of Modern Art

Department of Painting
and Sculpture

December 29, 1998

avd (P29

Jacqueline Monnier o5
1 rue René Lefebvre ~NT
77760 Villiers-sur-Grez ;gé_,
France

VIA FACSIMILE 0 11 33 %84 93 76 07 14
Dear Jacqueline Matisse Monnier:
This letter is in response to your fax of December 28 sent to Lilian Tone regarding the

exhibition The Museum as Muse: Artists Reflect. Both Lilian and Kynaston McShine are
currently on vacation.

We thank you to you for kindly granting us permission to reproduce the numerous works by
Marcel Duchamp as requested in our letter of December 23. We are also grateful for your
permission to reprint the excerpt from Pierre Cabane's Dialogues with Marcel Duchamp.

| am writing concerning the matter of captions for the numerous boxes that will be illustrated
in the exhibition catalogue. | see that on your return fax you have removed all references to
those who assisted with assembly of the boxes. Although | have not had a chance to
discuss this proposed change with Kynaston, | believe he felt it important to include this
information, which assists the reader in distinguishing among the seven different boxes that
we are reproducing. We believe it important to include references to the various series, and
have followed the information provided in Ecke Bonk's catalogue.

Unfortunately, we are quite advanced in our catalogue production, and it may not be possible
to make such changes at this date. If you would like to discuss this matter by telephone,
please call me at (212) 708-9615.

With many thanks for your continued assistance,

Yours sincerely

Krister! Erickson
Curatorial Assistant

Tel. (212) 708-9615
Fax (212) 708-9884
E-mail kristen_erickso@moma.org
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P.21
e kmMes
LT
Jacqueline Matisse Monnier HB
=

05-81-1995 18:51 DE I MOMMIER

1, ruc FAené Lefebvre
7T760 Villiers-sous-Grez
Fax N° 33 1 64 24 27 36

Villiers-sous-Graz
January 5, 1898

To: Kristan Erickson
Curatorial Assistant

Fax N°: 212 708 9884

Pages:1
Dear Kristen Erickson,

Thank you for your fax of December 2sth.

Reoally the information which | rrossed out in the captions 1o the various Valiseg is
secondary to the esprit of the Valise work by Marcel Ducramp  If he had not gotten
bored of assembling the Valises, he would have done it hiimself. Kynaston could include
the information In another way if he felt that it was impurtant. For instance. Mme.
Palricia Matisse did not work on the Valises. She ‘financed' the assembly of 100
Valises by Xenia Cage. Flease, | feel it Is Important to madily the captions and I have
talked to Ceke Burk who agrees,

I have heen trying to reach Pierre Cabanne about the ropyright to his book, but |

haven't eLcceeded yet. Maybe you shoirld try to contact him at his address: 10 rue
Leonie Rougade, Y2190 Meudon, The book was repullished In France in 1095 by
Somogy Editions d'Art, 20 ave Napp, 75007 Pans,

With my sincere guod wishes,

Ve g i Mk io M ypier

Ce ko Eolee Bals

TOTAL PRGE(S) 81
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BOL21 27055584 Eee
BQL o WTLS
< 2
%&queiche mt%i/;m H 5 =

1, ruc Fené Lefebvre
77760 Villiers-sous-Grez

Fax N° 33 1 64 24 27 36 \/[GL-BLK
omaid ot thia | mESEEE 19
c.mw{c
To: Kristan Erickson

Curatorial Assistant

05-01-195% 18:51 0E J MOMMIER "

Fax N 212 708 9884

Pages:1
Dear Krietcn Erickson,

Thank you for your fax of December 29th.

Rcally the information which | rrossed oul in the captions 1o the Vvarious Valises is
secondary to the esprit of the Valise work by Marce| Duc!;arm If he had not gotten
bored of assembling the Valises, he would have done it hgmsaelf. Kynaston could include
the inforrmation in another way if he folt that it was impurtant, For instance, Mme.
Palricia Matisse did not work on the Valises. She ‘financed’ the assembly of 100
Valises by Xenia Cage. Please, | fed! it Is Important to medity the captions and | have
talked to Ceke Bunk who agrees,

I have heen trying te rcach Pierre Cabanne about the ropyright to his book, but |
haven't eucceeded yet. Maybe you shotild try to contact him at his address: 10 rue
Leonie Rougade, 92190 Meudon. Ths book was republished In France in 1095 by

Somogy Editions d'Art, 20 ave MNapp, 75007 Paris,

With my sincere yuod wishes,

:f:,us.;\.ul-—\_ MLt Lo WL nﬂ‘u{..{'

Ce bo ©ilee Bty )

TOTAL PRGE(SY @1
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F
RONNY VAN DE VELDE & @GP

ANTWERPEN er

—_—

Teccenpoortkaui 3 - 2000 Antwerpen - Belgie - Tel 03/21G 30 47 - 2162697 - FaxA32372516
<

<

RONNY VAN DE VELDE
FAXMESSACGE

To: The Mnseun of Moderm art
Attn.: Terry Tegardan

Your fax.: N0/1/0212/708 38B&
From: Jessy Van dc Velde
Dazc:3/8/198F

Raf.: The Mussum as Musa :Artista Observe

Thig is page 1 frem .6... pages

Pleasc call 32 3 216 30 &7 or 312 3 216 26 97 if you dia not

receive all Lhe pages

Tear Terry Tegardeh

Trank you for your lettex datcd 14 th December.
As I pointed out in my letter of 1st July Lu Kynaston Mc Shine

sce rnpy of this leLter jeined .

wa are pleased to lend you

the 6 (and not 5) Boites-en-Valise,but only on the condition
that you will work willh Nail to Nail for the collecting,the

packluyg as well ae the ehipment

to New York.We also want them

to take care of all customfacilties in Bslgium. However they
will counlact Mzertens 8O that our loans can igave with the

same flicht as tha other Beluian 1
We have nc cbjections that Masterp

cans .
ipce will meet the shipument

in New York and deliver the works te your muoeum,

pPlease infurw us as soon as possible when cur courrier ,Alain
gerroyen,the diractor of Nall,hes to be in New York,because
unpacking zud installing of the loans can ONLY be done in his

rescnce.

Will you take care of rerservin

the booking of his hotel or do

g Alain Sexroyens flight and
yuu want him to take of this

himself and send you the invoice .Please advise.

Regarding the insurance ,if you want I can contact our insu-
rance brokcre Acn dirvectly and ask theu to send you a copy of
the insurance policy as well ag the invoice.

Finally as you can see £rom M.McBhinese latter dated 31st July

The Moma will bka 8o kind as to

provide us with 2 airline

rickets in order 2 collaboratora of tha gallery ro attend the

opening of the exhibition.

them yourselves

1 wonld be gratefull 1L you coul
us Lu invoice you for these CiC

d tell me if you will accept
kets or L[ you want to bock

pleane do not hesitate Lo contact me if you RRve aby gQuesti-

Qns.

Best wishes, Jessy Van da Veld
Maatschappelijke zetcl: Ruuuy Van de Veldé nv. - Amerikalai ?

[l
N

e
2 - 2000 .'\ntwcrfcn - [Belgid - Tel, 03/216 93 S0

H.R.A 234084 BTW 2423 716 091 - P.R. DO0-1600675-78 - Gen Buuk 220-0564070 {! - AB.K. 111-1 153RRA-08

Algemertd Verkoupts, leveringi- ca heiulingreoarvasrden o basrgip'e

Condinons pi‘ﬂrnﬂci de venle, Dn.ﬁ'mltcr. OF prlsmen’ we b0
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e =ll-0% __VAN DE VELDE K.

RONNY VAN DE VELDE
ANTWERPEN

The Museum of Modem Art

For the attention of Kynaslon McShine
West 53 Street

New Yorlk, N.Y. 10019-5486

USA

Antwerp, 01-07-98

Dear Kynaston Mc Shiue,

Re: extuhition from 10 March to 1 Jupe 1999
six of Marcel Duchamp's Boites-en-valise

Further to your letter 0f 23 June, we have pleasure in confirming you the loan of five of
Mercel Duchamp's Boite-en valise for above exhibition. So we send you back the loan forms
dulv sigued,

However, as we always do, We insist on collaborating with our own shipping agency and
insurance company, We have very good experience with both of them, so we hope you'll
understand. Please confirm your approval and contact the following providers directly:

transporiers:

Nail to Nail

mansieur Alain Serroyca
avenue Vanderbruggen 85-87
1070 Brussels

tel. and fax 07/523 44.81

insurers:

Aon Belgium n.v.

madame Linda Laeremans
Potviietlaan 2A

2600 Antwerpen

1el. 03/270.24.11 fux: 03/270 24 55

[Jegienpoorikaa 3 - 2000 Anrwerpen = Belme - Tel. 03/216 2047 - 216126 97 - Fax 03/237 23 16
Mautschappe'ijke zetel: Ronny Van de Velde pov. - Amerikalai 207 . 2000 Aatwerpen - Belgie - Tel, 03/216 93 %0
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The Museum of Modern Art Archives, NY

2LLT  WE DIDN L3500 FAL 92 3 £47434D

RONNY VAN DE VELDE
ANTWERPEN

As Lo (lie particularity of the Boites-cn valise we will have a courrier ta come aver for the
unpacking and packing.

Finelly, please confirm the sending of the air tickets and lwo 0v<_:mights for 2 persons 03 .il 15
a custorn. We hope it is nol ingonvenient to you that we wgu.ld like to come to the exhibition
during the Eastern holidays though, instead of on the opening date.

Hoping to hear from you soon,

best regards.

Ronny and Jessy Van de Velde

- 21626 07 Fax 05/237 25 16

: . wwsrmen -  Belgie - Lel 03/216 30 47 . s
Dzereypoortkasi 3 - 2000 Antwerpen tg-\m..ni(dfi 202 . 2000 Aarwerpen - Belgié - Tel U3/216 93 50

Maatschappelijke s2iel: Ronny Van de Velde n.v
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The Museum of Modern Art

January 5, 1999

Ronny and Jessy Van de Velde
ljzerenpoortkaai, 3

2000 Antwerp

Belgium

fax: 011-32-3-237 2516

Dear Ronny and Jessy Van de Velde,

As per your correspondence with Terry Tegarden, I understand there has been some
confusion as to which boites we are borrowing from your collection. We had initially
requested the loan of all six editions. As a result of your letter of August 14 informing us
that the boite series F would not be available for the exhibition, we decided to show our
own instead. Our understanding, therefore, is that we are borrowing only the other five.

Thank you for your participation in this project.

With our best wishes for the new year,
L ~

Kynaston McShine
Senior Curator




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 1828.256

The Museum of Modern Ar

Department of Painting
and Sculpture

December 29, 1998

Jacqueline Monnier

1 rue René Lefebvre
77760 Villiers-sur-Grez
France

VIA FACSIMILE 0 1133 164 24 27 36

Dear Jacqueline Matisse Monnier:

Thank you for your letter of this date regarding the Duchamp captions in our Museum as
Muse exhibition catalogue. | have conveyed to Kynaston McShine your concern about
removing the assembly information relating to Duchamp’s boxes. After reading your letters,
he agreed to make this change, and we have instructed our editorial and production team
accordingly. We are grateful to you and Ecke Bonk for advice on this matter.

We are grateful to you for granting permission to reprint the Duchamp text. If necessary, we
will also contact other sources regarding permission to publish.

With very best wishes and continued gratitude for your assistance,

Yours sincerely,

rickson
Curatorial Assistant

Tel. (212) 708-9615

Fax (212) 708-9884
E-mail kristen_erickso@moma.org

2.708-9884
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The Museum of Modern Art
11 West 53" Street, New York, New York 10019

FAX COVER PAGE

February 10, 1999

To: Jacqueline Matisse Monnier

Fax: 0113316424 2736 Fax:

Tel: Tel:

Kynaston McShine

Senior Curator

Dept. of Painting and Sculpture
212-708-9884

212-333-9640

E-mail kristen erickso@moma.org

Subject: The Museum as Muse Total pages: 2

Dear Jacqueline Matisse Monnier:

| am forwarding to you a letter from our Sales and Marketing Department requesting permission
to use the image of Marcel Duchamp's L.H.0.0.Q. (1919) for a poster and a post-card.

Please respond to the fax number given above, and we will forward your response to the

appropriate parties.
Thank you for your consideration.

Sincerely,
i T

Kynaston McShine
Senior Curator
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The Museum of Modern Art

February 9, 1999

Jacqueline Matisse Monnier
1 rue René Lefebvre
77760 Villiers-sur-Grez

France
VIA FACSIMILE 0 11 33 1 64 24 27 36
Dear Jacqueline Matisse Monnier:

With your permission, The Museum of Modern Art would like to produce a poster and postcard of
Marcel Duchamp's “L.H.0.0.Q." in your collection, in conjunction with the “Museum as Muse"
exhibition.

We would publish approximately 1000 posters ($14.95 each) and 5000 postcards ($0.60 each) that
would be sold in our Museum shop. We would be happy to send you complimentary copies of both
publications as soon as they are available.

Please indicate your consent by signing below and returning this document to us by fax. If you have
any inquiries, please do not hesitate to contact me at (212) 333-1297. Thank you for your
consideration.

Juvasat gy ()

Katherine Krupp
Paper Products Manager

3 Street. New York, New York 10019 2-708-9884
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The Museum of Modern Art

Department of Painting
and Sculpture

February 9, 1999

Private Collection, Paris
Dear Sir or Madam:

With your permission, The Museum of Modern Art would like to produce a poster and
postcard of Marcel Duchamp’s “L.H.0.0.Q." in your collection, in conjunction with the
“Museum as Muse” exhibition.

We would publish approximately 1000 posters ($14.95 each) and 5000 postcards ($0.60
each) that would be sold in our Museum shop. We would be happy to send you
complimentary copies of both publications as soon as they are available.

Please indicate your consent by signing below and returning this document to us by fax. If
you have any inquiries, please do not hesitate to contact me at (212) 333-1297. Thank you
for your consideration.

Sincerely,

Koy g

Katherine Krupp
Paper Products Manager
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FOR THE REGISTRAR Date:  January 29, 1999

Collect from: Sculpture Conservation on (date): February 2, 1999
at (time): 2:30 p.m.

Deliver ; Print Department on (date): February 2, 1999
at (time): 2:30 p.m.

Expect : on (date):
at (time):

on (date):
at (time):

The following objects:

Marcel Duchamp

Boite-en-valise (de ou par Marcel Duchamp ou Rrose Sélavy) 1935-41
Leather valise containing miniature replicas, etc.

16 x 15x 4" (41 x 38 x 10 cm)

IX/XX from deluxe edition

The Museum of Modern Art, New York. James Thrall Soby Fund

Accession number: 67.43.1-70

Marcel Duchamp

[“Boite”] de ou par Marcel Duchamp ou Rrose Sélavy

Box covered in red leather and lined in red linen

165/16 x 153/16 x 3 7/8" (41.5 x 38.5 x 9.9 cm)

“Boite” series F, Paris, 1966

The Museum of Modern Art, New York. Gift of the artist
Accession number: 872.68

CEC: Pete Omlor
Chris Engel
Cora Rosevear
Jennifer Roberts
Charles Carrico
Kynaston McShine
Roger Griffith
File o~

Purpose: Study in connection with The Museum as Muse: Artists Reflect

Signature: Kristen Erickson
Painting and Sculpture
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The Museum of Modern Art
11 West 53™ Street, New York, New York 10019

FAX COVER PAGE January 5, 1999

To: Jacqueline Matisse Monnier From: Kristen Erickson
Fax: Fax: 212-708-9884
Tel: Tel:  212-708-9615

Subject: The Museum as Muse Total pages: 2

Please disregard this same fax sent previously with a date of December 29, 1998!

Kristen Erickson




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY MoMA Exhs 1828.256

The Museum of Modern Art

Departrment of Painting
and Sculpture

January 5, 1999

Jacqueline Monnier

1 rue René Lefebvre
77760 Villiers-sur-Grez
France

VIA FACSIMILE 0 1133 1 64 24 27 36

Dear Jacqueline Matisse Monnier:

Thank you for your letter of this date regarding the Duchamp captions in our Museum as
Muse exhibition catalogue. | have conveyed to Kynaston McShine your concern about
removing the assembly information relating to Duchamp’s boxes. After reading your letters,
he agreed to make this change, and we have instructed our editorial and production team
accordingly. We are grateful to you and Ecke Bonk for advice on this matter.

We are grateful to you for granting permission to reprint the Duchamp text. If necessary, we
will also contact other sources regarding permission to publish.

With very best wishes and continued gratitude for your assistance,

Yours sincerely,

L=

Kristen Erickson
Curatorial Assistant

Tel. (212) 708-9615
Fax (212) 708-9884
E-mail kristen_erickso@moma.org
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Taking Jokes
By Duchamp
To Another
Level of Art

By SARAH BOXER

In 1913, a decade before Marcel Duchamp
Eave up art for chess, he took a bicycle
wheel into his studio and mounted it on a
stool. He liked to watch it spin. The next
year he took home a bottle rack. In a letter
to his sister, Suzanne, he said it was a
sculpture “‘already made.” For the next few
years he collected common, mass-produced
objects, treated them as art and called them
readymades: a snow shovel (which he
named “In Advance of the Broken Arm™), a
urinal (*‘Fountain”), a hat rack, a comb and
a dozen or so more.

The influence of Duchamp’s readymades
on 20th-century art is incalculable. Without
Duchamp, would Jasper Johns have painted
flags and targets? Would Andy Warhol have
made his Brillo boxes? Would there be any
Conceptual Art at all?

Well, take a deep breath and imagine art
without the readymade, Last month, Art
News reported that Rhonda Roland Shear-
er, an artist, had been trying for two years
to prove that Duchamp’s readymades are
not really mass-produced objects. She
thinks he altered or made them all, then
cunningly covered up the evidence to create
a time-release surprise. v

To Ms. Shearer, this is like discovering
that “there was no historical Jesus."” She
explains: *“You can't just say he was a
jokester and move on. What happens to the
artists who took the readymade as a sacred

If a bicycle wheel
weren’treally a
ready-made, modern
art would have a whole
different spin.

truth? It has meant too much to the people
who believe it."

This has caused a small stir among Du-
champ scholars. First is the factual ques-
tion: Could she be right? Second, and per-
haps more to the point: Would it matter?

Ms. Shearer has spared nothing to prove
her case. She has a number of research
assistants and a bank of computers working
for her. She has bought hat racks, coat
racks, advertising signs, bicycle wheels,
postcards of the Mona Lisa, snow shovels,
perfume bottles and urinals as well as old
catalogues advertising the above. Linda
Dalrymple Henderson, the author of *Du-
champ in Context,” calls her work “all the
scholarship money can buy.”

THE NEW YORK TIMES, SATURDAY, MARCH 20, 1999

But there are complications even money
and drive can't overcome.

Duchamp himself admitted altering some
of his readymades, including *“Apolinére
Enameled,” a sign for Sapolin enamel paint
whose letters Duchamp changed to honor
the poet Apollinaire, and “Why Not Sneeze
Rrose Sélavy?" a bird cage filled with mar-
ble cubes, a thermometer and cuttlebone.
Duchamp called these assisted or rectified
readymades.

Ms. Shearer is not fazed by ‘Duchamp's
admissions. She insists his alterations al-
ways exceeded what he claimed. Duchamp,
for example, says he penciled a mustache
and beard onto a cheap reproduction of the
Mona Lisa to create “L.H.0.0.Q.” (now on
view in the Museum of Modern Art's show
*“The Museurn as Muse"); Ms. Shearer says
he also painted in his own face. .

The assisted readymades aren’t the only
troublesome cases. Many of Duchamp’s
readymades — the bottle rack, bicycle
wheel, snow shovel, urinal, coat rack and
hat rack — vanished during his life, They
have been preserved only in photos of his
studio, in replicas that he sanctioned and in
miniature models and photographs he
packed in his Boite-en-Valise, his museum
in a suitcase (also displayed in “The Mu-
seum as Muse”). So, in many cases, Ms.
Shearer is working with circumstantial evi-
dence. She doesn't mind. She says the ab-
sence of the original readymades supports
the idea that they never existed as adver-
tised.

This is Ms. Shearer's case against the
readymades so far.

Duchamp’s readymade glass ampoule,
which he named 30 cc of Paris Air,” is
larger than any that would have been read-
ily available to pharmacists. (And she has a
ta:;e of @ man from Corning Glass saying
S0,
“Beautiful Breath,” the readymade per-

fume bottle with Man Ray’s photograph of
Duchamp on it (now owned by Yves Saint
Laurent) is green, she says: the real bottles
of “Un Air Embaume,” from Rigaud, are
peach-colored (like the empty but still-fra-
grant one that Ms. Shearer bought for $650).

The readymade snow shovel, which now

exists only in photographs and replicas,
“‘would hurt your hand" if you tried to use it,
Ms. Shearer says, bécause it has a square
shaft. And it doesn't have the normal re-
inforcements to keep it from breaking. (She
has hired people to make her a snow shovel
like Duchamp’s and use it until it breaks.)

There is more: the bird cage s too squat
for a real bird, the iron hooks in the photo-
graph of the coat rack appear to bend in an
impossible position, the French window
opens the wrong way, the bottle rack has an
asymmetrical arrangement of hooks and
the urinal is too curvaceous to have come
from the Mott Iron Works, where Duchamp
sald he bought it

“It s not just one case” Ms. Shearer
says. "'It's one thing after another. You start
feeling like a fool for taking him at his
word,” she says, "Does this make hima more
interesting? Absolutely, He has been dead
since 1968, but It's as if he's alive now,
because we have a whole new set of ob-
jects.”
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As Ms. Shearer explains in a two-part
article in the journal Art and Academe, it is
time to stop thinking of readymades as
objects Duchamp brings home from the
store and start seeing them as objects
dragged “from the unconscious mind.” She
says that Duchamp was influenced by the
mathematician Henrl Poincaré's concept of
the invisible fourth dimension, and she says
the readymades were created to evoke it.
She calls Duchamp'’s readymades “three-
dimensional shadows" of his “fourth-dimen-
sional creativity machine.” (Don't ask.)

If Ms. Shearer has proved nothing else,
she has proved an irritant to Duchamp
scholars. Although some are impressed by
her tireless research and her extensive col-
lection of Duchampiana, they grumble that
she is using her money (including some
from Paul Mellon) and influential connec-
tions (including her husband, Stephen Jay
Gould, a Harvard zoology professor) to get
attention. (She has arranged a symposium
at Harvard University on Duchamp and

i

“Fountain” photographed by Alfred Stieglitz; others from the Philadelphia Museum of Art
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Poincaré, starring herself.) They scorn her
‘‘scientific method.” And they are astound-
ed that a “‘hobbyist" can get so far. Molly
Nesbit, an art historian at Vassar College,
says Ms. Shearer has introduced the kind of
“overinterpretation” fans tend to make.

Ms. Shearer, facing down her critics,
VOWs to “smile and keep tap-dancing.” But
why all the fuss and bother anyway? At this
point in history, does it matter if all the
readymades were Duchamp-made?

David Joselit, the author of “Infinite Re-
gress: Marcel Duchamp 1910-1941," says
no. It doesn't matter now whether Du-
champ’s readymades were mass-produced
commodities or objects made to look like
commodities. The point is, “everything is a
commodity,” and there are some commaod-
ities we choose to call art. All of Duchamp’s
readymades are assisted in some sense, he
says. “They were transformed the minute
he inscribed them.”

Other critics are not so blasé. Ms. Hender-
Son says it does matter whether there was a
genuine readymade, at least to start with.
‘“The key Issue is the first readymade, the
bottle rack” of 1914. And “at that point
Duchamp had no audience to fool by manu-
facturing a fake object,” she says. He had no
motive for deception.

“You have to have the concept of the
readymade before you challenge it,” says
Francis Naumann, the author of a forthcom-
ing book, “Marcel Duchamp: The Art of
Making Art in the Age of Mechanical Repro-
duction.”” After that, it matters less and less,

Once Duchamp established the idea of a
readymade, he was constantly monkeying

around with it. He offered a “shaved’ ver-

sion of the bearded Mona Lisa, and even

created a “'reciprocal'’ readymade: “Use a
Rembrandt as an ironing board.”

In any case, even if Duchamp intended to
deceive, the readymade “has already af-
fected a half century of artists,” Mr. Nau-
mann says. “You can't take that away.”

The readymade proved that “a work of
artonly is a work of art if you accept it,”” Mr.

Naumann says.

The readymade proved that “art is a set
of relationships, not a thing,” Mr. Joselit
says.

The readymade proved that “‘everything
and anything can be art,” says Thierry de
Duve, the author of “Kant after Duchamp.”

So maybe the readymade is safe and t Sneeze Rrose
sound. But what about Duchamp? “My opin- s:ﬁhy'y(igglfcuppeﬁm =
ion of Duchamp would change if she's i » BOE J
right,” Mr. Naumann admits. “It wouldbea @ bird cage containing
grand act of deception,” marble cubes, a theﬂ'l'loﬂ‘lcltll;'l'

Arthur Danto, the art critic for The Na-  and cuttlebone. “Fountain
tion, is more blunt. “I guess it’s possible that s what Duchamp called the
he made a commercial porcelainurinal and  wrinal, At right, 50 cc of
a grooming comb. But what would I think of Paris Air" from 1919,
him if his great contribution was as a ce-
ramicist or a woodworker? I think it would
make him far less important.” Of course,

“that wouldn't change the readymade;
that's part of the discourse now."”

“But If she's right,” he adds, ‘I have no
interest in Duchamp."




