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Greetings

The National Center for Art Research (NCAR) and the Tama Art University Art Archives Center (AAC) conducted
a joint research project from FY2023 to FY2024 as the first initiative of NCAR’s “research workshops on shared
international issues.”

This project focused on the Large Glass Tokyo Version (1980, Komaba Museum, The University of Tokyo), a
replica of Marcel Duchamp’s seminal work The Bride Stripped Bare by Her Bachelors, Even (commonly known as
The Large Glass, 1915-23, Philadelphia Museum of Art). The project aimed to establish a framework for archiving
the group of preparatory studies created for the replica (Tama Art University collection) and for utilizing them as

educational resources.

In FY2023, representatives from NCAR and AAC visited the Philadelphia Museum of Art to examine the Large
Glass and the museum’s archival materials. The archive, which contains an extensive collection of correspondence
from Japan, mainly letters by Tono Yoshiaki (then a professor at Tama Art University), revealed the collaborative
relationship between the Japanese side and the Philadelphia Museum of Art in the realization of the Large Glass
Tokyo Version. At the end of FY2023, a curator from the museum and a representative of the Association Marcel
Duchamp were invited to Japan. At the Komaba Museum of the University of Tokyo, they first conducted viewings
of the materials from the museum’s collection and carried out related lectures. The following day, a workshop was
held at Tama Art University with the relevant parties. The preparatory study and related materials in the university’s
collection were jointly studied during this workshop, and the detailed background of the Large Glass Tokyo
Version’s production was shared. This exchange led to the Association’s approval for archiving the preparatory study
at Tama Art University.

In FY2024, NCAR and AAC hosted an international symposium at Tama Art University at which curators,
researchers, and other stakeholders from museums that hold replicas of The Large Glass exchanged information
about each replica and discussed possible approaches to their use in museum settings. The symposium provided the
first opportunity to share the histories and significance of the various replicas of The Large Glass by inviting curators
from Moderna Museet in Stockholm and Tate Modern, along with a French artist who led a project involving an

ephemeral copy of The Large Glass, and by bringing together those involved in the Large Glass Tokyo Version.

Even for a work of major importance in the history of contemporary art, projects that focus specifically on its
replicas are extremely rare. By illuminating the circumstances surrounding the realization of the Large Glass Tokyo
Version, this joint research project provided a forum for the comparative examination of replicas of The Large Glass
held by museums in Sweden and the United Kingdom, as well as a university museum in Japan. We publish this
record of the research in the hope that this project will serve as a starting point for ongoing discussions on issues

surrounding archives and replicas.

We would like to express our sincere gratitude to the Association Marcel Duchamp for their understanding
and permission to archive the preparatory study for the Large Glass Tokyo Version, as well as to all those who

participated in and contributed to this project.

March 2026
National Center for Art Research
Tama Art University Art Archives Center
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Project Outline

Project Background

Marcel Duchamp (1887-1968) radically challenged the concept of “art”
with Fountain (1917), a readymade porcelain urinal that he signed and
presented as an artwork. His major work, The Bride Stripped Bare by
Her Bachelors, Even (commonly known as The Large Glass, 1915-23;
Philadelphia Museum of Art), was created over the course of eight
years and remains unfinished. It is widely known for the breadth of its
interpretive possibilities and the extensive debate it has generated. As
the work is extremely difficult to transport, four replicas have so far been
produced for exhibition purposes.

The first life-size replica, held by the Moderna Museet in Stockholm,
was created in 1961 for the exhibition Movement in Art. The project was
spearheaded by the museum’s then-director Pontus Hultén with art critic
Ulf Linde and artist Per Olof Ultvedt. Duchamp provided a signature
to certify that the replica is official. Thirty years later, Linde produced
another reconstruction of The Large Glass, known as the “Traveling
version” (this time together with the artists John Stenborg and Henrik
Samuelsson), which was completed and posthumously authorized in
1991-92.

The London version, now in the collection of Tate, was produced by
the artist Richard Hamilton for the retrospective exhibition The Almost
Complete Works of Marcel Duchamp, which was held at the Tate Gallery
in 1966. This “reconstruction” also bears Duchamp’s signature and is
inscribed “pour copie conforme” (“certified genuine copy”).

The only replica in Asia, known as the Tokyo version (Komaba
Museum, the University of Tokyo), was completed in 1980, after
Duchamp’s death. The creation was supervised by the poet and art critic
Takiguchi Shuzo (1903-79), who had known Duchamp personally, and
the art critic Tono Yoshiaki (1930-2005), who was then a professor at
Tama Art University. Students from the University of Tokyo and Tama Art
University served as fabricators for the project, and a group of preparatory
studies created during the production remains at the latter institution.

This project was initiated with the aim of establishing a framework for

archiving these materials and utilizing them as educational resources.

About the Organizers

This project is a joint initiative of the National Center for Art Research
(NCAR) and the Tama Art University Art Archive Center (AAC). The
NCAR was established in March 2023 as an organization within the
National Museum of Art, Japan (Chiyoda City, Tokyo; Director Kataoka
Mami) with the mission of “Connecting, Deepening, and Expanding Art.”
The NCAR serves as a hub for the promotion of the arts, undertaking a
range of activities aimed at the sustainable development of art and the
enhancement of its social value. This project was organized as part of the

“Research Workshops on Shared International Issues,” led by the NCAR’s

10

International Relations Group, and was conceived to create a forum for
discussion among specialists in Japan and abroad on shared issues related
to the field.

The AAC is an affiliated institution of Tama Art University (Setagaya
and Hachioji, Tokyo; President Hiroshi Naito). As of 2026, the AAC
houses 21 archival collections and is engaged in the construction and
utilization of, as well as related research on, multiple archives, including
the “Takiguchi Shuzo Library,” which contains key literature and notes
related to Duchamp studies, the “Tono Yoshiaki Materials,” which
includes materials and correspondence related to the production of the
Tokyo version, and the “Anzai Shigeo Photo Archive,” which documents
the process of the replica’s production and the records of those involved.

The catalyst for this project was the group of preparatory studies
for the Tokyo version of The Large Glass that remains at Tama Art
University, particularly the full-scale glass studies. Although some of
these show signs of deterioration and damage, they are valuable because
they allow for close observation of the replica’s production process and
offer technical insight into Duchamp’s work. The archival preservation
of these studies will facilitate novel possibilities for exhibitions and
educational applications in conjunction with the AAC’s existing holdings.
Furthermore, approaching Duchamp’s practice from the perspective of
replication provides an opportunity to reconsider his artistic activity and

reexamine the relationship between Japan and the artist.

Project Overview and Notes on Replicas and an Ephemeral Copy
Addressed in This Record

This project reports in its entirety the joint project, conducted over
fiscal years 202324, titled “Archiving the Production Process of Tokyo
Version (1980)—A Replica of Marcel Duchamp’s The Bride Stripped
Bare by Her Bachelors, Even (1915-23): Preservation and Utilization of
Archival Materials.” A chronological overview of both the joint and the
independent initiatives carried out by the NCAR and the AAC is provided
in the timeline (p. 13).

In the first half of FY2023, efforts focused on preparing to obtain
approval from the rights holder, Association Marcel Duchamp (A.M.D.,
Paris, France), regarding the Tokyo version-related materials held by
Tama Art University. A visit to the Philadelphia Museum of Art, which
houses the original work, allowed for a close examination of the artwork
and confirmation that the museum’s archives contain numerous related
letters and photographs from Japan. The museum’s curator, Matthew
Affron, expressed an understanding of the relationship between Duchamp
and Japan, and he graciously agreed to participate in a workshop at
Tama Art University. The organizers requested Dr. Affron to examine the
Tokyo version—-related materials firsthand, and to offer his expert opinion.

Ms. Shiraha Akemi also participated in the workshop on behalf of the



Association.

Cooperation with the Komaba Museum, the University of Tokyo,
which holds the Tokyo version, also progressed. In coordination with the
workshop schedule at Tama Art University, a special lecture was held at
the museum in conjunction with an on-site viewing of the replica. Three
presentations were delivered: Associate Professor Hiromi Matsui (The
University of Tokyo), “The Art of the Duchamp Family”; Professor Kenji
Kajiya (The University of Tokyo), “Refabricating Marcel Duchamp’s
The Large Glass in Tokyo”; and guest speaker Matthew Affron, “Why
Are There Multiple Replicas of Duchamp’s Large Glass?” (transcripts,
pp- 83-95). The museum also made its Tokyo version archive available
for viewing by the guests and related members of Tama Art University,
and, in conjunction with the lectures, exhibited photographic and video
documentation from the 1979-80 reconstruction period.

In addition to Dr. Affron and Ms. Shiraha, the Tama Art University
workshop participants included Assistant Professor Orimo Katsuya
(Komaba Museum, The University of Tokyo), Arifuku Kazuaki, one of the
fabricators of the Tokyo version and a professor at Ariake University of
Education and the Arts, and representatives from the NCAR and Tama Art
University. The workshop was centered on four preparatory studies for the
Tokyo Version, but participants were also able to examine related materials
firsthand, as well as attend an exhibition at the Art Archive Center
Gallery. Three of the preparatory studies, never previously shown to the
public, were too deteriorated to move and were viewed in the basement
mechanical room of the Tama Art University Library, where they had long
been stored. During a coffee break discussion, participants expressed that
these materials—preserved for over 40 years—were of significant value.

In FY2024, following continued communication with the Association,
permission was granted and contracted for Tama Art University to hold
and make public the preparatory study and related materials. The materials
were subsequently unveiled at the end of the fiscal year.

In addition, the NCAR and the AAC jointly organized an international
symposium, to which they invited representatives from institutions that
hold replicas of The Large Glass and scholars specializing in its study.
Four presentations were delivered: Anna Tellgren of Moderna Museet,
“Marcel Duchamp and Moderna Museet — The Stockholm Versions”;
Natalia Sidlina of Tate Modern, “Recapitulation of Intention: Richard
Hamilton’s Marcel Duchamp’s The Large Glass”; Mitsuda Yuri (Director,
AAC; Professor, Tama Art University), “The Large Glass Tokyo Version
(1980): Archives”; and artist Pascal Goblot, “About the 7o Be Broken
ephemeral copy of Le Grand Verre (The Large Glass)” These keynote
addresses were followed by additional presentations by Assistant Professor
Orimo Katsuya, “The Large Glass in the Collection of the Komaba
Museum—The Holder’s Perspective,” and fabricator Arifuku Kazuaki,
“The Large Glass Tokyo Version 1979-1980,” and the symposium
concluded with a lively onstage discussion among the speakers (transcripts,
pp. 103-130).

Goblot, who is also a scholar of The Large Glass, presented on
the ephemeral copy created for his project 7o Be Broken, which was
authorized on the premise that it would ultimately be destroyed. Ten
years after its creation, in March 2024, the copy was exhibited at the
Centre Pompidou-Metz and then broken in front of an audience. The

event was documented on film as a performance. Dr. Tellgren introduced

the Traveling version (1991-92) produced by Ulf Linde in the 1990s
and held by Moderna Museet. Through this symposium, comprehensive
information exchange and discussion concerning replicas and copies of
The Large Glass were achieved. The FY2024 symposium can be regarded
as the first occasion to focus specifically on replicas of The Large Glass,
and it opened new international pathways for future replica studies.

In conjunction with the FY2023 workshop and the FY2024 international
symposium, the AAC organized exhibitions of materials related to The
Large Glass. A list of those materials is also included in this report (pp.
98-100 and 132-135).

Variant Titles of The Large Glass Referenced in This Report

In this project report, The Bride Stripped Bare by Her Bachelors, Even is

presented as follows:

* Original French title: La mariée mise a nu par ses célibataires, méme
(also known as Le Grand Verre)

» English translation: The Bride Stripped Bare by Her Bachelors, Even
(also known as The Large Glass)

» Japanese translation: Kanojo no dokushinsha-tachi ni yotte hadaka ni
sareta hanayome, saemo ({PE 2L DMLY 72 HIZL>THUTSNIAEIE,
E2Z2b)) or Hanayome wa kanojo no dokushinsha-tachi ni yotte hadaka
ni sarete, saemo ((ALIFIINE L OGP E - HICEo>TRRIZEN T, X2
b)), also known as Ogarasu ({KAFA)).

In the English-language texts included in this volume, the French title
is used when the authors prefer its use. In Japanese-language texts, the
Japanese translation is given priority. Among the Japanese translations, the
version by Takiguchi Shuzo and others—Kanojo no dokushinsha-tachi ni
yotte hadaka ni sareta hanayome, saemo ({IR L DOMFH T2 HICL>TH
ICENTAEIG, E2B))—is widely known; however, multiple translations
exist due to differing interpretations of the original French title. For further
details, please refer to Professor Kajiya Kenji’s presentation transcript (pp.
87-91).

As a general rule, this record adopts Takiguchi’s translation. However,
the Komaba Museum, the University of Tokyo, which houses the replica,
uses the alternative translation; therefore, the Japanese title may vary
depending on the author. Regarding the designation of each replica, for the
sake of clarity and readability, this record at times uses formulations such
as The Large Glass XX Version. When referring to multiple replicas, only
the version name may be used.

The Association Marcel Duchamp recommends that holding institutions
use the original title The Bride Stripped Bare by Her Bachelors, Even,
or The Large Glass, and clearly indicate in all informational and
communication materials that it is a replica, specifying its maker and date
of production. The use in this record of expressions such as the Large
Glass XX Version or version names alone reflects a choice made primarily
for clarity in context. In Japan, moreover, the designation the Large Glass
Tokyo Version has long been in common use; the titles of past exhibitions,
events, and publications are retained in their original form. Finally, in
some contributions, the authors refer to a replica simply as The Large

Glass. Where no confusion arises, such usage has been retained.
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FY2023-24 Project Timeline

Date

Activity (Business Travelers/Invited Guests/Number of Participants)

August 29-September 3, 2023

Research materials for the project and request cooperation with the Philadelphia Museum
of Art

Business travelers: Okabe Miki (National Center for Art Research), Mitsuda Yuri (Tama
Art University)

January 9-20, 2024***

Related exhibition at Tama Art University: “In the making of the Large Glass Tokyo
Version! Takiguchi Shuzo, TonoYoshiaki, Anzai Shigeo, and Students”

January 18, 2024*

Special lecture, “The Large Glass,” held at the Komaba Museum, the University of
Tokyo

Invited guests: Matthew Affron (Philadelphia Museum of Art), Shiraha Akemi, on behalf
of the Association Marcel Duchamp, Paris

Two additional speakers

42 participants

January 19, 2024*

Archival research conducted at the Komaba Museum, the University of Tokyo
Invited guests: Matthew Affron, Shiraha Akemi

January 20, 2024

Workshop at Tama Art University: Limited disclosure of the Large Glass Tokyo Version
materials—Working toward archive status for the preparatory study and related materials
Invited guests: Matthew Affron, Shiraha Akemi

35 participants

March 22-27, 2024***

Observation of Pascal Goblot’s exhibition and performance 7o Be Broken—Destruction
du Grand Verre (Centre Pompidou-Metz)

Request for cooperation with Pascal Goblot

Request for cooperation with the Association Marcel Duchamp and archival research at
its offices

Archival research at the Centre Pompidou Archive Center

Business traveler: Mitsuda Yuri

June 29-July 12, 2024**

Research of materials for the project and requests for cooperation with Moderna Museet,
Stockholm and Tate Modern
Business traveler: Okabe Miki

July 3, 2024+

The Association Marcel Duchamp approved the archiving of four preparatory study
for the Tokyo Version held by Tama Art University, together with related materials, and
finalized a contract with the university, granting public access to these materials.

July-December 2024 ***

Tama Art University, in collaboration with Mori Painting Conservation Studio and
Professor Emeritus Ikemoto Kazumi (Tama Art University), undertook the restoration
and conservation of deteriorated preparatory study.

October 28—November 5, 2024***

Request for cooperation with Moderna Museet; research on the Stockholm version and
related replicas; archival research at the museum

Request for cooperation with Tate Britain; research on the exhibition Marcel Duchamp
and Richard Hamilton; archival research at the museum’s Reading Room Library
Business traveler: Mitsuda Yuri

February 28, 2025

Viewing of the Tokyo version at the Komaba Museum, the University of Tokyo
Invited guests: Anna Tellgren (Moderna Museet), Natalia Sidlina (Tate Modern), Pascal
Goblot (artist)

March 1, 2025

International symposium at Tama Art University: “Replicas and more: Marcel Duchamp
The Large Glass and Its Replicas—Stockholm, London, Tokyo, and Paris”

Invited guests: Anna Tellgren, Natalia Sidlina, Pascal Goblot

Three additional speakers

150 participants

March 1-15 and April 1-May 17, 2025%**

Exhibition at Tama Art University: “The Large Glass Tokyo Version Glass Studies
Archives”

Special Exhibition: Pascal Goblot, “Through The Large Glasses” and “The Bachelors’
Attempt to Dress the Bride, in Vain”

*  Jointly organized by the Komaba Museum, University of Tokyo and the NCAR.

**  Organized by the NCAR.
*** Organized by the AAC.

All other activities were jointly organized by the NCAR and the AAC.
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On the Names of the Elements of
The Large Glass

The Large Glass is composed primarily of two sections, “the Bride”
and “the Bachelors,” each of which contains elements with their own
specific names. Below is a list of the principal elements that appear in this
volume. Unless otherwise specified by the author, the Japanese-language
manuscripts follow the nomenclature used by the Komaba Museum of
the University of Tokyo for the names of these elements. Likewise, in
the English-language manuscripts, the nomenclature of the Philadelphia
Museum of Art is adopted, unless the author indicates otherwise. In
cases where authors use the original French terminology, those terms are

retained in French.

Elements of The Large Glass

The Bride / Mariée / Pendu femelle

Milky Way / Voie lactée chair

Draught Pistons / Pistons du courant d’air

Nine Shots / 9 Tirés

Bride’s garment / Horizon

Nine Malie Moulds / Cemetery of Uniforms and Liveries /
Neuf moules maliques

AN AW —

7  Water-mill wheel / Moulin a eau

8 Capillary Tubes / Tubes (stoppages étalon)
9 Sieves or Parasols / Tamis

10 Scissors / Grands ciseaux

11 Chocolate Grinder / Broyeuse de chocolat
12 Crashes or Splashes (unfinished part)

13 Oculist Witnesses / Tableaux d’oculiste

FORF B P O (Ratrr—Tar )
ARECS N R

1915-1923/1980

Tokyo Version, Collection of Komaba Museum, The
University of Tokyo

Directed by Takiguchi Shuzo and Tono Yoshiaki
1915-1923/1980

© Association Marcel Duchamp/ADAGP, Paris &
JASPAR, Tokyo, 2026 C5334

Photo courtesy of Komaba Museum, The University
of Tokyo
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MG & SCRE | 1959 | 3548 | Bt

2 s TXRREIR R | B SGT IR
WELME ST | 1972 | S48 | @085

30 MBS [a— Xt 57158~ 68 | ([] 555% 1973447 X0)
WSS SCRE | 1973 | Mesk | TR&

4 B [N L TIALDTHIZ]
BEEERE SO | 1968 | 58 | €0h 5

5 BTy UL MG S TR
WEEMERE SO | 1959.12 | #a
» [Marchant du sel] (No.6) 25 A>T 7k Blb A3 5

6 <NVEL-TFaiyy, ITo)-H XA I [Marchant du sel]
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Pt Y S MBS o 7
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8 V¥ v+7L—) [Marcel Duchamp ou le grand fictif]
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WECME SR | 1967 | 545 | P.Belfond

10 FOYAR [Ty HFO3RES /S TLybDtyh(a
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HECMERE SR | ARG | oA
» il /5 145 7% 1. EXHIBITION OF PICTURES BY JEAN CROTTI, MARCEL DU-
CHAMP, ARBERT GLEIZES, JEAN METZINGER (1916), 2. EXHIBITION OF MODERN
ART (1916), 3. THIRD EXHIBITION OF CONTEMPORARY FRENCH ART (1915)

11 F2<L0A [Marcel Duchamp A L’INFINITIF (English Version) x Zerox
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HEFHFHIEAL | 1973 | MBES B L (TV52)
B TATTNTAT FEME [T adx Vg | A —T =0 Fi 5

29
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35
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37
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42

M. Duchamp Large Glass’s Drawing: Tokyo Univ. April 15, 1978
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| S EL S SOAVS /N

43

M. Duchamp’s Project. Tokyo Univ. Oct 8 79
WRFEITHNT —HA7 | 1979.10.8 | A2 7Dz T) b
»1978.10 LEFEFv o 8AH

44

79 &, EBE ‘Large Glass’ HlI1EE
AN | 1979 | BBEXBTFL vz | EBHEFvI /8
> i A i — I

45

M.Duchamp's Project Tokyo Univ. Nov 3 79
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| AR EE S STV

46
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48
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| gl SRR

50
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| INRY X5l

51
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52

[(RAFA T 77—V av )RR (R D720 080 %) ]
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53
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D 8
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DA — I

56
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57
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T | 1980 | FUBEXEEL (752 | TR BHF 0o 7S A
D3 AT I

58

M.Duchamp Large Glass. Tokyo Version, Tokyo Univ. April 10.1980
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59

M.Duchamp’s April 22 *80
FREPTHNT —H4 | 1980.4.22 | FVIF VTN | HRURFEF v

60

M.Duchamp’s Project
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61
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62 M.Duchamp’s Project Tokyo Univ, May 12 *80 85 M.Duchamp Project group, Tokyo Univ. April 4 80

BRRERTAINT—HAT | 1980.5.12 | FUVF VTN | BRIKFEFX 2782 BREITHNT—HA477 | 1980.4.4 | A2 7T 2o b TVUb | BERFBIF 12782
63 TONO & P. Fulten; Tokyo Univ, May 12 1980 86 [(KHFA WD 7—Tar Y HVEZ NV — Tl A B
FREE IR TN —HA4 | 1980.5.12 | A7V 2ob TN | WETR B v/ SA TN | 2010 | A2 2V zob TV | - B i i
PR T AT NT EHE W, (No.36) LR HO G L P [ KAFA S HIVESONE AR RL & B R FE AR =AM AT i [ A% B L CHA TS
64 [(KATA FET7— > ) WVEIRGE (FaL— i) si) b ;
N | 1980 | SEBEXGEL | HURUASEB 1o S 87 HRRLER [ RAT AR I (1978.10) S BESEMT R AE HIFE
>k NG | 1978.11 | &% | EBEFvo82
65 [{RATA Ht77—Dar ) R ((Faar—MEw) shiEnD) ] t’ébu%fﬁélﬂﬂ%iﬁ\ S BILE, SRR B 6 5. iR
N | 1980 | SEBEXGEL | BURORSEBI 1o/ S 88 FLERMLE [T 2y O HIZE>THRICSNZ AR,
> Sk 1 2k 22b TR
66 [(KATA BT 7— Va0 ) HIVEEE: (GRilZ) BmL) ] NG | 1979-80 | WLf% | FBFEF 1o 7SR, HRURFBHF v o782
TELAJE | 1980 | MEBEX 2L | USRS BIS T v 2 > et R
e 1 Bk

67 [(RATA Haty 77—V a2 ) FIVE IS (GRzo Bt ]
A | 1980 | MEBESEEL | HURUR B F v /8
> s ek
68 [(RHIFA BRI 7—a) B ROy ) ]
A | 1980 | MEBESEEL | HUSUR B S i o
> i gk
69 [(RFFA BHY7—a) A GO B ) ]
BN | 1980 | MUBESEIL | HURUR B Sy i o
g S
70 M.Duchamp. Large Glass Tokyo Version Staff Memorial Shot. Tokyo
Univ, June 27’80
BREITHNT—HAY | 1980.6.27 | A2V xy b TV b | HTREEB SR i
71  M.Duchamp. Large Glass, Tokyo Version: Tokyo Univ June 28 1980.
LB THNT =74 | 1980.6.28 | £ 22V xybTUb | HUGRE B
72 [=b-Favy R )—T7Lyb
TG | 1981 | V=7Loh | wi S f IR0

73 M.Duchamp’s Show Opening. Karuizawa, Aug 01 81
CREG TN —HAT | 1981.8.1 | A7V bTIb | BRI B0

74 With Widow of Marcel Duchamp, Seibu-Takanawa Museum,
Karuizawa Aug 1’81
LR THNT—=HA4 | 1981.8.1 | A2 2Ty b TN | I (BIE00
75 T ) A—N TAZ— T 2T
fENE | 1981.8.1 | REBESGEL (7o) | Bl S AE (IR
> Jiss AT e — i
76 M.Duchamp’s Show, Opening, Aug 01 *81
BPEBTANT—=HAT | 1981.8.1 | A2 2Tz h TV | Bl il i I

77 John Cage, Karuizawa July 31 ’81
TRBERTANT—AAT | 1981.8.1% | A7V xo b TV | Bl AR G0

78 John Cage, Karuizawa July 31 *81

BREBTHNT =4 | 1981.8.1% | A2 2V xy b TV | Fli IS ik
79 Varr—I, EmiET¥

TN | 1981.8.1 | EBEX G (7oss) | i SEtr e (IR0

> AT i — I
80 [=IEN-Faiyv gl hyar

TN | 1981 | EE&Ayas | msdemrs, vk S

BT ) A=N VA =D, FAZ— T a2y DY A A

81  M.Duchamp Show. Takanawa Museum. Aug 26 ’81
BB THNT A4 | 1981.8.26 | 427 Vxy b7 b | BRI (B

82 M.Duchamp’s Show, Takanawa Museum, Aug 26 ’81 “Large Glass
Tokyo Version”
BIEITHNT—HAT | 1981.8.26 | A X7 Py b TV Uh | Bl Sl (BHEI0
83 I UEEA SR ILIE S TEAM] (a¢—)
TG | 1978.4.13 | $H:filf (22—)
84 Takiguchi & TONO, Jiyugaoka.G. Jan 15 78
BREBEHTANT—H4T | 1978.1.15 | A2 7 DVxy TV b | FHHS W (i)
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T—=hA TR, AN O SWRETORCETN, IEFICHKR R, TLCLARN L Rldke P
HFLTKEZATHY, 7= T B EEY O E LD LI LD TY , LTI,
ZNa B ANRHTL NIAY =% 740, FEMTCHIUTEM ., FWCTHIULKEFHITTE S
LT, BEOT =4 T, ZNOBEFNLETO, L IEAEHEE VS, ARE
FIHREELRVBDOZHRAEL T 7zl FN 7z — IV bRTuE T,

ZDINTT—=AATE, B TRRRAEDZ O TLIZDS LT IINT —HA T HA D
FERERELEDIL, T—IAT~NDEZTTPIREEDSTETVET, Ll BIIELZL DT =04
FIE I, 7= b7 — I A IR R L CBY, MBI TS, HOHIE S Hiu,
T=IATIEEEDOD LD ETENTNE T, LIANE ENEETIOLILEE IR
(TS TETWET,

20044, A FYADT =k FrF) =A%, I—0v/3D 500 ADOT —hLF A/ =M [20 HH1 5
W THolbHBE G IR AT | L) T o — M7zl 25, LA VRV - 72
%> (Marcel Duchamp, 1887-1968) @ (Jit ) (1917) TLZ2 1o A FURADERLRKFAEY -4
V¥ (Simon Wilson) 1&, 77 —Mii K& W TZDIHNTRRTWET,

<IN F AT UL T2l SHDIEWDOTA FIv s e 2 WL TBY, 35
WAERICTER A FNBAE N 2T O A Z D50l b HELLDTHY A EMBARIEE D L)%
LDTYH, EDIH LT ST THIN, W)z Ji% L Tw5,

SIOT—=1lbhoT0D (KATA) (1915-234F) b, —FDOTAR) 22— arRiilfE7otA
DIRFICEERIENTY . 4%, 7T— I 7D FLOON T E, 7— b7 =74 TR EdicE
WSO ERE A TEBRIRIC N LD TIE RO HOFIEE, H5WIEALDHIE DT, 7—
87— 74 TEEREDBIRICDOWTEAZ S L T RITIUE RSO TR RV 29
WHZEER (RFTR) OLTIAEHLNDIUIZEEFT TN T ZD TRV HLEVETOT,
GHOY VR Y MIREWFRELTBYE T,

s
1 2f13¥74Y (Pablo Ruiz Picasso, 1881-1973) @ (771 =a>®fi/=% ) (1907). 3717+ —3)V (Andy Warhol,
1928-1987) @ (=¥ 7147712 ) (1962) 0
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7225 1960 4E I A by 27 AV R AT OB K IZHEAE L, [Movement
inArt] (19614F). [ American Pop Art| (1964 4F), [ She — A Cathedral ]
(1966 4%) . [ Andy Warhol] (19684F) L\ o7z B &% Av i, FE47 A
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LTWET . EDDITFRIREN—@OFARIIBNCT, 7T Y3 T2 vy
WCROIHNLEMEBTF 2T TS, [ARITHAY —UIiEshzH
WO R A OLTA AR TLEID (1913 4E2) . TR % IEHVET
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FV—IE30 DT B RV SHER S, 2 SFINE 1T BT 502008 4124 —
TYUTESR, 7= HA NN R FE R ], 23— T =2 vay
TREGEHITW,

BRI RELBEDEMIIBI LT 2V v OB R FEET LI VRY I A

46
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FEIZBIT 20 —F RO FEE DI HLAB] T S https://www.modernamuseet.se/
stockholm/en/event/symposium-duchamp-and-sweden/ (202642 H2 HE%) o
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Artworks: © The Artists; Photo: © Tate (Kathleen Arundell)
©Association Marcel Duchamp / ADAGP, Paris & JASPAR, Tokyo, 2026 C5334
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© Succession Marcel Duchamp / ADAGP, Paris & JASPAR, Tokyo, 2026 C5334
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1 2 B4 : https://www.tate.org.uk/visit/tate-britain/display/modern-and-contemporary-
british-art/marcel-duchamp-and-richard-hamilton

2 Richard Hamilton, Collected Words 1953—1982, Thames & Hudson, 1982 p.10.
3 Rrose Sélavy (Marcel Duchamp), The Green Box (La boite verte), 1934.

4 Marcel Duchamp, Richard Hamilton, The Bride Stripped Bare by Her Bachelors,
Even. A Typographic Version by Richard Hamilton of Marcel Duchamp’s Green Box.
Translated by George Heard Hamilton, London, 1960.

5 VFr—F-NINIPSIIBI - F 2 v AT TR/ (19564E6H271H), Tate
Archive TGA 20215.

6 TNEN-F2IrrPBY)Fr—F NIV ASE TR TR (19604 11 H26H) .
Tate Archive TGA 20215.

7 By or of Marcel Duchamp or Rrose Sélavy, ex. cat., Pasadena Art Museum, 1963.

8 ‘The Pasadena Retrospective’, Art International, January 1964.
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9 % M :Richard Hamilton, ‘The Bride stripped bare by her bachelors even again.’
A reconstruction by Richard Hamilton of Marcel Duchamp's Large Glass, ex. cat.
Hatton Gallery, Newcastle upon Tyne, University of Newcastle, 1966.
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11 -

12 2% : Tate Public Record TG 4/2/442/1

13 218 : Tate Conservation Department records, T02011

142 4 - Christopher Holden and Roy Perry, ‘The Reconstruction of the Lower Glass
Panel of Duchamp/Hamilton’s “Large Glass” 1965-6°, Conservator, no.11, July
1987, pp.3-13.

15 21 : Tate Conservation Department records, T02011

16 %l : Bryony Bery, ‘Through The Large Glass: Richard Hamilton’s Reframing of
Marcel Duchamp’ in Tate Papers, n10.26 Autumn 2016 https://www.tate.org.uk/
research/tate-papers/2 6/through-the-large-glass

17 R EZIZOWTOFERNE UL %208 - Duchamp, Man Ray, Picabia, ex. cat., Tate
Modern, London 2008.

18 E X ITOWTOFEMIX LT %5 4 : Richard Hamilton, ex. cat., Tate Modern,
London 2014.
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The Large Glass Tokyo Version Preparatory Study

ThEL - TFaor (BXOMEELLICE>TRICSNTER,
TZL) L7V B (KA FRAERT7—Yav) HIRRZT4
(1979)

WA MG s+ S

WVES S R - AR — IR (S BESEA R - A4 i (HARKE:)
SGIEFMRFT =T —h ATy —i (RAFARIT7—Tav ) (1980) 1EH
K20 i P i)

(RIFGA) DLTVHIDVEDTHD (HalT7—Var) HfEcH 7,
2 BN R E RO SN L 723 —y T Dk, R
EFESPITICHALARED 72D DUIE DTz,

Preparatory Study for the replica of Marcel Duchamp’s The Bride
Stripped Bare by Her Bachelors, Even, known as the Large Glass
Tokyo Version (1979)

Direction: Takiguchi Shuzo+Tono Yoshiaki

Fabricators: Student volunteers Shiozaki Yutaka, Arifuku Kazuaki (Tama Art University),
Kimura Ken (Nihon University)

Collection: Art Archives Center, Tama Art University [the Large Glass Tokyo Version
(1980) is part of the Komaba Museum collection, The Univeresity of Tokyo]

With the authorization of the Association Marcel Duchamp

These are component—based preparatory study produced by students
of Tama Art University and the University of Tokyo in the process of
creating the Tokyo Version, one of the replicas of The Large Glass. This

project served as a catalyst for research and conservation efforts.

EYa7)LER | Visual Resource and Documentation

© Association Marcel Duchamp/ADAGP, Paris & JASPAR, Tokyo, 2026 C5334 Photo courtesy of Tama Art University Art Archives Center
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The Large Glass and Its Replicas and an Ephemeral Copy

TATTIWVTATEMEBIIRD NI - T2 xy (R OMmEH - HIZ
ToTRUCEN AL, 23 ) GBRR. (KATFA)) JLON, RALEkE T
D LT3 oL 7R OMBAEIC—225—THAMLET .

1

Ay 2 RV LERIEMEEFIRD (Aby 7RV L - T7r—Dav)
INT N TFIEBLTIA

RN T2 AL AV AD

1915-1923/1961

Stockholm Version, Collection of Moderna Musset, Stockholm
Replica executed by Ulf Linde

Signed by Marcel Duchamp

1915-1923/1961

© Association Marcel Duchamp/ADAGP, Paris & JASPAR, Tokyo, 2026 C5334 Photo
courtesy of Moderna Museet

2

F—h B VFHD (AR -y —Yay)

DF =R NIVRATE LN 1965-66, F &R/ SAVHEHIE 1985
1915-1923/1965-1966, 1985

19754F, 7407 & 27— K07 X A Al 0 2 il U C A

London Version, Collection of Tate

Reconstruction by Richard Hamilton 1965-66, lower panel remade 1985
1915-1923/1965-1966, 1985

Presented by William N. Copley through the American Federation of Arts 1975

© Estate of Richard Hamilton and Succession Marcel Duchamp/ADAGP, Paris &
JASPAR, Tokyo, 2026 C5334 Photo courtesy of Tate Modern

This section presents, in full color, Marcel Duchamp’s The Bride Stripped
Bare by Her Bachelors, Even (The Large Glass) from the collection of the
Philadelphia Museum of Art, along with three replicas and one ephemeral

copy discussed in this publication.

3

FRURF B ETTEO (R 7—Ta>)

pARICSNE ISR

1915-1923/1980

Tokyo Version, Collection of Komaba Museum, The University of Tokyo
Directed by Takiguchi Shuzo and Tono Yoshiaki

1915-1923/1980

© Association Marcel Duchamp/ADAGP, Paris & JASPAR, Tokyo, 2026 C5334
Photo courtesy of Komaba Museum, The University of Tokyo

4

2SAI - TT LB A& T — (To Be Broken 77 —a> )
1915-1923/2013-2024

To Be Broken Version, an ephemeral copy of The Large Glass
Reconstruction by Pascal Goblot

1915-1923/2013-2024

© Pascal Goblot

EYa7)LER | Visual Resource and Documentation
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(e DG H7=BIE>TRICEN AR, E23)
1915-1923

The Bride Stripped Bare by Her Bachelors, Even, 1915-1923
Collection of Philadelphia Museum of Art

© Association Marcel Duchamp/ADAGP, Paris & JASPAR, Tokyo,
2026 C5334 Photo courtesy of Philadelphia Museum of Art

EYa7)LER | Visual Resource and Documentation
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2023 4R SOV s Ot ER
Photo Documentation of the Project FY2023

FBIER [KH 7R | at RRAZHISIEME

Special Lecture “The Large Glass” at Komaba Museum, The University of Tokyo

AAC FREERIE3 [(KHFRARR T 7—Yav) fltkdh! BOBE REFSH REES F4HEK)
at ZEXMAE

The 3rd AAC Collection Exhibition “In the making of the Large Glass Tokyo Version! Takiguchi
Shuzo, TonoYoshiaki, Anzai Shigeo, and Students” at Tama Art University

SRR VT VR
(7497 N7 47 FMfi b, 1973)
PR (% RS R 27—
Rr A 5y R @Q
2 OB I IR HE ) - ™

Exhibition view: Archival - 3 ®
materials of the exhibition,

Marcel Duchamp (Philadelphia : : \
Museum of Art, 1973) from Tama
Art University AAC Takiguchi
Shuzo Library, Tono Yoshiaki
Materials etc.)

Photo: Nakashima Nanami

4

,

RS (Fy 7 —Yay ) B V=T E s (O ) fIfEin ek G o (R
RE) (BEEEWRET = N7 =Ny — BRI T+ T —HA7ED)
Exhibition view: Group photo of the production team of the Tokyo Version (top left)
and documentation photographs of the production process (on the display table),
from the Tama Art University AAC Anzai Shigeo Photo Archive, etc.

Photo: Nakashima Nanami
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Workshop: Limited disclosure of the Large Glass Tokyo Version materials at Tama Art University All photos by Nakashima Nanami

"

R 7—=2ay ) HIARY T4 B - H i (KT 7 =232 ) HITARS 74 GBI ATt — I WO ZSAraiRes)
Displaying the preparatory study Explanation of materials by Arifuku Kazuaki (Ariake College of Education and the Arts)

CRET 77—y ) HIARY T4 BRI BB E O P IEEPIWZE (Vv - Faiyy - 7Y n—ar L)

Viewing the prepartory study Conversation with the guests at the workshop

= — - = e 8 == S s o
s S WESR e | = e < & yr
e B B i == S o wew —ato Ne SR it P =2
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Photo Documentation of the Project FY2024

(RRV7—Yav )RR at RERAZHISEME

Viewing the Tokyo Version at Komaba Museum at The University of Tokyo

Photo: Pascal Goblot ©

ZEEMKET— T —DAT22—DRE All photos by Mori Yuma
Guided tour at the Art Archive Center, Tama Art University

I TR e T AT AN

: : SN
AAC AARYT = HFGAAY T4 & RHA S AAC HARYT = HTARE T4 P GRS (RAT7—ay ) HTARY 74 BAHEE
AAC Guided Tour:Introducing archival materials related AAC Guided Tour:Introducing archival materials related to preparatory Viewing the prepartory study

to preparatory study study
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SVRYTIL at ZEEMKE

Symposium at Tama Art University
All photos by Mori Yuma

PRZATEN ek

Symposium Panelists

T FNTL Y (A2 AN SRR 1)—F (F—h-EF) JEHIHE (%2
Anna Tellgren (Moderna Museet) . Natalia Sidlina (Tate Modern) Mitsuda Yuri (

8

\

| s S e Ty = s 0\

| P sdisk (RTRS: B3 o fe) Fa—IE R = AR 7)
ISV - T T 0 (BRI Orimo Katsuya (Komaba Museum, Arifuku Kazuaki (Ariake College of
Pascal Goblot (Artist The University of Tokyo) Education and the Arts)

AAC FTEERHEAT A7 — YT —=ZMHE FEE R
Guided tour of the AAC Collection Exhibition Group photo of the tour participants

EYa7)LER | Visual Resource and Documentation 79



AAC FRERIE 6 [(AHFRERT 7 —Ta> ) HIRREFAT—HA TR at SEEEHKY Allphotos by Rakashima Nanami
The 6th AAC Collection Exhibition “The Large Glass Tokyo Version Glass Studies Archives” at Tama Art University

| —— v
%
‘ o] 2
. e L4 :
— = 3 % "{,H, ) | d 1 i {5 g 3
- e
AT

BRI (0T 7—Yay ) HFAZS 74 (1979)
Exhibition view: The Large Glass Tokyo Version preparatory study (1979)

I3

)”
5 oo
7)1 [(RTFA) LTI fF T 2% — 2 ] BRI QR 7 —Yay ) HIARY 74
Exhibition view [Esquisses related to the preparatory study of The Large Glass replica] 7—Hh A7 A7 N a—

Exhibition view: LGTV Preparatory Study
Archive, slideshow

[BERR]/SRAN-T70RE All photos by Nakashima Nanami
[Special Exhibition] Pascal Goblot

IRAT - TTUBAGLE fy (U FHT2BIZ Lo THE LI ESNDIEIR, ZDIC) (2024) TS SZAL - TT OGRS ([RAFZ%ELT) (2010) #45
Pascal Goblot, The Bachelors’ Attempt to Dress the Bride, in Vain (detail), video, 2024 Pascal Goblot, Through the Large Glass (detail), video, 2010

80 £ 27V E#R} | Visual Resource and Documentation



c CUCAL







Komaba Museum, The University of Tokyo,
Special Lecture, The Large Glass

A special lecture was held on the background and formation of the Tokyo version of The Bride Stripped
Bare by Her Bachelors, Even (produced in 1980; supervised by Takiguchi Shuzo and Tono Yoshiaki)
held in the collection of Komaba Museum, The University of Tokyo. The lecture was delivered by a
curator from the Philadelphia Museum of Art, which houses Marcel Duchamp’s original work, together

with a scholar of modern and contemporary art history from the University of Tokyo.

Date: January 18, 2024, 19:00 to 21:00

Venue: Komaba Museum, The University of Tokyo

Speakers:  Hiromi Matsui, Kenji Kajiya, Matthew Affron

Organizers: Komaba Museum, The University of Tokyo, National Center for Art Research
Program:  19:00  Introduction

19:05  Special Lecture
Matsui Hiromi (Associate Professor, Graduate School of Arts and Sciences, The
University of Tokyo)
Kajiya Kenji (Professor, Graduate School of Arts and Sciences, The University of
Tokyo)
Matthew Affron (Muriel and Philip Berman Curator of Modern Art, Philadelphia
Museum of Art)

20:30  Talk Session

2023.04-2024.03
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The Art of the Duchamp Family

I am currently teaching at the University of Tokyo. My doctoral research
focused on Cubism, with particular attention to Raymond Duchamp-
Villon, the brother of Marcel Duchamp. I only recently become aware
of the collaborative project between the University of Tokyo’s Komaba
Museum and the Art Archives Center at Tama Art University, and I am
now beginning to engage with the art of Duchamp and his family.

The Cubist Revolution exhibition currently running at the National
Museum of Western Art in Ueno will close in about ten days. When
conceiving The Large Glass, Duchamp created a montage of his own
works from 1912 to 1916, and the Cubist exhibition offers a survey of
Cubist works from that period, including those by the Duchamp brothers.
The eighth section of the exhibition presents Duchamp and his family.
I wrote the text of the exhibition catalog for this section, and decided to
bring up Marcel Duchamp, since he is the best known of the Duchamp
brothers. However, as you know, Marcel Duchamp abandoned Cubism
around 1912 to explore new avenues, leading him to develop innovative
artistic practices such as readymades. In my commentary, I mention
a newspaper article from 1917 that seems emblematic of the nuanced

relationship between Duchamp and Cubism (Fig.1).

At the time, Duchamp was living in the United States. This magazine
feature article introduced readers to artists who were attracting attention
in the United States, including European artists who fled to the country
during World War I. As you can see from the photos, the artists are

posing in front of their own works. As a rule, the photo is a portrait of

§ EVERY WEEK for Apri 2,

SOMETIMES WE DREAD THE FUTURE

Fig. 1

“Sometimes We
Dread the Future,”
Every Week, April 2,
1915,p. 14

84

Matsui Hiromi Associate Professor, Graduate School of Arts and Sciences, The University of Tokyo

the artist next to his own work, and one would naturally assume that in
the Duchamp photo the painting behind him is his own work. In fact, it
was executed by his brother Jacques Villon. Duchamp appears to have
deliberately angled his face to align with the portrait behind him, as if
it were his own self-portrait. But that work is actually a painting by his
brother; moreover, it is not a picture of Marcel Duchamp, but of another
relative. Furthermore, by this point in time Duchamp himself was no
longer a Cubist painter. In other words, he’s not only pretending that
a portrait that’s not of him is of him, he is pulling a bit of a prank by
pretending to be a Cubist painter by choosing a tableau in the Cubism
style that he didn’t paint himself as the background. It is generally said
that Duchamp had no association with Cubism during this period, but
the playful wink to his brother through this game was amusing to me.
From this observation, I would like to talk about the kind of artistic
give-and-take that took place between the Duchamp brothers.

There were three brothers in the Duchamp family. This is a photograph
of the Duchamp brothers. From the left, they were Marcel Duchamp,
Jacques Villon, and Raymond Duchamp-Villon. They loved animals,
usually appearing in family photos along with dogs or cats, and they seem
to have had about eight cats. The brothers were very close, and Marcel
Duchamp was the youngest of the three boys. The eldest Duchamp son,
Jacques Villon, was a Cubist artist and printmaker. His 1913 work, Soldats
en marche (Soldiers Marching, Centre Pompidou), is now on display in the
National Museum of Western Art’s Cubist exhibition. The soldiers’ bodies
are geometrically reduced and abstracted, and the continuous movement
of the lines shows dynamism. Soldats en marche is a tableau from 1913,
a year after Marcel Duchamp created his famous Nude Descending a
Staircase, No. 2 (Philadelphia Museum of Art), inspired by a series of
photographs. Etienne-Jules Marey, inventor of chronophotography, had
attempted to capture continuous human movement and link movement
with lines to show its geometric structure. It is thought that Duchamp and
Jacques Villon shared knowledge about the geometric analysis of human
movement from sequential photographs, using this knowledge in their
creative work.

The second son, Raymond Duchamp-Villon, was a sculptor. He
created a number of works that geometrically abstracted humans, and
even animals. Because he had originally studied medicine at university,
it is believed that he was the first of the brothers to take an interest in
sequential photography due to an interest in physiology. In fact, sequential
photographs were found among the belongings left by Raymond
Duchamp-Villon.1 Looking at his drawings, some seem to have been
inspired by images of the movement of the second hand of a clock, as
seen in the 1864 work by Etienne-Jules Marey, or 1911 images from an
analysis of a person walking a line. By looking at these materials, we can
get a glimpse of how the Duchamp brothers shared scientific knowledge

to create new images.

2023.04-2024.03



Cubist works are hard to comprehend, but we can learn much from
the process that leads to the finished work, especially from the sketches.
Picasso and Raymond Duchamp-Villon were Cubists who left us an
astonishing number of sketches, so the research at the heart of my
dissertation looked at the process by which these two artists created their
sketches. For example, Raymond Duchamp-Villon conceived a number of
horse sculptures as geometric structures like a locomotive, but beforehand,
he studied the anatomical structure of the horse and converted it into a
geometric form. Looking at this process, one might think that his attempt
to analyze the structure of living things and then mechanize and abstract
them was the result of an internalization of modern progressivism.
However, when it comes to Raymond Duchamp-Villon, this was not the
case. In his papers, which are kept in the Pompidou Centre’s Kandinsky
Library, he wrote, “Machines can imitate life in quantity, but never in
quality.”2 In other words, he is arguing that while machines can be a
source of inspiration for artists, machines cannot produce or create art
that is complete. This argument can be vividly sensed in Les Sémaphores,
a play that he wrote in 1918.3 Duchamp-Villon died from an illness he
contracted during World War I, and he wrote Les Sémaphores while he
was being treated. The characters in the play are three wounded soldiers
who fought in World War I. Each of the three has suffered an injury to
a body part, such as a leg, eye, or ear, and uses a prosthetic device (a
machine). Absurd things happen to the soldiers in the course of the story,
but ultimately it ends on a sad note. Using his sharp mechanical eye, one
of the three discovers that the lover who was supposed to be waiting for
him has been betraying him. He ends up seeing a truth that he does not
wish to see. The play depicts with irony and humor a tragedy caused by
using machines for physical enhancement. It’s an expression of a kind
of fear about replacing the body with a machine; that is to say, about
mechanizing an actual body. Marcel Duchamp was also ambivalent
toward the culture of machines. An example of this is Bride (Philadelphia
Museum of Art), a 1912 oil painting. It depicts the motif that would later
form the upper left quadrant of The Large Glass. The work depicts a
woman’s body as a mechanized form, but at the same time, it depicts the
machine as an internal organ. It is unique in that it finds erotic symbolism
in the machine itself. The machine takes on a symbolic meaning, as if it
is an engine that drives sexual desire. The painting depicts the alchemical
transformation of a machine into a woman: rather than the mechanization
of the body, it is the feminization of the machine itself. Therefore, this
work should also be divorced from any utopian vision of scientific faith
that says that it is possible to simply replace the body with a machine and
take the human out of it.

From Duchamp’s commentary on The Large Glass, we can see that
unlike his brothers, Marcel Duchamp tended to find erotic meaning in
machines. In particular, Bride in some ways seems to depict the desires
that are specific to women—separate from the desires of men—as
something mysterious. Since the 1990s it has been increasingly interpreted
as depicting a woman’s independence, rather than the objectification
of a woman by a man. For example, Amelia Jones wrote the book
Postmodernism and the En-Gendering of Marcel Duchamp in 1995, and
Giovanna Zapperi published a study of Duchamp titled L artista é una

donnain 2014. Zapperi chose Rrose Sélavy, Duchamp’s female alter ego,
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for the cover of her book (Fig. 2). By disguising himself as Rrose Sélavy,
Duchamp assumed a female identity, and it’s been noted that he was
playing with symbols of gender while transgressing masculinity. Created

in 1912, Bride reflects this exploration of boundaries.

Giovanna Zapperi

LJartista € una donna

La modernita di Marcel Duchamp

ombre corte / culture

Fig. 2

Cover of L’artista é una donna (2014)
by Giovanna Zapperi. Giovanna
Zapperi, L artista é una donna. La
modernita di Marcel Duchamp, Ombre
Corte, 2014

It has also been said that Bride marks the beginning of Duchamp’s gradual
departure from the influence of Cubism. Even so, this doesn’t mean that
his brothers didn’t appreciate the painting at all. His brother Jacques Villon
produced a print of Bride in 1930. Interestingly, the metallic reflections
in this print are somewhat more muted than in the original Marcel
Duchamp painting, making it appear more Cubist than the original. Later,
Marcel Duchamp painted Tu m’ (Yale Art Gallery), the title of which
refers to “you” and “me.” It is believed to be Marcel Duchamp’s final
casel painting. From 1919 onward his brother Jacques Villon frequently
produced works that seem to echo the compositional motif of arranged
rectangles seen in this work. One such example is Presence (1920) which
is at the Aichi Prefectural Museum of Art.

In 1937, the year of the Paris Expo, Jacques Villon thought about
what kind of room he would curate for a contemporary art exhibition,
and he left behind a sketch called L’art de demain (Art of Tomorrow,
Centre Pompidou). Depicted in the sketch is a work that appears to be
Matisse’s Le Peintre dans son atelier (The Painter and His Model) on
the far left, near the wall, and a work believed to be Duchamp’s 1912
Nude Descending a Staircase, No. 2 at the very back of the wall. In the
center is a sculpture by Raymond Duchamp-Villon. It is extremely telling
that Villon chose works from Duchamp’s Cubist period, rather than
post-Cubist period, to be part of his L art de demain exhibition.

I would also like to briefly talk about Duchamp’s sister, Suzanne
Duchamp. Suzanne Duchamp herself also went through a period in which
she painted in the Cubist style. Jeune fille au chien (Young Girl with Dog)
is in the Centre Pompidou collection. Jean Crotti, an artist she married
in 1919, was also influenced by Cubism starting from around 1914, and
he produced paintings characterized by flowing lines and pastel colors
reminiscent of Marie Laurencin. In 1916 he created a portrait of Marcel
Duchamp made entirely from wire. This is when Crotti fell in with the

Dada movement, and Suzanne likewise joined the movement. When
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we compare Suzanne’s Cubist work with Duchamp’s Nude Descending
a Staircase, No. 2, the differences are of great interest. In Duchamp’s
piece, the direction of movement is constant, and there doesn’t seem to
be any interaction between the person at the back of the staircase and the
person who has finished descending the stairs. By contrast, in Suzanne
Duchamp’s piece there are a number of depictions of dogs and girls in
motion, arranged as a circuit on the canvas: there’s a girl crouching over
here, there’s a dog over here, and then there’s a vase over here and a girl
standing over here talking to a dog that’s here. But this doesn’t mean that
there’s a disconnect between the girls who is crouching and the girl who
is standing and reading a book; rather, the two (the same girl at different
times) are depicted in a way that suggests there is interplay between them.
Moreover, another characteristic of this painting is that the direction of
movement is unclear: from where and how are they moving? This is also
a characteristic of the paintings from her Dada period. This work is called
Broken and Restored Multiplication (1918-1919). First of all, the title,
Multiplication brisée et rétablie, is written on the right side of the canvas,
but the word “multiplication” is deliberately placed between “brisée”
and “rétablie,” and as a result “multiplication” is left hanging between
“brisée” and “rétablie.” This doesn’t convey a linear flow of time: “broken,
restored, and finished.” Rather, the way it’s written creates the impression
of a cycle occurring between destruction and restoration. There are other
words on the canvas, too. Starting with the leftmost line of text, reading
it bottom to top it says, “Et la glace se briserait” (And the glass would
break). This is followed by the words “L’échafaudage croulerait” (The
scaffolding would collapse) read from top to bottom. Next, from bottom to
top, are the words, “Les ballons s’envolleraient” (sic) (The balloons would
fly away) and then finally, from top to bottom, “Les astres s’éteindraient
etc.” (The stars would go out, etc.). As if to symbolize these phrases,
there’s a geometric shape that resembles the legs of the Eiffel Tower. But
its lines are disjointed and where they should go from top to bottom they
are instead drawn in reverse, from bottom to top. The balloon shapes get
gradually bigger from bottom to top, but the lettering goes from bottom
to top and from top to bottom. As a result, a mysterious world unfolds
in which multiplication works in every direction and the sense of up and
down disappears.

There is something very interesting in the phrase, “And the glass would
break.” It reminds us of the cracks in The Large Glass at the Philadelphia
Museum of Art. What she has in common with Marcel Duchamp is
a mechanical vision. On the other hand, there is a major difference
between the works. In Duchamp’s The Large Glass, the top and bottom
are completely cut off from each other, with the world of the bachelors
below separated from the world of the bride above by an insurmountable
boundary. By contrast, Suzanne Duchamp’s work depicts a circular world
in which there is interaction between top and bottom, and the elements
move from bottom to top and from top to bottom. Another interesting
thing is that the phrases are written in the conditional mood. In English,
“conditional mood” refers to an expression that uses the auxiliary verb
“would.” It’s used when the narrator is talking about things that have not
actually happened but may happen under certain conditions, rather than
things that have actually happened or that the narrator is thinking to him

or herself. In fact, the conditional mood is used in an impressive form
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in the notes left in The Green Box, which serves as a sort of instruction
manual for Duchamp’s The Large Glass. Looking at the manuscript for
the Chocolate Grinder image in The Green Box, where it says, “The
chocolate from the rollers would settle into the milk chocolate,” after

deliberately writing “dépose” in the present indicative, he added letters to

the end of the word to make it the present conditional, as in “déposerait.”4

This is a place where he intentionally changed the indicative mood to the
conditional mood. But there are also places where he corrected the present
conditional, “serait,” to the present indicative, “est.” Thus, from his notes
we can see that Duchamp was also torn between certainty and conditional
uncertainty. We can conclude that Suzanne Duchamp and Marcel
Duchamp both lived in, and expressed, the atmosphere of an unstable time
in which the future was uncertain, but in which unexpected things could

happen under certain conditions.

Notes

1 Marie Pessiot, « Quand I’obsession de la dynamique bouleverse les themes
classiques... », dans Duchamp-Villon : Collections du Centre Georges Pompidou,
Musée national d’art moderne et du Musée des beaux-arts de Rouen, cat. exp., Paris,
Centre Georges Pompidou, RMN, 1998, p. 33. Marie Pessiot et Michelle Debat,
Duchamp-Villon, dessinateur et photographe: a propos d’un dépét de dessins au
Musée des beaux-arts de Rouen présenté en annexe a l’exposition « Duchamp-Villon
sculpteur, Rouen, Musée des Beaux-Arts, 1999.

2 “La machine peut imiter la vie en quantité, jamais en qualité.” Raymond Duchamp-
Villon, manuscript in the Kandinsky Library (Fond R. D.-V., 7783.16). See also
Marie-Noélle Pradel, Raymond Duchamp-Villon, 1876-1918, la vie et I’ceuvre, Thése
inédite, Paris: Ecole du Louvre, p. 31.

3 Raymond Duchamp-Villon et Jean Keller, Les Sémaphores: Bouffonnerie sensorielle
en I acte, Charlons-sur-Marne, Imprimerie-Librairie de I’'Union Républicaine, 1918.

4 Notes de travail manuscrites intitulées « La Broyeuse de chocolat », non signées,

attribuées a Marcel Duchamp, non datées, La collection d’ André Breton (https://www.
andrebreton.fr/work/56600100472320) [consulté le 18 janvier 2024].
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I am not an expert on Marcel Duchamp, but as an art historian who has
long been familiar with the work on the campus where I am working, I
would like to talk about how The Large Glass was refabricated, using
materials related to The Large Glass held at the Komaba Museum.

The Bride Stripped Bare by Her Bachelors, Even—commonly known
as The Large Glass—is one of Duchamp’s most famous works. He began
working on it in 1915 and stopped in 1923. The glass cracked when the
piece was being transported after being exhibited at the International
Exhibition of Modern Art held at the Brooklyn Museum in 1926.
Duchamp subsequently repaired it, and it is now in the collection of the
Philadelphia Museum of Art.

The Large Glass had been refabricated twice before the Tokyo version
was created. In 1961, at the request of Pontus Hultén, then director of the
Moderna Museet in Stockholm, the Swedish art critic Ulf Linde made the
second version of the work for the museum’s Rérelse i konsten [Movement
in Art] exhibition. The British artist Richard Hamilton created the third
version for a Duchamp retrospective held at the Tate Gallery, working on
it from 1965 to 1966.

The Tokyo version was conceived in the fall of 1976 and completed in
the spring of 1980. The Komaba Museum is now an open atrium, but the
space used to be divided into the first floor and second floor. When I was a
student in the 1990s, the academic affairs department was on the first floor
and the museum was on the second floor. The Large Glass was displayed
above the current rear wall. The facility is now called the Komaba
Museum, but it was formerly the Art Museum and the Natural Science
Museum. In 2003 the two were combined to form the Komaba Museum,
so documents from the time refer to it as the Art Museum. Linde’s
Stockholm version and Hamilton’s London version were both created
for exhibitions, while the Tokyo version was conceived by Yokoyama
Tadashi, an architecture scholar who was an assistant professor at the
University of Tokyo at the time. He was involved in the management of
the Art Museum and the replica was created to serve as a “starting point
for a new collection” at the museum. !

Around this time, Yokoyama had the idea of making the Art Museum
into a resource center for contemporary art. The facility would collect
everything from prints, multiples, sketches, architectural drawings,
posters, photographs, event and performance records, video art, music
scores, and tapes to catalogues and pamphlets.2 In fact, during this time
period, the museum acquired prints by Sam Francis, Sekine Nobuo, and
Lee Ufan, and put on an exhibition of prints by Isozaki Arata.>

Because Duchamp died in October 1968, Yokoyama wrote at least two
letters to Duchamp’s widow, Alexina “Teeny” Duchamp, to obtain her
permission to create a replica. One of these letters was entrusted to art
critic Tono Yoshiaki, who attended the opening of a Duchamp exhibition
at the Centre Pompidou in the fall of 1976. Another was officially sent in

January 1977,% and a copy of this remains at the Komaba Museum. Teeny
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Kajiya Kenji Professor, Graduate School of Arts and Sciences, The University of Tokyo

Refabricating Marcel Duchamp’s The Large Glass in Tokyo

granted permission in a letter that she sent to Yokoyama in February 1977.
That same month, in a letter to art critic Takiguchi Shiizd, Teeny wrote, “I
am very excited by Mr. Tadashi Yokoyama (The University of Tokyo)’s
proposal, especially, if you and Tono are going to supervise it.” It indicates
that the creation of the replica was conditioned on having Takiguchi and
Tono oversee the project.5

In September 1979, Teeny came to Japan to see an exhibition of works
by Duchamp’s brother, the sculptor Raymond Duchamp-Villon, and
while in the country she visited the Art Museum and the studio where the
creation of the replica was underway.6 At the left side of this photo (Fig. 1)
are the members of the Art Museum’s steering committee, and the person
standing at the far right is Tono Yoshiaki. In the photo published in the Ar¢

Museum News at the time, Tono Yoshiaki was cropped out, leaving only

Teeny and the University of Tokyo faculty members.

Fig. 1 Alexina “Teeny” Duchamp visiting Art Museum, College of Arts and Sciences,
The University of Tokyo, September 11, 1979. (From left, Koyama Hiroshi,
Takahashi Yasunari, Kaji Motoo, Yokoyama Tadashi, Duchamp, and Tono
Yoshiaki)

What is interesting is that Yokoyama writes that besides obtaining
Teeny’s permission, they had also obtained permission from Duchamp
while he was still alive. In the January 1979 issue of Kyoyo gakubu-ho
[College of Arts and Sciences Bulletin], Yokoyama writes that before
he died, Duchamp had voiced his approval for the creation of a version
of The Large Glass in Japan.” In an article in the August issue of the
Gendai Hanga Center’s magazine, he writes that Duchamp confirmed
that it was his intention to create a third version in Tokyo (which had
not yet been created), after the two versions in Stockholm and London.®
Likewise, Iwasa Tetsuo, who was involved in the creation of the Tokyo
version as a graduate student at the University of Tokyo and who later
became a professor, wrote in 2001 that they had received permission from
Duchamp.9 However, although Takiguchi and Tono interacted directly
with Duchamp, no permission letters have been found in the archives of
their materials. I think that this matter warrants further investigation.1 0
After receiving permission in February 1977, while laying the

groundwork within the university and creating a fundraising structure,
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the task of reading through The Green Box notes and analyzing the
materials began. A production committee for Duchamp’s The Large Glass
was formed, and it started soliciting donations in the summer of 1978.
Donations were received from Shogakukan, the Ishibashi Foundation,
and the Seibu Museum of Art. It was granted a subsidy from the Japan
World Exposition 1970 Commemorative Fund and it also collected private
donations.

The actual work of creating the piece lasted from 1978 to the spring of
1980, a little more than a year.11 A studio was built on the roof next to
the drafting room on the third floor of Building 1, which houses the clock
tower. The drafting room can be seen on the left side of this photo (Fig.
2), and the studio was immediately adjacent. As a drawing instructor,

Yokoyama used this drafting room, so he built the studio in a familiar

place. Looking at the photos of the interior, it appears to have been
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Fig. 2 Studio where The Large Glass was produced, Building No. 1 rooftop, Komaba
Campus, The University of Tokyo, 1979.

well-equipped, with ventilation ducts and water faucets. Led by Tono and
Yokoyama, the central figures in the reproduction of The Large Glass
were Shiozaki Yutaka and Arifuku Kazuaki from Tama Art University,
Iwasa Tetsuo from the University of Tokyo, and Kimura Ken of Nihon
University. Others involved included Kobayashi Yasuo, a graduate student
at the University of Tokyo at the time who later became a professor, as
well as assistants, graduate students, and undergraduate students from the
University of Tokyo and Tama Art University.

On one occasion sometime around 1978, Takiguchi participated in a

Fig. 3 Takiguchi Shiizd, Cigar Box, undated. Private Collection.
Source: Takiguchi Shiizo to Maruseru Dyushan [Takiguchi Shiizo and Marcel
Duchamp] (Chiba: Chiba City Museum of Art, 2011), 203.
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study group that was held every Saturday at the Kaminoge Campus of
Tama Art University. Tono secretly recorded the meeting that was attended
by Takiguchi,'? and this recording is now at Tama Art University. It
appears that the production staff also went to Takiguchi’s home to discuss
the project.!3 Apparently Takiguchi was holding a small wooden box and
as he spoke he was checking notes that he kept inside it (Fig. 3). He had
written down his ideas for The Large Glass in these notes, and the wooden
box was an empty cigar box that he had received from Arakawa Shusaku.
The box is called “The Cigar Box,” which is a nod to Duchamp’s box (7he
Green Box). Copies of these notes were found among the related materials
preserved at the Komaba Museum, so it is thought that they were used
when the replica was being created.

One of Takiguchi’s notes reads as follows:

Setting aside the question of whether it would be possible, I think
that a reasonable, albeit banal, approach would be to try to create a
new, freshly made Large Glass, preferably in a way that is as close
as possible to the work at the time it was created. When it comes
to The Large Glass as it exists today, not only is the glass broken,
but the colors of the parts are crumbling everywhere, so it would be

impossible to create something close to it.'*

I don’t know if Takiguchi’s notes were written before or after the study
group meeting, but the production of the replica did in fact go in this
direction. In other words, rather than aiming to refabricate the work in the
Philadelphia Museum of Art, with the repairs to its broken glass and other
changes over time, they aimed to refabricate the work as it was when
Duchamp stopped working on it in 1923.

This meant that rather than creating the replica based solely on the
Philadelphia work, the starting point would be the notes in The Green
Box. In this respect—and [ am not sure how aware the Tokyo Version
production team was of this—it is fair to say that they ended up taking the

same approach as Richard Hamilton. Hamilton writes:

To work from photographs isn’t satisfactory because much of the
information, even at the straightforward level of fabrication, is lost.
The alternative method, that of using the detailed documentation
of The Green Box to cover the ground again — to reconstruct
procedures rather than imitate the effects of action — was the one

adopted.1 g

Related materials at the Komaba Museum show that the production team
for the Tokyo Version meticulously studied the notes in Duchamp’s The
Green Box and The White Box. Iwasa translated the notes and created
perspective drawings based on the elevation view and ichnographic view
of the “Bachelor Machine” found in The Green Box.

In The Green Box, there is one photograph of the work with its glass
unbroken. This photograph (Fig. 4) was taken by Man Ray during the
1926 exhibition, and it is the only photograph showing the work with the
glass intact. However, the photograph is blurry, and the photoengraver
who created The Green Box mistook the “Nine Shots” for dust and
erased them.'© However, Ishihara Etsurd, founder of Zeit Foto, the first

commercial photography gallery in Japan, had a copy of the Man Ray
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Fig. 4 Marcel Duchamp, The Bride Stripped Bare Fig. 5 Tono Yoshiaki and Shiozaki Yutaka  Fig. 6 Production view, Studio, Building No. 1 rooftop, Komaba Campus, The

by Her Bachelors, Even, 1915-1923.
Photograph by Man Ray. International
Exhibition of Modern Art, Brooklyn Museum,
1926-1927.

Source : Katherine S. Dreier Papers/Société
Anonyme Archive. Yale Collection of
American Literature, Beinecke Rare Book
and Manuscript Library. https://collections.
library.yale.edu/catalog/2014471 Accessed
October 25, 2025.

©Association Marcel Duchamp / ADAGP,
Paris & JASPAR, Tokyo, 2026 C5334

Tokyo, 1979.

photograph, and the team was able to use it as a reference.

To create the replica, the team also studied the Philadelphia work. From
the end of 1978 to the beginning of 1979, Shiozaki and Iwasa carried
out on-site research in the United States and Europe. It appears that they
were unable to view the London Version while in Europe, but they were
able to closely study the work at the Philadelphia Museum of Art, and
they even created a detailed color chart. They also asked Anzai Shigeo,
a photographer who was living in New York with a grant from The
Rockefeller Foundation, to take thousands of detailed photographs of The
Large Glass.

It is unclear how much he used it, but in a 1978 article Yokoyama
mentions a booklet (The Bride Stripped Bare by Her Bachelors, Even
Again) in which Hamilton recorded the process of reproducing the
work,!” so it appears that Yokoyama had it on hand as a reference. The
Komaba Museum also holds items such as drawings of the “Bachelor
Machine” and the “Sieves” that had been provided by Hamilton, and
a copy of a letter from Yokoyama to the Philadelphia Museum of Art
inquiring about the exact dimensions of the glass.

The production team seems to have discovered much during the
process of creating the replica. Iwasa points out that the perspective
drawings created from the elevation view and ichnographic view of the
“Bachelor Machine” found in 7he Green Box differ in some respects from
the Philadelphia work. Yokoyama observes that Duchamp created 7he
Large Glass twice, drawing attention to the reconstruction undertaken
by Duchamp after the glass broke.'® The glass at the right of the “Milky
Way” and the glass punctured by the “Nine Shots” were damaged beyond
repair, so in these areas Duchamp used glass that was cut in the same
shape to mend it.!9 In the work that is in the Philadelphia Museum of Art,
these are the areas that are not original.

In fact, if you look closely, the shape at the right of the “Milky Way”
in the Philadelphia work differs slightly from the 1926 photo. Among the
photographs at the Komaba Museum, there is one that shows part of the
drawing for the “Milky Way” (Fig. 5). The drawing is reversed, but there are
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examining the drawings for “Milky
Way,” Studio, Building No. 1 rooftop,
Komaba Campus, The University of

University of Tokyo, 1980.

three outlines of the “Milky Way” that do not match, and Tono and the staff
are staring at this. It seems that they may have noticed that the shape of the
“Milky Way” was different, and they were considering how to deal with this.

I would like to show you some of the many photographs of the
production process that are still at the Komaba Museum. This photo (Fig. 6)
shows the various creative activities taking place in the studio. If you look
at it closely, in the center of the picture you can see someone holding a
video camera, filming the setting where the work was taking place. Other
scenes were also captured, such as creating drawings based on various

source materials and attaching wire. There were also visitors. Paul Matisse

Fig. 7 Paul Matisse, Tono Yoshiaki, and Shiozaki Yutaka in the studio, Building No. 1
rooftop, Komaba Campus, The University of Tokyo, 1980.

Fig. 8

Marcel Duchamp, The Bride Stripped Bare
by Her Bachelors, Even, 1915-1923/1980,
Oil, varnish, lead foil, lead wire, and dust on
glass, 227.5 x 175.0 cm, Komaba Museum,
The University of Tokyo. Replica directed
by Takiguchi Shiizo and Tono Yoshiaki;
executed by Yokoyama Tadashi, Iwasa Tetsuo,
Kobayashi Yasuo, Shiozaki Yutaka, Arifuku
Kazuaki, Kimura Ken, and Ono Kohei.
©Association Marcel Duchamp / ADAGP,
Paris & JASPAR, Tokyo, 2026 C5334
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came (Fig. 7), and Michel Butor came with Shimizu Toru. There is also
a photo of glass that had been painted in the studio being brought to the
museum to be installed in the frame. Here is a photo of the work when it
was finally exhibited (Fig. 8).

Not everyone was in favor of reproducing The Large Glass. Abe
Yoshio, an assistant professor in the College of Arts and Sciences who
studied Charles Baudelaire and nineteenth-century French art, was also
a member of the Art Museum’s steering committee. He wrote that when

Yokoyama asked for his cooperation, he was unenthusiastic.

If we provisionally say that the interest Duchamp’s work can
arouse in us contains both a moment of negativity and a moment of
affirmation, what seems most important to me above all is the fact
that, within a specific historical situation, it exercised a powerful
negativity. If we respect the singularity of that negation, then by the
1970s, we shouldn’t be making something like the Tokyo Version.

That was my response to Mr. Yokoyama.??

I think that the point that Abe was making was that since The Large Glass
was a big “no” to existing art, he questioned the wisdom of reproducing
and affirming a work that strongly expresses rejection.

In 1980 the artist Akasegawa Genpei also wrote as follows about the
replica under the pen name Otsuji Katsuhiko, which he used when he was

active as a literary figure.

Perhaps because I had seen photos of it many times in books and
magazines, when I saw the one at University of Tokyo for the
first time, I thought that it somehow looked like an illustration.
It was smooth and the glass looked like plastic. ... I personally
like Duchamp’s work and think it’s great, but when I think about
the money and effort that went into making the replica, I have to
wonder if all that energy could have been better used for something
else. This was certainly a valuable project, but times in which

something like this stands out are times lacking in Vitality.21

However, fifteen years later, in 1995, Akasegawa presented a reproduction

of his own work, Sheets of Vagina (Second Present) (1961/94)—which
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Fig. 9 Duchamp Large Glass Production Committee, The Bride Stripped Bare by Her
Bachelors, Even, Tokyo Version, 1987, 18 min 40 s.
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he had exhibited at the Yomiuri Indépendant Exhibition in 1961—for The
Adventures of Genpei Akasegawa, a retrospective at the Nagoya City Art
Museum.

Regardless, Akasegawa’s impression that the replica was “smooth”
is understandable when looking at a photo taken immediately after its
completion. Looking at photographs taken around this time, it is apparent
that it was significantly different from The Large Glass of today. In
the Philadelphia work, the varnish on the sieves is distinctly brown in
color. The varnish in the Tokyo version is now brown as well, but it was
transparent when it was completed. Likewise, in the Philadelphia work,
the bachelors have turned black and gray, and while they are now partially
discolored in the Tokyo version, immediately after completion they were
the beautiful color of the flatly applied red lead (minium). As Yokoyama
and his colleagues had foreseen, the work has changed over time to
become closer to the Philadelphia work.

An exhibition to mark the completion of Duchamp’s The Large
Glass was held from July 1 to July 13, 1980. Since then, it has been on
permanent display at the museum. I would like to draw your attention to
the exhibition, O garasu to toshi zuho [The Large Glass and Perspective
Drawings], held from June 10 to July 31, 1987 to commemorate the one
hundredth anniversary of Duchamp’s birth. The Tokyo version of The
Large Glass, materials on perspective drawing, and materials related to
Duchamp were displayed, and a video documenting the creative process
(Fig. 9) and a computer graphics video work (Fig. 10) were shown. There
is no mention of the video or the computer graphics in the materials
connected to the reproduction of The Large Glass, so it is likely that these
were made for the 1987 exhibition.

Lastly, I would like to talk about the Japanese translation of the title of
the work. In French, the title is La mariée mise a nu par ses célibataires,
méme, and this is translated into English as The Bride Stripped Bare by
Her Bachelors, Even. In Japan, Tono Yoshiaki and others translated this
as Kanojo no dokushinsha-tachi ni yotte hadaka ni sareta hanayome, sae
mo,%2 and this is how the Art Museum initially wrote it. It is a translation
in which sae mo—which corresponds to the French word “méme” and
the English word “even”—serves to emphasize the hanayome [bride]. On
the other hand, Iwasa Tetsuo, who returned to the University of Tokyo

as a faculty member in 1988, said in 1993 that a better translation would

Fig. 10 Duchamp Large Glass Production Committee, The Nine Bachelors by Computer
Graphics, 1987,30 min 54 s.
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be Hanayome wa kanojo no dokushinsha-tachi ni yotte hadaka ni sarete,
sae mo.23 In other words, Iwasa interprets the sae mo [even] as serving to
emphasize “stripped bare by her bachelors.” Based on Iwasa’s thinking, in
March 2006 Komaba Museum changed the Japanese translation of the title
to Hanayome wa kanojo no dokushinsha-tachi ni yotte hadaka ni sarete,
sae mo. Two of Japan’s leading Duchamp scholars, Kitayama Kenji and
Hirayoshi Yukihiro, use the same title (although Kitayama’s translation—
Hanayome wa sono dokushinsha-tachi ni yotte hadaka ni sarete, sae mo—
is slightly different).24 Fifty years have passed since The Large Glass was
refabricated, so perhaps now is the time to think about how the title of this

work is translated.
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Why are there multiple replicas of The Large Glass, the masterpiece of
Marcel Duchamp’s early career? This question is inspired by the presence
of one of those reconstructions—fabricated in 1979-80 by Tadashi
Yokoyama, Yoshiaki Tono, and students at Tokyo University, and housed
at the Komaba Museum—at the University of Tokyo.

To answer that question, let us go back to Duchamp’s early days. In
1912, at twenty-five and having tasted his first success, he resolved to
abandon painting and start over. He was bored with the craft of painting.
He was dismayed by the system of producing, selling, acquiring,
and displaying art, which he saw as encouraging only sameness and
mediocrity. To remain free and inventive, he concluded, he needed to find
anew way of existing as an artist.

At this point, two important things happened. First, Duchamp began
making notes and sketches for a major work, The Bride Stripped Bare by
Her Bachelors, Even, known as The Large Glass. He moved from Paris
to New York in 1915 and started executing it there, using those notes
as a guide, as well many preliminary studies. Second, Duchamp began
producing the works he called readymades. These were functional, store-
bought objects that gained unexpected meanings when he placed them
in artistic contexts. Because they raised fundamental questions about the

definition of art, they helped put Duchamp on his new creative path.

The Large Glass is animated by Duchamp’s many artistic obsessions,
including the theme of sexual desire; science, technology, and
mathematics; and the mechanics of vision. In the upper left corner, we see
the Bride, a partly mechanical, vaguely insect-like creature, who emits

erotic commands to the nine mannequin-like Bachelors in the lower zone.

Marel Duchamp (1887-1968),
The Bride Stripped Bare by
Her Bachelors, Even (The
Large Glass), 1915-1923,
Philadelphia Art Museum.
Philadelphia Art Museum:
Bequest of Katherine S.
Dreier, 1952-98-1

©Aurtists Rights Society
(ARS), New York /
Association Marcel Duchamp
/ ADAGP, Paris & JASPAR,
Tokyo, 2026 C5334
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Matthew Affron Muriel and Philip Berman Curator of Modern Art, Philadelphia Museum of Art

Why Are There Multiple Replicas of Duchamp’s Large Glass?

They never come together.

If the narrative of The Large Glass was intentionally absurd, its mode
of production was deliberate. Duchamp used a compass and ruler to lay
down the initial design. To achieve the linear design elements, he carefully
affixed lead wire to the back of the glass surface and filled it in with oil
paint—though one area is household dust (fixed with varnish), and another
is mirror-like silvering. Duchamp worked on the piece intermittently
over a period of eight years. He sought to do this in a detached state of
mind, in order to avoid the sensuality of his craft and emphasize its more
conceptual aspects. And yet The Large Glass retains a beguiling effect that
was best described by Duchamp’s friend Henri-Pierre Roché: “It’s two
and half meters tall from end to end and is an epic of desire, a fairy-tale
and a mechanical ballet.”

In 1923, Louise and Walter Arensberg, Duchamp’s close friends, main
patrons, and the original owners of The Large Glass, sold the piece to
Katherine S. Dreier, his other principal patron and longtime collaborator.
The Arensbergs were moving to California, and they feared the fragile
piece would not survive the trip. This transaction signaled the end of
Duchamp's long years of work on the glass construction. He inscribed
it on the verso: “The bride stripped bare by her bachelors, even/Marcel
Duchamp/1915-1923/unfinished.”

Over the next two decades—the middle period of his career—Duchamp
made few new works. But he became increasingly interested in revisiting
his existing body of work through different sorts of printed reproductions
and copies. For example, in 1934, he assembled and published a collection

of facsimiles of documents relating to the production of 7he Large Glass;

Marcel Duchamp, The
Bride Stripped Bare by
Her Bachelors, Even, At
International Exhibition
of Modern Art
(1926-1927: Brooklyn
Museum), front view
looking toward Fernand
Léger’s Composition
No. VIl
Source: Katherine S.
Dreier Papers / Société
Anonyme Archive.
Yale Collection of
American Literature,
Beinecke Rare Book
and Manuscript Library.
~ ©Association Marcel
p Duchamp / ADAGP,

. . Paris & JASPAR,
B ot s s+ i Tokvo, 2026 5334
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this literary companion, known as The Green Box, helped to establish
the great glass construction as a key work for those who followed his
work. Duchamp took this idea of replication further in the Box in a Valise
(1935-41), an anthology of his most important works as miniature two-
and three- dimensional replicas in a display container. It was a portable
museum of his own production, in other words—with a replica The Large
Glass printed on transparent celluloid at the center.

The Large Glass went on public display for a second time when
Katherine Dreier loaned the piece to The Museum of Modern Art in New
York for two years in the mid-1940s. This display undoubtably contributed
to a burgeoning revival of Duchamp’s reputation as a key modern artist—
a process that was cemented about a decade later, when the distinguished
the Arensberg Collection, featuring the largest assembly in the world
of works by Duchamp, was given and put on permanent view at the
Philadelphia Museum of Art. Simultaneously, The Large Glass came to

the museum as a bequest from Katherine Dreier.

The 1950s brought an increase in exhibitions in the United States and
Europe that looked at Duchamp and his artistic milieu. In the 1960s,
a series of important monographic exhibitions cemented Duchamp’s
reputation as a trailblazer of avant-garde art. Duchamp was not opposed
to this increasing attention, but it posed a problem. As many of the
readymades were either lost or hard to come by, and The Large Glass
could not be moved from Philadelphia, the demand for exhibitable
artworks by Duchamp outstripped the supply. The artist’s longstanding
and idiosyncratic attitude toward replication (stemming from the
early readymades’ lack of uniqueness or singularity) saved the day: he
simply began giving permission to others to make replicas, while he,
Duchamp, continued working on editions of Box in a Valise with his own
collaborators.

For instance, in 1960, to celebrate the publication of the first
monograph and catalogue of Duchamp’s work, a group of Swedish
Duchamp enthusiasts set up a small exhibition in a Stockholm bookshop.
In place of original objects, they displayed a selection of reproductions,
including a miniature scale model of The Large Glass in photo-silkscreen
(hand-colored) by the art critic UIf Linde. A year later, Linde followed this
up by executing a full-scale reconstruction for exhibition at Stockholm’s
Moderna Museet, emulating Duchamp’s original technique; Duchamp
signed this replica during a visit to Stockholm, adding the phrase “certified
copy” to attest its conformity to the original.

Ulf Linde’s work formed the precedent another friend of Duchamp, the
artist Richard Hamilton, to make a second full-scale replica in collaboration
with students and colleagues of Hamilton’s at the Newcastle University in
northeast England. This one would be displayed in a nearly comprehensive
Duchamp retrospective at London’s Tate Gallery in 1966. Again, Duchamp
signed the work and certified it as a copy. Finally, in 1977 Duchamp’s
widow, Teeny Duchamp, gave the University of Tokyo permission to make

a third authorized copy, which was completed in 1980.

To return to our initial question: Why do we have multiple copies of The
Large Glass? For one thing, the existence of the Stockholm, London,
and Tokyo versions surely attests to the rise in Duchamp’s reputation in

the 1960s and 1970s. Second, the multiple copies of The Large Glass
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underscore the significance, for Duchamp, of working with replicas as an
alternative artistic practice. Finally, the story of the replicas reminds us
that, notwithstanding Duchamp’s reputation for being primarily invested
in ideas, he was extremely interested in his materials as well. Hamilton
underscored this last point in writing about his experience as a Duchamp
copyist. The Large Glass could not be replicated stroke-by-stroke, as one
might copy a conventional painting, said Hamilton. Instead, he found it
necessary to cover the same ground as Duchamp: start with the documents
that lay out the conceptual issues, and then, slowly and methodically,
mimic the same transfer processes and design techniques. What Hamilton
discovered was that the “monstrous construction in glass and wire and
foil and paint” (as he called it) involved a series of very logical steps in
a lengthy process of contact with materials. Only by replicating its mode
of fabrication, in other words, could one get to a legitimate copy of The

Large Glass.
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Talk Session

Panelists: Matsui Hiromi, Kajiya Kenji, and Matthew Affron

Moderator: Okabe Miki (National Center for Art Research, International Relations Group Leader)

Matsui: Thank you for providing an extremely clear explanation of why
the copies/replicas of The Large Glass were made, and the problems that
were faced by their creators. This was very interesting. I would like to take
this opportunity to ask you about Box in a Valise, a work that was among
the materials that you showed us, and even more importantly, something
that was created by the artist himself.

Whenever I take up this work in class or elsewhere, I have long
wondered how to explain the part of the title that says, “From or by
Marcel Duchamp or Rrose Sélavy.” In French, I believe that “From or by”
is “De ou par.” Would you be so kind as to explain the precise difference
between the prepositions “from” and “by?” Perhaps it is necessary to
consider the artist’s concept, and the difference between creating a replica

and artistic creation...?

Affron: It is a very complicated title, which is meant to raise a question
of the identity of the maker, the identity of the author. And it works on
more than one level. So, I cannot give you a complete answer, but we can
consider some of the questions.

The first thing I’d point out, as you know, for about twenty years, from
1921 through the decade of the 1930s, Marcel Duchamp very often signed
his works using the pseudonym Rrose Sélavy. This was also a period when
he became a specialist in technologies of reproduction, of making often
printed reproduction of his own works. Duchamp used the pseudonym,
Rrose Sélavy which itself is a pun in French. Rrose is a homonym of
Rose, a common female name. Sélavy is equivalent to a phrase in French
“that’s life (c’est la vie).” But also: Rrose, Rose, Eros, meaning “eros”
or “eroticism,” right? He used this complicated pseudonym in a way to
displace his own identity. Duchamp, as we said, was very interested in
finding an alternate way of existing in the artworld, and so he exists a little
bit behind the scene or a little bit underground. So, the pseudonym was
one of his methods of detaching himself from the ordinary identity of the
artist in his own time.

So the official title of the Box in a Valise is full of binary structures.
You have Marcel Duchamp or Rrose Sélavy and you have “from” or “by.”
This is the title acknowledges the duality of his identity or a presence of
Duchamp and his alter ego as the maker at the same time.

Matsui: Thank you. I understood that “from” means taking an item that is

in circulation and which lacks a creative agent to create something, while
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“by” is a preposition that implies that it was made creatively by an agent.

Affron: I think this is an important question. I don’t think I have a
clear answer, but I do think that the presence of “from” and “by” in the

”

title creates space between “making,” and “diffusing,” “publishing,” or

“bringing into the world something.”

Matsui: Thank you. At the end of the presentation, you emphasized that it
was important that the work is not just conceptual, and that it is made by
hand. I felt that this point was reflected in the fact that “by” was retained
to the very end, rather than just “from.” I found it very interesting that he

ultimately did not part with “by.”

Kajiya: Thank you for a very interesting presentation. I would like to
ask you about the differences among the various versions of the piece.
In particular, I think that Tokyo Version was quite close to the concept
of Hamilton’s London Version. That is to say, | think that the project
was more about re-tracing Duchamp’s process rather than the resulting
product. But even so, I think that the end result was quite different. I
think that in the Hamilton version, the “Sieves” are closer to the current
Philadelphia version and they are quite brown in color. But Tokyo Version
sought to recreate the original work as it was in 1923, when Duchamp
stopped working on it, so I think that it looks like a work that is very
young or fresh.

So I think the question is, what is each version aiming for, what does it
aim to reproduce? Moreover, reading Hamilton’s writings, it appears that
Hamilton was somewhat dissatisfied with Linde’s reproduction. What is
your thinking on the differences between these versions? In particular,
little has been written about Tokyo Version in English, and I think that it is
not well-known outside of Japan, so I would very much like to hear what
you felt when you saw it.

Also, a major discovery of the team that was creating Tokyo Version
was that the work in the 1926 photo before it broke is not the same as the
one in the Philadelphia Museum of Art. The upper right section of the
piece is the area that was newly reassembled by Duchamp in the 1930s. 1

would like to hear your thoughts on the differences.

Affron: Thank you for your wide-ranging questions. I have some answers.
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Fortunately, Hamilton’s writings have been published, so it’s not difficult
to find out what he thought. I think in 1966, he was interviewed about his
version, and I believe he, more or less, implied that he thought that Linde
version could be improved in part. And I think that Linde agreed that his
version could be improved and, that’s why, made a second version. Now,
as we all know, one of the main differences between the Philadelphia glass
and all the others is that Philadelphia glass is cracked.

Now, when Duchamp repaired The Large Glass in the 1930s, he put
it in a new frame, and he also added some pieces of metal across the
horizon line. And also in case the glass [broke] into more pieces. glass
to keep it together. One of the things I noticed is very important. In
terms of the difference of effect, the symmetrical pattern of cracking in
the Philadelphia version, which Duchamp accepted as a new feature of
the work, and said he admired for its different texture, like a spider web
across much of the surface. And this is very important because the way the
work holds light is completely different. There is a different luminosity in
the unbroken versions, and that’s another feature, I think, which reminds
us that the material and visual qualities of this work of art remain very
important. I’ll give one more example.

Again, to explain the importance of the actual visual appearance of
the piece, if you look at the top, you have this emanation from the bride,
running across the top of the glass. If you look carefully, you can see that
there are like painted hooks, which seem to be hooking this emanation
to the upper edge of the piece. This is, in a way, the most sensuously
painted part of the whole thing. It’s surprising, considering how strict
and mechanical the technique is. The upper part is very sensuously
painted in pink and emerald colors. And I would argue that this is the
case because Duchamp wants to render something of the physicality, the
fleshy physicality of the bride, despite all the mechanical analogies. We
tried an experiment in Philadelphia. I asked my colleagues to increase the
light coming from the front. And we put a filter over the window that is
on the other side. This changed the balance of light falling on the object,
and suddenly the pink, the fleshy part leapt to the eye in a completely new
way. And that’s a thing I will never forget because it really teaches you
that despite everything, the handling of the paint matters. Duchamp was

trying to find a new way to paint but it was still in a way of painting.

Kajiya: Thank you. Would you be so kind as to offer a brief comment on
the Tokyo Version?

Affron: Duchamp was very very happy to have the replicas that were
made in his lifetime, and I think that it is always interesting, especially
when you understand the process that the makers went through, to see
both the similarities and the differences. This copy tells us a lot about
the real thing, but it also is something else. These is a space between the
original and the copy, and that is okay, that’s fine. I think Duchamp was

more concerned about working on life-size work.
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Workshop
Limited disclosure of the Large Glass Tokyo Version

materials—Working toward archive status for the
preparatory study and related materials

The Large Glass Tokyo Version (1980), a replica of Marcel Duchamp’s signature work, The Bride
Stripped Naked by Her Bachelors, Even (1915-23), was created after the artist’s death as a collaborative
project of the University of Tokyo and Tama Art University. Under the supervision of Tono Yoshiaki
(a professor at the time) and Takiguchi Shuzo of Tama Art University, student volunteers served as the
fabricators, and the project moved between locations at the Tama Art University Kaminoge Campus and

the University of Tokyo Komaba Campus.

The unfinished preparatory study that were created by the students working on the project remained at
Tama Art University, but they had never been made public and their existence was largely unknown.
Art Archives Center (AAC) sees these preparatory studies, in which the fabricators” experiments can be
traced, as important archival materials in the history of Japanese contemporary art, and we are exploring
ways to use them in research and teaching.

In the FY2023, AAC and the National Center for Arts Research invited a curator from the
Philadelphia Museum of Art and a guest related to the Association Marcel Duchamp, co-hosting
a workshop to disclose to interested parties the wealth of Duchamp-related materials in the AAC
collection and the preparatory study.

With the archival materials in front of us, we explained in detail the situation surrounding these
items at the time. There was a frank exchange of opinions, and we explored the prospects for how these

materials might be used going forward. Participation in this workshop was limited to concerned parties.

Date: January 20, 2024, 13:30 to 16:00

Location: ~ Tama Art University Hachioji Campus
Library basement level, AAC Gallery (Art-Theque 2F), and other locations

Objectives: * Recognizing the Large Glass Tokyo Version (1980, Komaba Museum, The University of
Tokyo), a replica of Marcel Duchamp’s masterpiece, as having the utmost importance in
the history of Duchamp research in Japan, to gain official archive status for the materials
connected with the creation of this replica that are held by Tama Art University, opening
up a path for their use in teaching and research.

 As part of the process of gaining archive status, invite guests from the Association
Marcel Duchamp and the Philadelphia Museum of Art, which owns the original artwork,
and collaborate with the University of Tokyo's Komaba Museum, which houses the
replica, to share ideas for research topics and, with the foundation’s approval, consider
future prospects

Attendees:  Shiraha Akemi, on behalf of the Association Marcel Duchamp
Matthew Affron, Philadelphia Museum of Art
Arifuku Kazuaki, Ariake College of Education and the Arts
Tokyo Version interested parties from the University of Tokyo’s Komaba Museum
National Center for Art Research, Tama Art University faculty, and others

Content: « History behind the creation and preservation of the preparatory study and related
materials

* View the preparatory study

* View the related materials on display
 Exchange ideas

« Offer proposals for international joint research

Organizers: Tama Art University Art Archives Center, National Center for Art Research
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The 3rd AAC Collection Exhibition

Materials

Anzai Shigeo Photo Archive / Takiguchi Shuzo Library / Tono Yoshiaki

In the making of the Large Glass Tokyo Version! Takiguchi Shuzo,
Tono Yoshiaki, Anzai Shigeo, and Students

There are approved replicas of Marcel Duchamp’s (1887—-1968) signature
work, The Bride Stripped Naked by Her Bachelor, Even (1915-1923,
Philadelphia Museum of Art, commonly known as The Large Glass).
They are housed at the Moderna Museet in Stockholm (1961), the Tate
Gallery in London (1965-1966), and the University of Tokyo’s Komaba
Museum (1980). Why is Tokyo Version the only replica that was created
after Duchamp’s death, and why was it created in East Asia?

The foundation for the project was laid by two art critics, Takiguchi
Shuzo (1903-1979) and Tono Yoshiaki (1930-2005, at the time a
professor at Tama Art University), who interacted with Duchamp, and
studied and wrote about him. With Takiguchi and Tono’s cooperation,
the Tokyo Version project began at the University of Tokyo. Despite the
absence of a budget or staff, it became a reality, conducting the necessary
research and production work, with Tama Art University graduate
students and undergraduate students becoming master fabricators as they
collaborated with the University of Tokyo graduate students. The project
led to Japan’s first real Marcel Duchamp exhibition in 1981 (Takanawa
Museum, Seibu Museum of Art)

The 3rd AAC Collection Exhibition showcased materials from the
earliest days of research on Duchamp in Japan, and also looked at how
the students approached the creation of the replica, mainly through Anzai

Shigeo’s photographic record.

Dates: January 9-20, 2024 *open only to members of the university
community
Venue: Art Archives Center Gallery (Tama Art University Hachioji

Campus, Art-Theque 2F)
Organizer: Tama Art University Art Archives Center
In cooperation with: Yokoyama Tadashi, Shiozaki Yutaka, Arifuku Kazuaki
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List of Exhibited Materials

Notes
« The titles in [brackets] are those assigned by the AAC.

* The inkjet prints by Anzai Shigeo were produced for the exhibition “Tamabi wo
meguru hitobito” (Photo by Anzai Shigeo—Tama Art University Art-Theque Gallery,
2015).

+ The titles of the materials in the Anzai Shigeo Photo Archive are based on the captions
written on the photographs.

No. Title
Archive Name | Year | Category | Publication/Shooting Location, etc.
Remarks

1 Genso gaka-ron by Takiguchi Shuzo
Takiguchi Shuzo Library | 1959 | Book | SHINCHOSHA Publishing

2 Gensd gaka-ron (revised edition) by Takiguchi Shuzo
Takiguchi Shuzo Library | 1972 | Book | Serica Syobo, Inc.
3 Takiguchi Shuzo, “Rrose Sélavy 5868 (Yu Magazine, No. 5,

Winter,1973)
Takiguchi Shuzo Library | 1973 | Magazine | KOUSAKUSHA Co., Ltd.

4 For Surrealism by Takiguchi Shuzo
Takiguchi Shuzo Library | 1968 | Book | Serica Syobo, Inc.

5 Envelope from Marcel Duchamp to Takiguchi Shuzo
Takiguchi Shuzo Library | 1959.12 | Envelope

6  Marchant du sel by Marcel Duchamp and Michel Sanouillet
Takiguchi Shuzo Library | 1959 | Book | Le Terrain vague

7 DUCHAMP DU SIGNE by Michel Sanouillet
Takiguchi Shuzo Library | 1976 | Book | Flammarion

8  Marcel Duchamp ou le grand fictive by Jean Clair
Takiguchi Shuzo Library | 1975 | Book | Galilee

9 Entretiens avec Marcel Duchamp by Pierre Cabanne
Takiguchi Shuzo Library | 1967 | Book | P. Belfond

10 Handmade book [bound copies of 3 brochures for group exhibitions
including Marcel Duchamp]
Takiguchi Shuzo Library | n.d. | Hindmade Book Produced by Takiguchi Shuzo

11 Handmade book, Marcel Duchamp A L’ INFINITIF (English Version)
x Xerox Copy
Takiguchi Shuzo Library | n.d. | Hindmade Book Produced by Takiguchi Shuzo

12 A Uinfinitif (The White Box) by Marcel Duchamp
Takiguchi Shuzo Library | 1966 | Book

13 To and From Rrose Sélavy-Selected Words of Marcel Duchamp
(sample) by Takiguchi Shuzo
Takiguchi Shuzo Library | 1968 | Book | Tokyo Rrose Sélavy

14 Installation view of the “Exhibition about To and From Rrose Sélavy-
Selected Words of Marcel Duchamp”
Takiguchi Shuzo Library | 1968 | Photographic Print | Minami Gallery, Tokyo

15 Takiguchi Shuzo at the “Marcel Duchamp Exhibition”
Tono Yoshiaki Materials | 1973 | Photographic Print | Philadelphia Museum of Art

2023.04-2024.03



16 Teeny Duchamp and Takiguchi Shuzo (at her apartment at New York) 38 Letter from Jaqueline Monnier to Tono Yoshiaki
Tono Yoshiaki Materials | 1973 | Photographic Print | New York Tono Yoshiaki Materials | 1985 | Letter
17 Takiguchi Shuzo, “Personal Speaking” in “Marcel Duchamp 39 M. Duchamp’s Large Glass at Philadelphia Museum Jan13 *79
Exhibition” Exhibition Catalogue Anzai Shigeo Photo Archive | 1979.1.13 | Inkjet Print | Philadelphia Museum of Art
Takiguchi Shuzo Library | 1973 | Exhibition Catalogue | Philadelphia Museum of Art 40 [Anzai Shigeo photographing The Large Glass at the Philadelphia
18  Clipping of the article “Marcel Duchamp Exhibition at Philadelphia Museum of Art]
Museum of Art,” New York Times, Ju]y 7, 1969 Private Collection | 1979.1.13 | Photographic Print | Philadelphia Museum of Art
Takiguchi Shuzo Library | 1973 | News Paper | Philadelphia Museum of Art Photo: Iwasa Tetsuo
19 Teeny Duchamp and Takiguchi Shuzo at the opening of the “Marcel 41 [Tono Yoshiaki and Ari Welcoming Teeny Duchamp at the Atelier,
Duchamp Exhibition” Tama Art University, Kaminoge Campus]
Tono Yoshiaki Materials | 1973 | Photographic Print | Philadelphia Museum of Art LGTV Preparatory Study Archive | 1979.9 | Reproduction | Tama Art University, Kaminoge
Campus
“ e .
20 “Marcel Duchamp Exhibition” Exhibition Catalog Photo: Arifuku Kazuaki
Takiguchi Shuzo Library | 1973 | Exhibition Catalogue | Philadelphia Museum of Art N N .
42 M. Duchamp Large Glass’s Drawing: Tokyo Univ. April 15. 1978
[13 Tt kL
21 Marcel DuChamp Exhibition” Event Program Anzai Shigeo Photo Archive | 1978.4.15 | Inkjet Print | Tama Art University, Kaminoge
Takiguchi Shuzo Library | 1973 | Brochure | Philadelphia Museum of Art Campus
: - « =5 - .
22 Takiguchi Shuzo, “Yohaku k6" (Forewords to Marcel Duchamp by 43 M. Duchamp’s Project. Tokyo Univ. Oct 8 *79
Tono Yoshiaki) Anzai Shigeo Photo Archive | 1979.10.8 | Inkjet Print | Likely taken at Kaminoge Campus
Takiguchi Shuzo Lib: 1977 | Book | Bijutsu Sh -sha, Ltd. . . .
iguchi Shuzo Library | 1977 | Book | Bijutsu Shuppan-sha 44 79 Summer, Kaminoge ‘Large Glass’ production room
23 Takiguchi Shuzo, “Yohaku k6 Manuscript Private Collection | 1979 | Photographic Print (Album) | Kaminoge Campus
Tono Yoshiaki Materials | 1977 | Manuscript (Album) Photo: Arifuku Kazuaki
24 Marcel Duchamp: “Posthumous Work” by Tono Yoshiaki 45 M. Duchamp’s Project Tokyo Univ. Nov 3 ‘79
Tono Yoshiaki Materials | 1990 | Book | Bijutsu Shuppan-sha Anzai Shigeo Photo Archive | 1979.11.3 | Inkjet Print | Estimated at Kaminoge Campus
25 A condolence telegram for Takiguchi from Teeny Duchamp to Tono 46 [Production scene of the Large Glass Tokyo Version at Kaminoge
(Copy) Campus]
Private Collection | 1979 | Telegram (Copy) Private Collection | 1979 | Photographic Print | Likely taken at Kaminoge Campus
N1 Photo: Iwasa Tet
26 “Marcel Duchamp BETWEEN 1912&1920& a I’infinitif” Brochure olo: Twasa Tefsuo
Tono Yoshiaki Materials | 1967 | Brochure | Cordier & Ekstrom Gallery 47 “79-11 M. Duchamp’s
co1e N Anzai Shi Photo Archi 1979.11 | Inkjet Print | Likely taken at Kami C S
27 Marcel Duchamp and Tono Yoshiaki (at Duchamp’s apartment at New nzai Shigeo Photo Archive | | Inkjet Print | Likely taken at Kaminoge Campus
York) 48  [Exterior of University of Tokyo, Komaba Campus, Atelier of the
Tono Yoshiaki Materials | ¢. 1962 | Photographic Print (Album) Large Glass Tokyo Version)
. . i Private Collecti 1979 | Phot hic Print | Uni ity of Tokyo, Kt ba C
28 Teeny Duchamp and Takiguchi Shuzo at the “Marcel Duchamp rivate Collection | | Photographic Print | University of Tokyo, Komaba Campus
e s Photo: Iwasa Tetsuo
Exhibition
Tono Yoshiaki Materials | 1973 | Photographic Print (Album) 49 [Production scene of the Large Glass Tokyo Version (Drafting work)]
_ . Private Collection | 1979 | Photographic Print | University of Tokyo, Komaba Campus
29 Letter from Yokoyama Tadashi (copy), entrusted to Tono Yoshiaki and )
Photo: Iwasa Tetsuo
handed to Teeny Ducham ;
o y p 50 Yokoyama & TONO. M. Duchamp’s Project, Nov 10 *79
Tono Yoshiaki Materials | 1977.1.20 | Letter (Copy)
Anzai Shigeo Photo Archive | 1979.11.10 | Inkjet Print | University of Tokyo, Komaba
30 Letter from Teeny Duchamp to Tono Yoshiaki Campus
Tono Yoshiaki Materials | 1980.10.22 | Letter | From his residence in France . . .
| | | 51 79 Winter University of Tokyo, Komaba Campus, The Large Glass
31 Letter from Teeny Duchamp to Tono Yoshiaki Production Room
Tono Yoshiaki Materials | 1980.10.22 | Letter | From his residence in France Private Collection | 1979 | Photographic Print (Album) | University of Tokyo, Komaba
32 Postcard from Teeny Duchamp to Tono Yoshiaki Campus
Tono Yoshiaki Materials | 1979.3.19 | Postcard 52 [Production scene of the Large Glass Tokyo Version (silver plating for
33 [Paul Matisse Visiting the Atelier of the Large Glass Tokyo Version) “Oculist Witnesses”)]
Private Collection | 1980 | Video Capture | University of Tokyo, Komaba Campus Private Collection | 1979 | Photographic Print | University of Tokyo, Komaba Campus
Video: Ebizuka Koichi Photo: Iwasa Tetsuo
34 [Michel Butor and Tono Yoshiaki Visiting the Atelier of the Large 53 [Production scene of the Large Glass Tokyo Version (Drilling for “Nine
Glass Tokyo Version) Shots™)]
LGTV Preparatory Study Archive | 1980 | Video Capture | University of Tokyo, Komaba Private Collection | 1979 | Photographic Print | University of Tokyo, Komaba Campus
Campus Photo: Iwasa Tetsuo
Video: Ebizuka Koichi 54 [Production scene of the Large Glass Tokyo Version (Fixation of lead
35 Clipping of VieW, No.10 (Special Issue on Marcel Duchamp) wire with vanish)]
Tono Yoshiaki Materials | 1945 | Clipping | View Publishing, New York Private Collection | 1979 | Photographic Print | University of Tokyo, Komaba Campus
36 [Pontus Hultén and Tono Yoshiaki Visiting the Atelier of the Large Photo: Iwasa Tetsuo
Glass Tokyo Version] (Album formerly owned by Tono Yoshiaki) 55’80 Spring at University of Tokyo, Komaba Campus The Large Glass
Tono Yoshiaki Materials | 1980.5.12 | Photographic Print | University of Tokyo, Komaba Production Room
Campus Private Collection | 1979 | Photographic Print | University of Tokyo, Komaba Campus
37 [Tono Yoshiaki explaining the Large Glass Tokyo Version in an Photo: Arifuku Kazuaki
56 [University of Tokyo, Komaba Campus, Atelier of the Large Glass

interview]
Private Collection | 1980 | Video Capture | University of Tokyo, Komaba Museum
Video: Ebizuka Koichi
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Tokyo Version)
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Campus

Photo: Iwasa Tetsuo
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’80 Spring at University of Tokyo Komaba Campus L.G. Atelier
Private Collection | 1980 | Photographic Print (Album) | University of Tokyo, Komaba
Campus

Photo: Arifuku Kazuaki

58

M. Duchamp Large Glass. Tokyo Version, Tokyo Univ. April 10.1980
Anzai Shigeo Photo Archive | 1980.4.10 | Inkjet Print | University of Tokyo, Komaba Campus

M. Duchamp’s Show, Opening, Aug 01 ‘81
Anzai Shigeo Photo Archive | 1981.8.1 | Inkjet Print | Takanawa Art Museum

77

John Cage, Karuizawa July 31 ‘81
Anzai Shigeo Photo Archive | 1981.7.31 | Inkjet Print | Takanawa Art Museum

59

M. Duchamp’s April 22 *80
Anzai Shigeo Photo Archive | 1980.4.22 | Original Photographic Print | University of Tokyo,

Komaba Campus

78

John Cage Karuizawa July 31 ‘81
Anzai Shigeo Photo Archive | 1981.7.31 | Inkjet Print | Takanawa Art Museum

60

M. Duchamp’s Project
Anzai Shigeo Photo Archive | 1980.5.1 | Inkjet Print | University of Tokyo, Komaba Campus

79

John Cage, Takahashi Aki
Private Collection | 1981.8.1 | Photographic Print (Album) | Takanawa Art Museum
Photo: Arifuku Kazuaki

80

“Marcel Duchamp Exhibition” Catalogue
Private Collection | 1981 | Exhibition Catalogue | Takanawa Art Museum, Seibu Museum
With autographs by Anne d’Harnoncourt, John Cage, and Teeny Duchamp

81

M. Duchamp Show. Takanawa Museum. Aug 26 ‘81
Anzai Shigeo Photo Archive | 1981.8.26 | Inkjet Print | Takanawa Art Museum

82

M. Duchamp’s Show, Takanawa Museum Aug 26 ‘81 “Large Glass
Tokyo Version”
Anzai Shigeo Photo Archive | 1981.8.26 | Inkjet Print | Takanawa Art Museum

83

Letter from Takiguchi Shuzo to Yokoyama Tadashi (copy)
Private Collection | 1978.4.13 | Letter (Copy)

84

Takiguchi & TONO, Jiyugaoka. G. Jan 15 78
Anzai Shigeo Photo Archive | 1978.1.15 | Inkjet Print | Jiyugaoka Gallery, Tokyo

85

M. Duchamp Project group, Tokyo univ. April 4 *80
Anzai Shigeo Photo Archive | 1980.4.4 | Inkjet Print | University of Tokyo, Komaba Campus

86

[Commemorative Photograph of the Production team for the Large
Glass Tokyo Version)
Private Collection | 2010 | Inkjet Print | University of Tokyo, Komaba Museum

87

Audio Recording “Production Meeting for the Large Glass Tokyo
Version at Kaminoge, Tama Art University”
Private Collection | 1978.11 | Audio | Tama Art University, Kaminoge Campus

61 [Production scene of the Large Glass Tokyo Version (Coloring
“Sieves”)]
Anzai Shigeo Photo Archive | 1980 | Photographic Print | University of Tokyo, Komaba
Campus

62 M. Duchamp’s Project Tokyo Univ, May 12 80
Anzai Shigeo Photo Archive | 1980.5.12 | Original Photographic Print | University of Tokyo,
Komaba Campus

63 TONO & P. Fulten; Tokyo Univ, May 12, 1980
Anzai Shigeo Photo Archive | 1980.5.12 | Inkjet Print | University of Tokyo, Komaba Campus

64 [Production scene of the Large Glass Tokyo Version (Pasting lead foil
for “Chocolate Grinder™)]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Campus
Photo: Iwasa Tetsuo

65 [Production scene of the Large Glass Tokyo Version (Pasting lead foil
for “Chocolate Grinder”)]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Campus
Photo: Iwasa Tetsuo

66 [Production scene of the Large Glass Tokyo Version (Cutting out
“Oculist Witnesses”)]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Campus
Photo: Iwasa Tetsuo

67 [Production scene of the Large Glass Tokyo Version (Cutting out
“Oculist Witnesses”)]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Campus
Photo: Iwasa Tetsuo

68 [Installation scene of the Large Glass Tokyo Version (University of
Tokyo, Komaba Museum)]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Museum
Photo: Iwasa Tetsuo

69 [Installation scene of the Large Glass Tokyo Version (University of
Tokyo, Komaba Campus )]
Private Collection | 1980 | Photographic Print | University of Tokyo, Komaba Museum
Photo: Iwasa Tetsuo

70 M. Duchamp. Large Glass Tokyo Version Staff Memorial Shot. Tokyo
univ, June 27 *80
Anzai Shigeo Photo Archive | 1980.6.27 | Inkjet Print | University of Tokyo, Komaba
Museum

71 M. Duchamp. Large Glass, Tokyo Version: Tokyo Univ June 28 1980.
Anzai Shigeo Photo Archive | 1980.6.28 | Inkjet Print | University of Tokyo, Komaba
Museum

72 “Marcel Duchamp Exhibition” Leaflet
Private Collection | 1981 | Leaflet | Takanawa Art Museum

73 M. Duchamp’s Show Opening. Karuizawa, Aug 01 *81
Anzai Shigeo Photo Archive | 1981.8.1 | Inkjet Print | Takanawa Art Museum

74 With Widow of Marcel Duchamp, Seibu-Takanawa Museum,
Karuizawa Aug 1 ‘81
Anzai Shigeo Photo Archive | 1981.8.1 | Inkjet Print | Takanawa Art Museum

75 Anne d’Harnoncourt, Teeny Duchamp
Private Collection | 1981.8.1 | Photographic Print (Album) | Takanawa Art Museum
Photo: Arifuku Kazuaki
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Documentary Video “Marcel Duchamp, The Bride Stripped Bare by
Her Bachelors, Even, Tokyo Version”

Private Collection | 1979-80 | Video | Tama Art University, Kaminoge Campus, University of
Tokyo, Komaba Campus
Video: Ebizuka Koichi
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NCAR Symposium 004 +
The 7th Tama Art University Art Archives Center Symposium

Replicas and more: Marcel Duchamp The Large Glass
— Stockholm, London, Tokyo, and Paris

After the completion of the FY2023 project, to commemorate the formal archiving of the preparatory
study and related materials of the Large Glass Tokyo Version (1980, collection of Komada Museum, The
University of Tokyo) at the Tama Art University Art Archives Center, a symposium was held featuring

curators and researchers from institutions that hold replicas of this work.

Date: March 1, 2025, 13:30 to 16:30

Venue: Tama Art University Lecture Hall A

Capacity: 200

Participation Fee: Free

Organizers: National Center for Art Research and Tama Art University Art Archives Center

Cooperation: Tama Art University Media Network Committee

Program:

13:30 Greetings from the organizers
Aoyagi Masanori, Chairman of Board of Directors, Tama Art University
Kataoka Mami, Director, National Center for Art Research

13:40 Lecture on utilization, archiving, and future prospects of The Large Glass replica
Anna Tellgren, PhD, Curator of Photography and Head of Research, Moderna Museet
Natalia Sidlina, PhD, Curator, International Art, Tate Modern
Mitsuda Yuri, Director, Tama Art University Art Archives Center and Professor, Tama Art
University
Pascal Goblot, Artist
Orimo Katsuya, PhD, Assistant Professor, Komaba Museum, the Graduate School of Arts
and Sciences and the College of Arts and Sciences, The University of Tokyo
Arifuku Kazuaki, Professor, Ariake College of Education and the Arts

15:50 Discussion and Q&A

16:20 Closing address
Naito Hiroshi, President, Tama Art University

2024.04-2025.03
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Aoyagi Masanori Chairman of Board of Directors, Tama Art University

Opening Address

Archives are generally seen as preserving a very natural and inevitable record of things generated
in the course of social activities. In a sense, archives are collecting “the secretions of an organism.”
In contrast, art and books ultimately convey messages of one kind or another to the people who
see and read them, which is why there are galleries and museums preserving art, and libraries
preserving books. Present-day archives are thought of as preserving things like memos accumulated
prior to the birth of a book or an artwork—things produced without any intention of making them
public.

The original purpose of an archive was to preserve rather than to publish, but the development
of digital archive technologies has significantly changed the concept of an archive. Today, many
archives are still attached to libraries, or if they are art archives, to galleries or museums. Such
archives are seen as a way of consolidating or systematizing knowledge, a perspective that makes
them subservient. But we are now at a point where we have to think about overturning this
situation.

In 2004, when Tate Gallery in the UK asked 500 art experts in Europe to name the most
influential artists and artworks of the twentieth century, the Fountain (1917) by Marcel Duchamp
(1887-1968) took first place,1 Reacting to the results, British art expert Simon Wilson commented:

The choice of Duchamp’s Fountain as the most influential work of modern art . . . reflects the
dynamic nature of art today and the idea that the creative process that goes into a work of art is

the most important thing — the work itself can be made of anything and can take any form.

This can also be seen in The Large Glass (1915-1923), our symposium theme. The process of
how it took shape—a kind of evolution, if you will—is highly significant. And as archives become
consolidated, the art archive itself becomes a construct that can create something very similar to
the finished artwork. Until now, the relationship between the art museum and the archive has rarely
been debated. But in the context of systematizing knowledge and culture, the time has come for it
to be explicitly discussed. The Large Glass replicas actively confront us with these issues. As such,

I have great hopes for this symposium.

Note

1 In second place was Les Demoiselles d’Avignon (1907) by Pablo Ruiz Picasso (1881-1973). In third place was
Marilyn Diptych (1962) by Andy Warhol (1928-1987).
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Kataoka Mami Director, National Center for Art Research

Opening Address

As director of the National Center for Art Research, I am delighted that we have been able to organize
this symposium concerning Marcel Duchamp’s The Large Glass in collaboration with Tama Art
University Art Archives Center. NCAR is a young institution that was established in March 2023.
Organizationally, it is part of Japan’s National Museum of Art, an independent administrative institution
that was established in 2001 to coordinate and support Japan’s six national art museums and one
national film archive.

In fact, a lot is expected of art museums these days. In addition to the conventional mainstays of
producing exhibitions and the collection and preservation of artworks, museums now give increasing
prioritity to social functions such as learning, well-being, sustainability, and accessibility. NCAR takes
an integrated apporach while bringing in diverse perspectives, aiming to complement the efforts of
individual museums. Our mission involves three approaches: connecting, deepening, and expanding
Art.

The group at NCAR working on this project is Global Networking, which is predominantly
concerned with linking the collections of the national art museums to the international art scene, and in
facilitating connections between curators and other specialists at an international level. That involves
sending curators from Japan overseas and organizing symposiums and other events or programs that can
bring together people working in related areas. Over the past two years, a total of 933 individuals have
benefited from these programs. This project is a part of that activity.1

Last year we held a smaller-scale workshop at Tama Art University, focusing on the preparatory
study for the Tokyo version of The Large Glass. Afterwards, the Association Marcel Duchamp granted
permission, enabling them to be archived as materials related to Duchamp. As replicas of The Large
Glass exist in various locations worldwide, we contacted the people involved, and that led to everyone
gathering here today. This symposium is thus an embodiment of interrelated activities around the world,
and I see it as highly significant. I would once more like to express my gratitude to each of today’s

speakers and to Tama Art University Art Archives Center for making it work.

Note
1 “NCAR by Numbers 2023-2025”
https://ncar.artmuseums.go.jp/en/upload/EN_NCAR infograph.pdf (Last Accessed: February 19, 2026)
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In the Moderna Museet collection there are about thirty works that have
been attributed to Marcel Duchamp, which makes it one of the world’s
largest collections of works related to Duchamp, next to the holdings
of the Philadelphia Museum of Art, Tate Modern in London and Centre
Pompidou in Paris.! Moderna Museet also owns some of the earliest
replicas by Ulf Linde, that were made before the Italian art historian and
collector Arturo Schwarz and the English artist Richard Hamilton made
their reconstructions of Marcel Duchamp’s works. There are three versions
of La mariée mise a nu par ses célibataires, méme (Le Grand Verre/ The
Large Glass) (1915-23), in the Moderna Museet collection and the stories
behind the creation of the replicas are intriguing and part of Swedish art
history. The main characters are the young art historian Pontus Hultén,
together with art critic UIf Linde, the artists Per Olof Ultvedt and Oscar

Reutervird, and the gallerist Eva af Burén.

Pontus Hultén (1924-2006) worked at Moderna Museet between 1958
and 1973, when he left Stockholm for Paris and Centre Pompidou.2
He became director in 1960, and built the collection and the museum’s
international reputation, with exhibitions such as Movement in Art (1961),
American Pop Art (1964), She—A Cathedral (1966), and Andy Warhol
(1968). Many years later in 2005, in the end of his life, he donated his
private art collection, his library, and his archives to Moderna Museet.
In his personal archive we can follow his career from the early gallery
exhibitions in the 1950s, his work at Moderna Museet and as director of
many major art museums in Europe and USA. We can also find letters
and correspondence between him and colleagues, curators, politicians and

artists all over the world—and one of them was Marcel Duchamp.

In 1954, when Pontus Hultén was only 30, he wrote a few letters to the
already legendary artist Marcel Duchamp.? With a few questions touching
on the very core of Duchamp’s oeuvre, but expressed in words that appear
in equal measures curious and innocent, Hultén established a lifelong
fascination to what is now regarded to be one of the most seminal artists
of the 20th century. Duchamp replied in the margin and returned the letters
a few days later. In one of the most interesting letters Hultén wrote: “Is the
bicycle wheel on the kitchen chair the first ready-made, (1913?), and does
it have a name? Has it been exhibited? s it possible to call it a ready-made
if it has not been exhibited, or published, or sold, that is to say as long as
it stays in the studio?”, Duchamp answered: “Yes, but no name, not even

ready-made, 1913. Never exhibited and lost after moving.”4

In the same year the small gallery, Galleri Samlaren in Stockholm,
featured the exhibition Objekt eller artefakter. Verkligheten forverkligad
(Objects or Artefacts. Reality Realised, 1954) curated by Pontus Hultén
and Oscar Reutersvard (191572002).5 Although the title promised both

objets composés, constructions, mobiles, objets trouvés, ready-mades and
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Anna Tellgren PhD, Curator of Photography and Head of Research, Moderna Museet

Marcel Duchamp and Moderna Museet—The Stockholm Versions

mathematical objects, the exhibition did not feature one single work by
Marcel Duchamp.6 A substantial part of the first issue of the magazine
Kasark, which also served as the exhibition catalogue, was however
devoted to the artist. Under the heading ready-made, Hultén explained
this English term that had come to be used in the French language: “The
art term ready-made has been defined as ‘a factory-made object that is

designated as art by the artist’s choice’.”’

The exhibition Objects or Artefacts can, together with a few smaller
exhibitions in Stockholm and Paris in the second half of the 1950s, be
seen as the prelude to Hultén’s first major manifestation at Moderna
Museet, Rorelse i konsten (Movement in Art), which opened in 1961.8
The work Roue de bicyclette (The Bicycle Wheel, 1913), which is
mentioned in the above correspondence, and which still had no title in
1954, adorns the cover of the exhibition catalogue.? Movement in Art
was a collaboration mainly between Pontus Hultén and the Swiss artist
Daniel Spoerri, but other important contributors was Willem Sandberg,
director at the Stedelijk Museum, artist Jean Tinguely, and engineer Billy
Kliiver, old friend of Hultén.'9 It was shown at the Stedelijk Museum in
Amsterdam in the spring of 1961, during the summer at Moderna Museet
in Stockholm, and finally in the fall at Louisiana Museum in Humlebzk,
near Copenhagen.” Ambitious in scope, it consisted of more than 200
works by 80 artists from France, Germany, Greece, Hungary, Israel, Italy,
Russia, Sweden, Switzerland, the United States, and Venezuela. Notes
preserved in the Moderna Museet archive reveal Hulten’s determination
to define the concept of movement, which he believed coursed through all
twentieth-century art. Duchamp was a vital link in Hultén’s interpretation
of the history of modern art, and his interest in kinetics and mechanics
meant that he saw Duchamp not only as a pioneer of conceptual art, with

which he has been widely associated.

Movement in Art included ten works by Marcel Duchamp, four of them
reconstructions from 1960 or 1961 (Fig. 1). Three of these still belong to
the Moderna Museet collection.'? Hultén wanted a loan of the original
The Large Glass from Philadelphia, but as this was not possible, Ulf Linde
(1929-2013) and Per Olof Ultvedt (1927-2006) were commissioned to
produce a reconstruction. Pontus Hultén had contacted Duchamp to ask if
he would allow the replica.'> This is when UIf Linde began his lifelong
interest in Marcel Duchamp’s oeuvre, which has resulted in the intimate
links between his research into and interpretations of the artist’s works
and the Moderna Museet Duchamp collection. Ulf Linde was a curator
at Moderna Museet between 1973 and 1976.14 His first wife Bertha
Lundgren was the secretary of the Friends of Moderna Museet (MMV), so

Linde spent a lot of time at the museum and met Pontus Hultén.

In the Moderna Museet collection there is a study for a replica of The
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Fig. 1 Installation view from the exhibition Rérelse i konsten (Movement in

Art) at Moderna Museet, 1961.

©Association Marcel Duchamp/ADAGP, Paris/APG-Japan/JAA 2026

Photo: Moderna Museet
Large Glass in a smaller version (88 x 55 x 40 cm) made for an exhibition
arranged in 1960 by the publishing company Bok-Konsum at Galleri
Vallingatan 42.15 The story behind it is that Ulf Linde tried to bring the
exhibition Sur Marcel Duchamp in 1959 at the bookstore and gallery La
Hune in Paris to Stockholm.'® For the exhibition at Galleri Vallingatan 42
he and Per Olof Ultvedt made reconstructions of the ready-mades using
the illustrations in Robert Lebel’s book Sur Marcel Duchamp (1959). For
The Large Glass they made drawings of it and gave it to a silk screener,
who reproduced it on the glass. They had asked Pontus Hultén on which
side of the panes Duchamp had applied the paint. Hultén incorrectly
thought that the paint was on the front—so the small copy does not
correspond to the original. This smaller version was intended for serial
production, but it proved to be too complex and expensive to produce

more than one.

Pontus Hultén had seen the “Small Glass” and asked Ulf Linde and Per
Olof Ultvedt if they could make a life-size version. Ultvedt was occupied
with other works for the exhibition Movement in Art, so Linde produced
it himself, but it turned out to be many challenges in making a full-scale
replica of The Large Glass."” The colors were the most difficult because
there were no color reproductions available at the time, and it took three
weeks to glue the lead wire to the glass. Linde called Duchamp on the
phone in New York to ask for instructions. Duchamp was very clear and
helpful about the materials and details on the making of the work that he
had executed forty years earlier. In connection to the exhibition Marcel
Duchamp visited Stockholm, together with his wife Alexina “Teeny”
Duchamp during a few days in late August/early September 1961 (Fig. 2).
He signed the replica probably
on the Ist of September (the
exhibition closed on the 3rd of
September). He signed it: “Certifié
pour copie / conforme / Marcel
Duchamp / Stockholm 1961~

(Fig. 3).

Fig. 2

Marcel Duchamp and Ulf Linde at
Moderna Museet in September, 1961.
©Association Marcel Duchamp/ADAGP,
Paris/APG-Japan/JAA 2026

Photo: © Liitfi Ozkék 2026
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Fig. 3 Signature by Marcel Duchamp of The Large Glass, 1915-23/1961.
©Association Marcel Duchamp/ADAGP, Paris/APG-Japan/JAA 2026
Photo: Asa Lundén/Moderna Museet

After Duchamp left Stockholm The Large Glass from 1961 has been
altered many times. According to Ulf Linde, Duchamp said when he saw
it: ““You can change it, after [ have left.”'8 Linde understood it as he could
do whatever he wanted to correct the copy, when he noticed mistakes. For
example, when Duchamp’s Notes (1980) was published Linde discovered
Duchamp’s color recipes and decided to correct the Chocolate Grinder."?
In 1977 The Large Glass was on loan to Centre Pompidou for a Duchamp
retrospective, and it was slightly cracked. In Notes Linde had discovered a
sketch of the frame indicating that it was to be made of copper and wood.
He asked a carpenter to execute a new in copper and mahogany (Fig. 4).
The first version of the Stockholm replica was made of iron, and more
similar to the version in Philadelphia. The insurance money was used to

execute this quite considerable change of the replica.20

Fig. 4

Marcel Duchamp, La mariée mise
a nu par ses célibataires, méme
(Le Grand Verre/The Large Glass),
1915-23/1961.

©Association Marcel Duchamp/
ADAGP, Paris/APG-Japan/JAA
2026

Photo: Albin Dahlstrom/Moderna
Museet

The Large Glass is probably the most discussed and enigmatic work by
Duchamp, and it embodies a dialogue with ideas that found expression in
his La boite verte (La mariée mise a nu par ses célibataires méme) from
1911-15, that was published by the artist as a facsimile in 1934 (Fig. 5).
Ulf Linde had as a part of his studies of Duchamp, started to translate
the so called La boite verte or The Green Box, to Swedish as a way of
understanding each element in The Large Glass and trying to put them
together. The translation was made together with Malou Héjer.21 Linde

used the documents collected in The Green Box as a physic map to orient
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himself, and his knowledge of the work was based on this practice, a
method used by many Duchamp scholars and connoisseurs. For Ulf Linde
it was a process of studying texts, photographs, exhibitions, together
with other available sources
to understand the works of
Marcel Duchamp. His theories
and results were published in

articles and books.22

Fig. 5

Marcel Duchamp, La boite verte (La
mariée mise a nu par ses célibataires
méme), 1911-15/1934.

©Association Marcel Duchamp/
ADAGP, Paris/APG-Japan/JAA 2026
Photo: Tobias Fischer/Moderna Museet

After Movement in Art Ulf Linde curated an exhibition in 1963 on Marcel
Duchamp at Galerie Burén in Stockholm. Eva af Burén (1912-1978) ran
her gallery from 1962 to 1978 and introduced many important French
and American artists in Sweden, as well as young Swedish artists in the
beginning of their careers. Already in 1962, the museum had bought a
Boite-en-valise to the collection from Galerie Burén. Linde had contacted
Duchamp to receive permission to make replicas of his ready-mades for
the exhibition and then to donate them to Moderna Museet, to which the
artist agreed.23 Linde collaborated with different craftsmen to make the
replicas. They were later signed by Duchamp in the exhibition Omaggio a
Marcel Duchamp (Homage to Marcel Duchamp, 1964) in Arturo Schwarz
gallery in Milan. The Friends of Moderna Museet (MMV) donated nine
replicas to the museum in 1965, all by Ulf Linde and originally made for
the exhibition at Galerie Burén.2* A catalogue was produced with a text
by Ulf Linde and as a way of financing the printing of it Duchamp sent 25
self-portraits to be included as a separate collage in a deluxe edition of the
catalogue.25 In 1986 Ulf Linde curated the exhibition Marcel Duchamp,
with all the replicas, in one room in the old building of Moderna Museet
at Skeppsholmen.26 He designed a ceiling based on Duchamp’s Sixteen
Miles of String (1942) from the exhibition First Papers of Surrealism,
using elastic rope to create a geometric composition and a more alive

atmosphere in the room (Fig. 6).

wﬂ

Fig. 6 Ulf Linde in the exhibition Marcel Duchamp at Moderna
Museet, 1986.
Photo: Moderna Museet

Thirty years later Ulf Linde produced another version of The Large Glass,
this time together with the artists John Stenborg (b. 1957) and Henrik

Samuelsson (b. 1960), which was completed in 1991-92. It was made in
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connection to a collaboration with Kunst-und Ausstellungshalle of the
Republic of Germany in Bonn where Pontus Hultén then was director.?”
The Large Glass from 1961 could not travel, it was too fragile, so Linde
offered to make a new replica. It was authorized by Alexina “Teeny”
Duchamp in March 1992.28 After many years of research Linde could
finally make a more correct replica of The Large Glass. He had not been
able to do all the corrections he wanted in his first replica. The colors
were never right, because of the use of green glass in the first version. The
second replica was based on the color recipes in Notes and geometry in the
plan and elevation drawings. The reason for the great interest all over the
world of Moderna Museet’s The Large Glass is that the original version at
the Philadelphia Museum of Art is not available to loan. For that reason,
The Large Glass from 1991-92, which is the museum “Travelling Glass”,

has been included in many Duchamp exhibitions in Europe and USA.

In 2011 the entire Duchamp collection was presented at Konstakademien
(The Royal Swedish Academy of Fine Arts) in Stockholm, in the
exhibition De ou par Marcel Duchamp, par Ulf Linde, produced in
collaboration with Moderna Museet.2? This was the last exhibition that
Ulf Linde was involved in on Duchamp, and included a new replica, his
1:10 replica of Duchamp’s last piece, Etant donnés: 1° La chute d’eau, 2°
Le gaz d’éclairage (1946-66).30 The work forms part of the collection of
the Philadelphia Museum of Art, to which it was donated by Duchamp, on
condition that it was not to be displayed before his death.

The exhibition Picasso/Duchamp “He was Wrong” opened in August
2012 at Moderna Museet.>! As a part of the exhibition a presentation in
the Pontus Hultén Study Gallery was curated with works and documents
that reveal the relationship between Marcel Duchamp and Moderna
Museet and especially to Pontus Hultén (Fig. 7).32 Through his personal
collection Moderna Museet received another six works by Duchamp: an
etching, a gelatin silver print, two lithographs and a poster as well as a
Boite-en-valise. This last item was dedicated to Pontus Hultén by Alexina
“Teeny” Duchamp with the inscription: “a Pontus Hultén avec ma plus

grande joie et affection Teeny”.

Fig. 7 Documents from the Moderna Museet archives related to Marcel Duchamp.
Photo: Asa Lundén/Moderna Museet

In 2014 Moderna Museet acquired the Ulf Linder archive through at
donation. In it there is for example a five-page document where Linde
accounts for the narrative represented in The Large Glass, together with
his correspondence with Duchamp, manuscripts, his book collection, and
other material following his research during over fifty years on the works

by the artist. Parts of the Duchamp collection is always present in one way
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or another at Moderna Museet in Stockholm and Malmé.>3 His works
will continue to be a crucial part of the history of the museum and will be

presented in exhibitions and in upcoming collection displays (Fig. 8).

Fig. 8 The Pontus Hultén Study Gallery at Moderna Museet in Stockholm.
Photo: Albin Dahlstrém/Moderna Museet
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Natalia Sidlina PhD, Curator, International Art, Tate Modern

The Large Glass

Introduction

I would like to thank the organisers of the symposium Tama Art
University Art Archives Centre and the National Centre for Art Research.
My paper concerns the second replica of Marcel Duchamp’s The Bride
Stripped Bare by her Bachelors, Even known as The Large Glass, created
by the British artist Richard Hamilton in 1966, now part of Tate collection,
London.

I wanted to start with the most recent research on the replica showcased
in the current display at Tate Britain. Launched in October 2024 and
entitled Richard Hamilton and Marcel Duchamp: The Making of An
Original Replica, the display explores the friendship and collaborations
of the artists Richard Hamilton (1922-2011) and Marcel Duchamp
(1887-1968) in the years 1956 to 1968 (Fig. 1). It discusses how Hamilton
made great efforts to study and champion the modernist artist, serving as
his decipherer and decoder. Through Duchamp, Hamilton was encouraged
to reconsider the nature of art and visual perception. His work on the
reconstruction of Duchamp’s most famous and complex work The Bride
Stripped Bare by her Bachelors, Even is examined through juxtaposition

of artworks, reconstructions, publications and archival material brought

together for the first time.!
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Fig. 1 Installation view of Richard Hamilton and Marcel Duchamp: The Making of an
Original Replica display at Tate Britain, 2024, featuring Marcel Duchamp’s The
Bride Stripped Bare by Her Bachelors, Even (The Large Glass), 1915-23, recon-
struction by Richard Hamilton, 1965-66; lower panel remade 1985. Oil, lead,
dust, and varnish on glass. Presented by William N. Copley through the American
Federation of Arts, 1975.
Artworks: © The Artists; Photo: © Tate (Kathleen Arundell)
© Association Marcel Duchamp / ADAGP, Paris & JASPAR, Tokyo, 2026 C5334
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Recapitulation of intention: Richard Hamilton’s Marcel Duchamp’s

The Green Box

In order to look into genesis of the reconstruction by Richard Hamilton
completed in 1966, we would need to go back to the post-War period
when Duchamp’s work was not well known in the UK. Hamilton liked
to begin the story in 1948 with somewhat apocryphal account of his first
encounter with Duchamp’s oeuvre.? At the time he was enrolled at the
Slade School of Fine Art in London where he studied painting and formed
a friendship with Roland Penrose, British surrealist and the founder of
the Institute of Contemporary Arts in London (ICA). It was in his library
that Hamilton saw Marcel Duchamp’s The Green Box — a collection of
ninety-four loose notes relating to the development and function of The
Large Glass Duchamp (or rather his alter ego Rrose Sélavy) published as
edition of green felt covered boxes in 1934 (Fig. 2).

Fig. 2 Marcel Duchamp, La Boite verte (The Green Box), 1934. Cardboard box, colour
plate and 94 lithographs, collotypes and ink on paper. 2.5 x 28.0 x 33.2 cm. Tate,
London.
©Succession Marcel Duchamp / ADAGP, Paris & JASPAR, Tokyo, 2026 C5334

The interest in Duchamp’s work grew and developed alongside
Hamilton’s own practice, especially his academic career first at the
London Central School of Arts and Crafts, where he taught students in
the craft departments from 1952 and later in the mid-1950s as he became
head of the Fine Art Department, King’s College, University of Durham
(later University of Newcastle upon Tyne). Appointed Lecturer in Design
in 1953, he initially taught the fundamentals of design to first-year
students. Later known as the ‘basic course’, the new approach to teaching
transformed traditional academic methodology and didactics in the UK. In
1956 at ICA Hamilton delivered his lecture on The Green Box highlighting
its significance as literary component and commentary to Duchamp’s most
famous work. According to Hamilton, ‘the text exists beside the glass as a
commentary and within it as a literary component of its structure.”*

This research led to the famous exchange of letters between Hamilton
and Duchamp in 1956. Hamilton shared the diagram he produced based
on the box’s contents and asked for the modernist artist’s advice and

comment while signalling his ambition to produce The Green Box’s
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notes as English-language publication, preserving their typographical
singularity. He pointed out that ‘the examination I have made of the “large
glass” has convinced me of the need for a book giving a full translation
of the documents together with the French original and a commentary—a
kind of ‘skeleton key” which would be of great use to students.”

Duchamp responded a year later putting him in touch with American
art historian George Heard Hamilton who already advanced in translating
The Green Box’s content and had also considered making a publication.
Under Duchamp’s close supervision they collaborated on The Green Book
published in 1960 and the modernist artist was delighted with the result
praising Hamilton:

‘Dear Richard, we are crazy about the book. Your labor of love has
given birth to a monster of veracity and a crystalline transubstantiation
of the French “Green Box”—the translation, thanks above all to your
designs, is enhanced into a plastic form so close to the original that the

Bride must be blossoming ever more.”®

The 1963 Pasadena survey

Although the publication of the Hamilton’s 1960 The Green Box
in English had contributed to a wider international appreciation of
Duchamp’s work, it suggested the meaning of The Large Glass is not
quite resolved through recourse to linguistic translations of the associated
documentation. The next event that reinforced Duchamp’s iconic status
amongst the new generation of artists was a survey exhibition By or
of Marcel Duchamp or Rrose Sélavy organised at The Pasadena Art
Museum in 1963.” The original The Large Glass was too fragile to travel
therefore the first reconstruction by Ulf Linde (1961) was placed centre
stage juxtaposed with The Green Box as its literary counterpart. It was the
first instance of the equivalence between The Glass and The Box being
represented visually and publicly, which would influence subsequent
display approaches. Hamilton’s interview with Duchamp was published in
its catalogue and the British artist made his first visit to the US to attend
the exhibition, visited Philadelphia to see the original The Large Glass and
lectured at the Yale University.

As the Pasadena survey propelled Duchamp to the forefront of
contemporary artistic discourse, the interest in a broader retrospective, this
time in Europe became apparent and according to Hamilton: ‘The lesson
of the Pasadena retrospective lies in the demand it makes to see Duchamp
as whole; as an entity so infinitely complex that his work resists attempts
to transmit adequate experience of it.’8 This lead to Hamilton’s next

related project.

Richard Hamilton’s The Almost Complete Works of Marcel Duchamp
at the Tate Gallery, 1966

Hamilton recalled: “When the Arts Council of Great Britain proposed to
organise a major Duchamp retrospective at the Tate Gallery for June 1966
it seemed so desperately unfortunate that our British audience should be
denied any experience of the Glass that we decided to fill the gap with at
least some semblance of the great painting.’9 Marcel Duchamp authorised
the British artist to make a copy of The Large Glass for the Tate Gallery’s
retrospective exhibition and the Arts Council invited Hamilton to curate
the show. Simultaneously, Hamilton started working on a new replica

of The Large Glass with his students in the Fine Art Department of
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the University of Newcastle. He was supported by colleagues as well
as specialised production companies and plants of the industrial North
of England. As stated in his published account of the work on the
reconstruction: ‘Duchamp’s lonely nourishing of ideas into form was a far
cry from the appreciative co-operation provided fifty years later and which
is gratefully acknowledged here. ... The Metallurgy Department of the
University extruded lead wire ... the Geography Department’s cartography
section made the extremely difficult technical drawing of the “Oculist
Witnesses.” The Department of Mechanical Engineering gave great help

in the construction of frames... local industry was also involved.’

1965-66 replication

Hamilton was keen to put on record his approach rooted in close
examination and study of the original, understanding the technical aspects
of Duchamp’s practice and using The Green Box as his guide and while
avoiding copying of the current damaged state of the work to achieve
‘recapitulation of intention’ in a step-by-step reconstruction replicating
Duchamp’s methods rather than appearance of the original. He clarified:

‘This new version is made on armour plate glass—a provision likely
to preserve the appearance of its model’s youth... My first task was to
make the lost full size perspective drawing from the dimensioned plan and
elevation. References were made to the Philadelphia Glass more to gain
knowledge of the construction of subject matter than to copy delineations
on the surface of the original.’1 0

Hamilton made four preliminary glass studies for his reconstruction
which were preceded by a group of pencil or pencil and ink drawings
on tracing paper as working studies for the perspective necessary for the
full-scale reconstruction of The Large Glass. These deal individually
with the “Scissors,” “Chocolate Grinder Rollers” and the “Mill Wheel”
elements that feature in the lower section of The Large Glass. The key
drawing was a full-size perspective projection of information gleaned from
two drawings in The Green Box showing the plan and elevation of the
“Bachelor apparatus” that describes the lower section of The Large Glass.
Apart from using the armoured glass, a study of the “Oculist Witnesses”
in particular, in Hamilton’s own words, ‘demanded a technique not used
by Duchamp. The right hand area of the lower glass had been silvered
on the back and a drawing transferred to the silver by Duchamp through
a piece of carbon paper. The silvering was then scraped away up to the
drawn lines leaving the brilliantly reflective image. The long process was
shortened in the remake by means of a silk-screen made from a blocked in
re-drawing of the carbon paper. Pigment screened on to the mirror formed
a resist which allowed the redundant silver to be etched away.’1 1

Another crucial point of departure from the original approach is the
1966 replica could be dismantled into two parts for the ease of travel and
reassembly for exhibitions and displays.

As for the reconstruction, the Tate Gallery trustees were unable to
advance payments towards an artwork that did not yet exist. The financial
support came from William Copley, American artist and philanthropist,
friend of Duchamp and Hamilton both, provided $10,000 that funded
the materials and offered an artist fee for Duchamp while Hamilton
worked without renumeration. Ultimately, such arrangement made the
finished replica property of Copley. Over the next ten years it was lent to

exhibitions internationally and displayed in Copley’s apartment in New
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York. Tate secured the work as long loan and eventually acquired as a gift
from Copley through the American Federation of Arts in 1975 and put on
display at the Millbank gallery.'?

1984-86 reconstruction

Just like the chance component of the ‘ultimately unfinished’ original
was key for the Philadelphia Glass, it seemed to ‘rub off” on its replica
perpetuating the work’s potential for transformation.

The next chapter of the London replica’s transformation opened 20
years later and starts with Tate Gallery’s security accident report: ‘On 19
June 1984 at 1.30 am Mr Palmer, on completing his clock patrol of Tate
gallery’s displays hearing a strange noise from Gallery 36 turned on the
gallery lights and returned to investigate. On seeing the glass of Marcel
Duchamp / Richard Hamilton ‘The bride stripped bare by her bachelors,
even’ shattering before his eyes, Mr Palmer called Head of security to
witness the still cracking up.” The Preliminary Assessment of Condition
report was submitted to Tate’s Director stating: ‘The lower, image bearing,
‘Armour plate’ toughened glass sheet has totally shattered. It has remained
in position developing a growing convexity to its outer face with only the
loss of a few hundred fragments notably from the main vertical crack. The

shattered glass is not practically saveable, losses are small but structurally

significant and the crack pattern with its total visual and structural
»13

disruption would always remain.

Fig. 3

Sculpture conservation
photograph, view of the 1966
reconstruction on display,
July 19, 1984. Tate Sculpture
Conservation Records.

The 1966 replica shattered into hundreds of thousands of pieces while
on display (Fig. 3). Hamilton’s hope that the armour-plated glass will
preserve the appearance of the original’s ‘youth’ was shattered along
with the glass itself. The conservation team isolated the work, examined
the damaged and concluded that the lower part was unsalvageable and
would need to be removed and, in consultation with Hamilton and fellow
conservators from other institutions holding the original and the replicas,
reconstructed again. An attempt has been made to rescue the lead element,
but the damage affected the mirroring, resin and paint elements that

thus could not have been transferred. The conservators undertook full
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replication of the “Bachelors” domain ‘retracing’ Hamilton’s ‘footsteps.’
The report published by Tate sculpture conservators Christopher Holden
and Roy Perry indicated they’ve applied similar methods and materials to
those used by Hamilton, starting with his study of “Oculist Witnesses” and
its technique that stepped away from the time-consuming approach of the
original.14

The ageing of Hamilton’s reconstruction was considered when final
selection of colours was applied striving this time to replicate the
appearance of the ‘original replica.” The conservation reconstruction
was approved by Hamilton in February 1986 and reassembled later
in the year. In order to achieve the ‘ageing’ effect of the lower part
Hamilton recommended to expose it to light for twelve months but
agreed to reassembly and redisplay with adjusted lower light levels in
the gallery just a few months later. Crucially, a decision was made to
remove Duchamp’s inscription ‘Richard Hamilton | pour copie conforme |
Marcel Duchamp | 1966’ from the damaged panel and apply it to the new
reconstruction of the “Bachelors.”

The final adjustments were made in 2010 just a year before Hamilton
passed away (Fig. 4). Here the conservation team at Tate led by Derek
Pullen created a patina on the lead foil of the lower panel that resembled
the existing patina on the upper panel addressing the inconsistency of the

‘ageing’ of both panels.] 5

Fig. 4 Tate Sculpture Conservation photograph, investigation of the lower panel, 2006.

The 1984 accident changed the status of the work — from intended
exhibition copy to artist’s reconstruction to that with an element of a
replicated reconstruction.'® The life of The Large Glass in Tate galleries
also undergone transformation: it went back on display in 1986 but
wasn’t included in Hamilton’s own 1992 Tate retrospective as it wasn’t
considered fully as artist’s work. With the opening of Tate Modern in
2000, The Large Glass was put on display in the new building juxtaposed
with the works by Francis Picabia. In 2008, it was followed up by the
exhibition that examined Duchamp, Man Ray and Picabia’s contributions
in the development of the new artistic ideas and methods. It juxtaposed
The Large Glass with The Green Box, reconstructed studies on glass and
Man Ray’s photographs.1 7 Hamilton’s own posthumous retrospective of
2014 finally recognised the 1966/85 reconstruction within the planetary

system of the British artist’s creative practices.1 8
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Conclusion

2024 display is showcasing new 2019 acquisitions of Hamilton’s studies
for The Large Glass together with archival materials, studies on paper
and his other works. Considering Hamilton’s engagement with the ideas
and avant-garde practices that underpinned the ten-year period of The
Large Glass’s creation, the display explores the dialogue between the
two artists as inspirational for Hamilton’s ambition to introduce complex
ideas and symbolic systems in his own work as well as his contribution in
deciphering and championing the ideas of the modernist artist. The display
will run until December 2025. In March 2026 The Large Glass’s second
reconstruction will travel to the US for the new retrospective exhibition
of Duchamp’s works, reuniting ones again the ‘original” with its ‘original
replica’. In 1977 Hamilton unequivocally wrote how he found Duchamp’s
work ‘more interesting, more exciting, more durable, than any other;
the more I know and think about it the more interesting it becomes. I’ve
spent more than four years of my life working on his Large Glass and his
notes for it; the Large Glass has to be an extraordinary work to survive
that degree of attention and that amount of time without being boring. It’s

never palled.’
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The Large Glass Tokyo Version (1980), the sole replica of Duchamp’s
work in Asia and the first to be completed after the artist’s death, was
created at the University of Tokyo (Todai) in collaboration with a group
of students from Tama Art University. I will provide an overview of
the characteristics and history of the Tokyo Version, focusing on the
preparatory study for the replica and other materials held at the Art
Archives Center (AAC).

The Tokyo Version is on permanent display at the University of Tokyo’s
Komaba Museum. A key characteristic of the Tokyo Version is that it was
created in collaboration with student volunteers, including undergraduates,
graduate students, and research students. Todai took the lead in organizing
a research group that examined Marcel Duchamp’s notes and critical
essays written in French that are found in The Green Box (1934 (1911-
1920)). Graduate students and undergraduates from Tama Art University
(Tamabi) and undergraduates from Nihon University carried out research
on production aspects of the work, such as the materials and techniques
used in the work, and executed the actual production of the replica.

The replica itself was created in a studio at the Todai Komaba Campus,
but a group of preparatory studies were created at Tamabi. These are the

materials in the collection of the Art Archives Center (AAC).

Among these archival materials are the “preparatory study” that were
unpacked in a basement mechanical room and transported to the current
exhibition venue. More than forty years’ worth of deterioration and
contamination had made it difficult to move the studies, but many people
worked together for more than a year to restore and frame them, making
it possible to bring them above ground where they could be put on
display. It has been five years since we confirmed the existence of these
preparatory studies in 2021, and today we are convening this symposium
in collaboration with the National Center for Art Research. Although this
is a small exhibition, these studies can now be viewed by the public.

The main topics of this symposium are not only research on Duchamp,
but also research on replicas. Duchamp’s masterpiece, commonly known
as The Large Glass, is widely known around the world as an important
work that is representative of twentieth century art. However, there has
been little research on the replicas. Perhaps this research will now begin in
earnest. Above all else, when it comes to replicas, there is no pioneering
spirit who has been as important as Duchamp.

Last July, the Association Marcel Duchamp recognized the preparatory
study for the Large Glass Tokyo Version and related materials housed
at our university as archival materials. With this approval, the materials
can now be viewed, exhibited, and used for other purposes. Now, we can
begin the process of thinking about how we can bring out and share the

various historical elements contained within these materials.
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The Large Glass Tokyo Version (1980): Archives

In this digital age, we are constantly bombarded with vast amounts of
information, and we must grapple with how we relate to this information.
Furthermore, due to changing historical perspectives, conventional art
history has become relativized, and the question of how the art created up
to the twentieth century and the art from the twenty-first century onward
can be connected, and coexist, is a shared challenge for art museums.
Students may also be perplexed about the relationship between their
present-day selves and a past that is unfamiliar to them. I believe that our
role at AAC is to contemplate and test our connection to the past. Our aim
is to use the preparatory study and related materials for the Tokyo Version
in this way.

Because the support is glass, the preparatory studies are large, heavy,
and difficult to photograph. This makes them archival materials that
are ill-suited to digitization. However, these materials have a physical
presence as objects, and therefore they may spur us to learn about
the heritage of the past experientially, rather than merely as received
information. These archival materials truly became an experience for
those of us at AAC.

In 1977, Duchamp’s widow and the copyright holder, Alexina “Teeny”
Duchamp (1906—-1995), granted permission for the creation of the Tokyo
Version, and the requisite investigation, research, and preparatory study
began in earnest in the following year (1978). The aim was to recreate the
work in its state in 1923, when Duchamp suspended his work on it. This
decision was apparently made by Takiguchi Shuzo (1903-1979), who
supervised the replica’s creation. There was another supervisor for the
project: Tono Yoshiaki (1930-2005). Takiguchi and Tono were art critics
who had introduced Duchamp to Japan. They were personally acquainted
with Duchamp and kept up a correspondence with him. Takiguchi was old
at the time and in ill health, and he sadly passed away before the replica
was completed. Therefore, for all intents and purposes, Tono was the key
person behind the completion of the Tokyo Version.

Tono had authority as one of Japan’s leading art critics from the 1950s
to the 1980s, and he began teaching at Tama Art University in 1967.
He played an active role in introducing contemporary art from abroad,
focusing on contemporary American art, but he was also a passionate
student of Duchamp. Through his writings he played a role in making
the world of Duchamp known throughout Japan. It may be fair to say
that it was thanks to Takiguchi and Tono that so many Japanese artists
of the time were influenced by Duchamp. Tono wielded influence thanks
to his writings introducing foreign contemporary art and his research on
Duchamp.

With the donation of materials from Tono’s estate serving as the
catalyst, in 2022 AAC held a symposium focusing on Tono titled TONO

Renaissance. Tono frequently traveled overseas, and he maintained a close
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relationship with the Duchamps, and then with Duchamp’s widow. Not
only that, but he also built what could be called an international Duchamp
network, connecting with art professionals in other countries who were
studying Duchamp. Keeping in close contact with these people, Tono
collected information and arguably became the driving force behind the
creation of the replica. Even so, Tono was a freelance art critic. Without
Yokoyama Tadashi, who was an associate professor at the time and who
wrote letters as a member of the steering committee for the University of
Tokyo’s Komaba Museum, the replica might have remained just a dream.
Associate Professor Yokoyama was instrumental in organizing, financing,
and negotiating with foreign entities. While maintaining communications
with Duchamp’s widow, Alexina “Teeny” Duchamp, he was also involved

in setting up a studio at Todai and designing the frames.

A selection of Tono’s archival materials, including letters from Duchamp
to Tono, are on display as part of an archives exhibition' currently being
held at the Art Archives Center Gallery on the second floor of Art-Theque
building at our Hachioji campus. Visitors can also see archival materials
borrowed from Shiozaki Yutaka, who played a central role in creating the
replica.

In November 1978, Shiozaki visited Philadelphia to closely inspect
the original of The Large Glass, creating the detailed measurements and
observation notes that we still have today. His drawings show that he paid
particular attention to the outlines made by the lead wire, carefully considering
the details of how the wires would be cut and connected (Fig. 1). This

attention to detail is considered to be a characteristic of the 7okyo Version.
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Fig. 1 Part of a drawing by Shiozaki Yutaka, (Collection of Tama Art University Art
Archives Center [LGTV Preparatory Study Archive])

Anne d’Harnoncourt, the Duchamp curator at the Philadelphia Museum
of Art, also lent her cooperation. Tono met her at a Duchamp exhibition
being shown at the museum in 1973, and they remained in frequent
contact thereafter, often sharing information about the Tokyo Version.
When Tamabi’s Shiozaki and Todai’s Iwasa Tetsuo (1949-2017) visited
the Philadelphia Museum of Art, Tono asked her to give them special
consideration.

With d’Harnoncourt’s cooperation, Shiozaki was able to closely
examine and measure the original. Anzai Shigeo (1939-2020), who was
in the United States at the time, was commissioned by Tono to create a

photographic record of the project, and he was given special permission
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to capture the details of the original work with a macro lens when the
museum was closed to the public. I will say more about his later, but
d’Harnoncourt was also extremely helpful in lending items from her
museum’s collection for the Duchamp exhibition held in Japan in 1981.

Figure 2 is a photograph from the opening of that exhibition.
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Fig. 2 Tono, John Cage, and d’Harnoncourt at the Marcel Duchamp exhibition at the
Takanawa Museum of Art (Philadelphia Museum of Art archives)

Shiozaki was a student of Tono’s who had studied oil painting at Tama
Art University. He had taken Tono’s classes on Duchamp since he was an
undergraduate, and when he encountered the concept of creating a replica
while working on his master’s degree, he decided to devote himself to
the project. Shiozaki once said, “Making a replica doesn’t mean copying
something; copying is easy. This is research.” He was a fabricator who
paid attention to detail, but he also considered what those details meant
to Duchamp. The Tokyo Version is characterized by the idea that it was
not about making a copy; it was about getting to know the world of
Duchamp’s work by vicariously experiencing its creation.

The glass studies, part of the preparatory study, can currently be viewed
at Art-Theque. Preparatory study such as these are not confirmed to exist
in London or Stockholm. The glass studies were created from 1978 to
1979 mainly by Tamabi students in classrooms at the Kaminoge Campus
and they are unfinished. But this is precisely why they so vividly convey
the trail of their research. I think that these preparatory studies are also
characteristic of the Tokyo Version. The composition of the studies differs
slightly from the replica itself. The studies were created at Tamabi, but the
plans for the replica itself were prepared at Todai.

The frontispiece was photographed in the basement mechanical room
last January (Fig. 3). As in the exhibition that is currently on display, the
rear sides of the studies are facing us. In The Large Glass, the backs of
the colored areas are covered in lead foil. Therefore, we have done this so
that you can see for yourself the vestiges of the work that was done before

these areas was covered up.

The most difficult part of the actual work of creating The Large Glass
was apparently the “Oculist Witnesses” element. As explained earlier,
Duchamp himself used an extremely laborious method in which the
glass was silvered, and then this silver foil coating was scraped from the
areas where it wasn’t needed. In earlier replicas, this element was created

using silkscreen printing or some other method, but in the Tokyo Version,

115



Fig. 3 Preparatory Study for the replica of Marcel Duchamp’s The Bride Stripped
Bare by Her Bachelors, Even, known as the Large Glass Tokyo Version (1979)
Collection of Tama Art University Art Archives Center [LGTV Preparatory Study
Archive]

the exact same method as Duchamp’s was used. Shiozaki apparently
performed this work almost entirely by himself, and it was so difficult that
he wondered if this was why Duchamp suspended work on the piece.

In September 1979, Teeny visited the studio at Tamabi where The Large
Glass was being re-created (Fig. 4). At the time, an exhibition of the
works of Duchamp’s brother, Raymond Duchamp-Villon (1876-1918),

organized by Tono, was being shown at Galerie Tokoro in Tokyo. Teeny

had come to Tokyo in connection with copyright issues.

Fig. 4 (From left) Tono, Alexina “Teeny” Duchamp, Professor Yokoyama, and Shiozaki
chatting at Kaminoge Campus (Photo: Arifuku Kazuaki)

In 1977, while in Paris, Tono Yoshiaki had handed Teeny a letter written
by Associate Professor Yokoyama requesting permission to create a replica
of The Large Glass. Tono had traveled to France at the end of January
1977 for the opening of the Duchamp exhibition at the Centre Pompidou.
There, he visited Teeny to speak with her directly about the creation of
The Large Glass.

When Tono visited her again a few days later, Teeny granted permission
on the condition that they create a version of The Large Glass that was
unique to Tokyo. She presented him with a copy of The Green Box, saying
it was for their research. It appears that up to then, Takiguchi’s copy of
The Green Box was the only copy in Japan, so the fabricators had been
copying and sharing it. It has been said that when Teeny came to the
studio, she was delighted by the uniqueness of the Tokyo Version.

Teeny provided considerable support for the project, swaying collectors
in order to bring about the first real Duchamp exhibition planned in Japan.
Tono’s letter to Takiguchi reveals that even long before he handed the

letter to Teeny asking for permission to create a replica, Tono had been
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holding onto the idea of mounting a Duchamp exhibition in Japan. By
the time that he handed over the letter, he had already envisioned the
possibility of mounting such an exhibition a few years later. For Tono,
the creation of the Large Glass Tokyo Version and the preparations for a
Duchamp exhibition were concurrent projects. As [ will discuss later, this
may be something that he learned from Pontus Hultén (1924-2006).

The Tokyo Version, completed in 1980, was shown in the Duchamp
exhibition that opened the following year at the Takanawa Museum in
Karuizawa. The fabricators were apparently involved in transporting the
replica from Todai and installing it. Shiozaki and Iwasa, who were central
figures in the creation of the Tokyo Version, shared the responsibility of
writing the descriptions of the works and translating essays into Japanese
for the exhibition catalogue. This concludes my basic overview of the

creation of the Tokyo Version.

Next, I will talk about the history behind the reasons for its creation,
focusing on Tono Yoshiaki. For a long time, Tono held onto a poster
for a Dada Exhibition? that he had seen on his first visit to Europe. The
exhibition gave Tono an opportunity to view the assembled works of
Duchamp, but at the time, he was not focused on Duchamp and had not
yet gained an understanding of his work.

An art critic, after going to Europe and then the United States in 1958,
Tono Yoshiaki started out by introducing contemporary art from other
countries to audiences in Japan. He then made a series of trips to Paris,
Venice, and New York in 1960, 1962, 1965, 1967, and 1968, becoming
a member of the international contemporary art world and establishing
his position as a critic in Japan. For a Japanese person at the time, he was
quite privileged in the extent of his travels abroad. In the roughly ten
years leading up to Duchamp’s death, Tono went to Europe and the US six
times, spending a total of about thirty-four months abroad.

In Paris and New York, Tono visited artists’ studios, met with critics,
and shared meals with them. Getting to know their works and their
writings, and at the same time, who they were, he became a “go-getter art
critic.” Considering the trends in the art world at the time, it might be fair
to say that Tono’s focus on American contemporary art was inevitable.
The United States is the country where Duchamp achieved recognition the
fastest, and where he was the most highly regarded.

On his third visit to the US, Tono was finally able to meet Duchamp in
person. There is even a photograph of Tono fulfilling his dream of visiting
Duchamp’s home in New York. Tono had the opportunity to meet Marcel
and Teeny Duchamp at least three times during the artist’s lifetime. Tono
apparently once said to Duchamp that it would be great if there were a
replica of The Large Glass in Japan.

However, at the time there didn’t seem to be any real path to making
this happen. The letter from Duchamp to Tono that is in the exhibition
is from January 1964. It is believed to be his response to an approach
made by Tono on behalf of Yamamura Tokutaro about buying his work.
Apparently, the purchase did not go through, but Tono himself seems to
have acquired a work by Duchamp shortly after this letter. This was La
Boite-en-valise, which comprises miniature replicas of previous works by
Duchamp that he had made and placed in a carrying case.

It was Jean Tinguely (1925-1991) who accompanied Tono to
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Duchamp’s home and took this photograph. Tono encountered Tinguely’s
work in Paris on his first trip to Europe in 1958, and he was captivated
by it. Tono immediately visited Tinguely’s studio, and this was the start
of their lifelong friendship. Tono is certain to have heard about Duchamp
from Tinguely. Tinguely had long had a deep respect for Duchamp as
someone who has ahead of him in creating kinetic art. At the time, there
were scant opportunities to see Duchamp’s actual works anywhere in
Europe, including Paris, and few people were paying attention to him.
Tinguely was undoubtedly ahead of others in noticing Duchamp from an
early stage.

Most of Duchamp’s works were in the hands of private collectors, but in
the 1950s private collections were donated to American public collections
at institutions including the Philadelphia Museum of Art, so they started
to become accessible to the public. At the same time, there were numerous
opportunities to translate and publish Duchamp’s notes, particularly those
related to The Green Box, and Robert Lebel (1901-1986) published the
first monograph on Duchamp in French and English. Artist Richard
Hamilton (1922-2011), who was involved in the English translation of
The Green Box, was a pioneering presence in the study of Duchamp in
Europe. As was explained here earlier, he was the father of the London
Version. Appreciation for Duchamp, especially in the English-speaking
world, was building at exactly the same time that Tono was broadening
and deepening his knowledge of art outside of Japan.

Tono met Jasper Johns and Robert Rauschenberg (1925-2008) for the
first time in New York in 1959. He was deeply moved by their work and
quickly became friends with them. Johns, in particular, became Tono’s
lifelong friend. When Tono met them, Johns and Rauschenberg had just
seen Duchamp’s work at the Philadelphia Museum of Art. The two deeply
admired Duchamp. The English translation of The Green Box became one
of Johns’ favorite books, and he also wrote a review of it. Encouraged by
the two artists, Tono went straight to Philadelphia, where he was able to
see a group of Duchamp’s works, including The Large Glass (1915-1923).

When Johns was selected for a group exhibition at the Museum of
Modern Art in New York (16 Americans, 1959), he quoted Duchamp and
Leonardo da Vinci (1452-1519) in his artist statement for the catalogue.
John Cage, who had been an admirer of Duchamp for even longer, was
close to Johns and Rauschenberg.

Tono learned that the notable artists of that generation who wanted
to work on the international stage to a person respected Duchamp and
saw Duchamp as the fountainhead of their own work, and he sought to
understand this. So Tono also began to study Duchamp and started writing
about him for magazines in 1963. He kept on writing about Duchamp,
nurturing the interest in him among contemporary Japanese artists. One
might say that this laid the foundation for the creation of the replica of
The Large Glass. The Tokyo Version became a reality because of the many
people who had gained an understanding of Duchamp and donated to the
project. Tono published two monographs on Marcel Duchamp.

On the other hand, Tono’s encounters with Pontus Hultén, who was
then the director of the Moderna Museet in Stockholm, may have led Tono
to the Tokyo Version. Hultén interacted with Tono when he came to Japan
in 1962 and 1963. Hultén later became the first director of the Centre

Pompidou, where he organized a Duchamp retrospective as its opening
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exhibition. Soon after becoming director of the Moderna Museet, Hultén
organized a solo exhibition of the works of Sam Francis (1923-1994), and
Tono contributed an essay for the catalogue for this show.? Hultén had
been an admirer of Francis from the outset, while Tono found a kindred
spirit in Francis when they met in Japan in 1957, and they remained
lifelong friends. Hultén and Tono admired many of the same artists.

In a letter to Tono written in October 1960, Hultén thanks Tono for
his contribution to the Sam Francis catalogue, and he also describes the
Movement in Art exhibition that he is planning as an exhibition of kinetic
art. He emphasizes that Tinguely will be an important participant in the
exhibition, and he invites Tono to write an essay for the catalogue and
to suggest Japanese artists for inclusion in the exhibition. Hultén was of
course aware of the relationship between Tinguely and Tono.

At the Movement in Art exhibition in Stockholm, the first room featured
a group of Duchamp’s works, mainly replicas, which included a replica
of The Large Glass, while the second room featured a number of works
by Tinguely. It should be noted that these two artists were foundational
to the concept for this exhibition. Although there were still only a limited
number of people in Europe who were interested in Duchamp, Hultén
was aware of Duchamp because he had studied experimental films as a
student, and he had also looked at The Green Box. As for Tinguely, Hultén
had appreciated his work and interacted with him from the very start,
and it is possible that it was through Tinguely that Hultén discovered the
significance of Duchamp. If so, Hultén learned about Duchamp in the
same way as Tono.

This exhibition is among the most celebrated in the history of art, but
1 would like to focus on the replicas that were created and shown at this
exhibition. Besides the Duchamp works, there were also reproductions
of objects by Man Ray (1890-1976). Tono’s plan to concurrently create
the Tokyo Version and mount a Duchamp exhibition may have been
related to the example set by Hultén. The Movement in Art exhibition
was also shown at the Stedelijk Museum in Amsterdam, and it attracted
much attention in all locations. The catalogue cover featured a work by

Duchamp, but it seems that Tono’s contribution never materialized.

Duchamp died in France in 1968. Tono and Duchamp really only
interacted for the last seven years of the artist’s life, a short span of
time. Duchamp was seen as an artist who had retired, but during this
timeframe his reputation rapidly grew. By becoming an influential figure
to many contemporary artists, Duchamp was in the process of becoming
established as the father and fountainhead of modern art.

It is well-known that Duchamp’s image changed significantly when his
posthumous work was shown after his death. Tono subsequently put even
more effort into the study of Duchamp, using this as a guide for his own
understanding of contemporary art, and establishing himself as a critic.
Moreover, his participation in the international network of people who
were studying Duchamp made the Tokyo Version possible. This is Tono’s
personal history, but at the same time, it is something that may have been an
inevitability of the times, given the trajectory of contemporary art. I think
that it is fair to say that the third replica of The Large Glass represents the
culmination of research on Duchamp in Japan. We must not forget that the

students of Tamabi and Todai played a central role in this project.
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Even from this brief introduction, we can see that a variety of factors—
historical, human, and artistic—came into play in the planning and
creation of the Tokyo Version, the sole replica in Asia. Going forward, we
would like to experiment with joint research and workshops in order to

take advantage of these archival materials.

Tono often drew parallels between Duchamp and Leonardo da Vinci. To
mark the 500th anniversary of Leonardo’s death, in 2019 The National
Gallery in London undertook a major restoration of the Virgin of the Rocks
(1495-1508). Based on the results of detailed research, the old varnish
was removed, and the surface was touched up to reveal a vivid image.

If restoring a painting involves touching up the original canvas and thus
altering its present state, when you take another canvas and try to recreate
the original upon it, does this make it a replica? The original of The Large
Glass has deteriorated to the point where it is now extremely difficult to
restore, so perhaps our concept of what constitutes a replica will change in

the future.

Notes

1 The 6th Art Archives Center Collection Exhibition, the Large Glass Tokyo Version
Preparatory Study Archive, Art Archives Center Gallery (Tama Art University), March
1-15, 2025 (Session 1) and April 1-May 17 (Session 2).

2 Tono apparently visited the 1958 Dada Exhibition at the Kunsthalle Diisseldorf with
Nam June Paik (1932-2006).

3 Robert Lebel, Sur Marcel Duchamp, Editions Trianon, 1959. English translation by
George Heard Hamilton, Grove Press, 1959.

4 After being shown at the Kunsthalle in Bern, the Sam Francis exhibition traveled to
the Moderna Museet in Stockholm. Tono’s name is misspelled in the catalogue.
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Pascal Goblot Artist, Producer, Videographer

First of all, I"d like to thank Tama Art University and the National Center
for Art Research for this invitation. I’'m a bit intimidated to be speaking
here, in front of a learned audience and in a language that is not my own.
My English is not very good... please excuse my accent and my mistakes.

It seems that I am the last person to have made a copy of Marcel
Duchamp’s The Large Glass. Let me first tell you about the somewhat
unusual context in which I made it, and the history of this project. It is not
an institutional or museum story. It is a journey. A personal, emotional,
artistic and technical journey.

To introduce myself very quickly, I’'m a documentary film director,
videographer, artist, performer, and in parallel with my personal creative
work, I’ve been exploring for a while the universe of The Bride Stripped
Bare by Her Bachelors, Even with a series of works: documentary, short
film, video installation, performance, book. This whole approach forms an
ensemble that I called “The Legend of The Large Glass.”

Each time, I try to approach Duchamp’s work, and that of his viewers,
from a different angle, without ever claiming to fully understand
Duchamp’s work. This research began twenty years ago. It’s like a journey
through The Large Glass. 1 think I’m nearing the end now. Well... I hope
SO...

From the beginning, I’ve never done anything without the authorization
of the Association Marcel Duchamp. I began by meeting Jacqueline
Matisse Monnier, who has always accompanied and supported me in my
exploration of Duchamp’s work. I have immense respect and admiration
for her. I continue to work with her son, Antoine Monnier, in a relationship

of mutual trust and respect. It’s an indispensable accompaniment.

I began my work on The Large Glass in 2005, by going to see Duchamp’s
works wherever they were, in the United States, Europe, and here in Japan,
to see the Tokyo Version, on the occasion of a major exhibition in Osaka
and Yokohama, which was called “Mirrorical returns.” 1 also interviewed
and filmed people who had known and worked with Duchamp, and who
were still alive or accessible at the time. I spoke at length, on several
occasions, with Richard Hamilton, and also with Ulf Linde, in Stockholm,
whom I had met with Francis M. Nauman. Unfortunately, I was unable to

meet Takiguchi Shuzo or Tono Yoshiaki.

In the course of these encounters and scouting, I discovered that there
were very specific manufacturing processes involved in The Large Glass:
working with lead, chance, dust, glass and so on. I wanted to explore
these processes, and thus follow in the footsteps of those who had made a
replica of The Large Glass.

I mentioned this to Jackie, who told me that there were 4 replicas in the
world (not forgetting Ulf Linde’s second replica, the Traveling Version),
and that there was really no need for “one more replica.”

But I wasn’t interested in making yet another replica. I was interested
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About the 70 Be Broken ephemeral copy of Le Grand Verre (The Large Glass)

in exploring the processes involved in

TO BE BROKEN.

making The Large Glass. So 1 designed
a performance art piece consisting of
3 stages: making, showing and finally
destroying a copy of The Large Glass. 1
wanted it to be as accurate as possible. [
then added the step of “letting the copy
rest.” 1’11 tell you more about this step
later. I called this performance “7o Be

Broken.”

... une coyie éphémre de
éme e MAICEL DUCHAMP.

Fig. 1 To Be Broken Poster

In addition to technical exploration, there were two other things that
interested me in this project: the gaze and detachment.

The gaze. | wanted viewers to know that while the copy was on display,
which was necessarily a limited time, it would be destroyed immediately
afterwards, and I wanted to see how they would feel about this ephemeral
object. I wondered about what kind of gaze on the object it could be.
There’s a whole series of interviews with Duchamp on the life and death
of works of art, in which he says that work of art die after 10 or 20 years. I
wanted to test this by offering to the viewers a work of art destined to die.

And then detachment. Much is made of Duchamp’s detachment, his
apparent indifference. Apparently, he showed no emotion whatsoever
when he learned of the breakage of his Large Glass. | wanted to test my
own capacity for detachment by destroying the object that would take so
much effort to make. A bit like a “Mandala,” made up of millions of grains
of colored sand, which you make disappear by blowing on it.

I’d like to make it clear that there was nothing iconoclastic about this
performance. I immediately conceived of destruction as a fall, and I didn’t
want to make any aggressive gesture against the copy. The copy was made

to be destroyed. That was also the commitment I made to Jackie Matisse.

I should also point out that this is not an official “replica.” It’s an
“ephemeral copy” made for the 7o Be Broken performance. Unlike the 4
replicas, which are an official part of Duchamp’s work, this copy is not
one of Duchamp’s works. I would never have imagined destroying a work
by Duchamp. So what I’ve done is not the Paris Version of The Large
Glass, but a To Be Broken Version. This performance, To Be Broken,
began in earnest in 2013 and ended last year in March 2024. It lasted over
10 years.

As documentation, I had Duchamp’s notes, interviews with Richard
Hamilton and UIf Linde, and all the footage I had filmed of The Large
Glasses: the replicas in Tokyo, London and Stockholm, as well as the
Travelling Version, on which I made a short documentary film, and the
original Large Glass in Philadelphia, which is the only true “Large Glass,”

with its beautiful breakages.
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I had some fun comparing the three “live” versions, and relating them to
the video installation “Through the Large Glasses.” Of course, I’'m not
going to say which version I prefer. What is certain is that the original
Philadelphia Large Glass can no longer serve as a good model, because
it’s so damaged. Even if you want to make the most exact replica possible,
there’s always an element of interpretation. There are times when you have
to make choices. It’s true that now I’m able to identify and understand the
choices that were made on each replica.

The main differences between all the replicas and copies are the colors.
In The Large Glass in Philadelphia, the pigments have been transformed
by corrosion with the lead sheets behind the glass, which serve to opacify
the shapes. Two areas, in particular, are interesting to compare: the “Sieves”
and the “Malic Molds.” For the “Sieves,” depending on the varnish used
and the quality of the dust, different results are obtained, with yellowing
appearing more or less over time. For the “Malic Molds,” normally,
according to Duchamp’s notes, the color is only “minium.” It’s not really
paint, but lead-based rustproofing, which is bright orange. But as this
minium oxidizes with the lead sheets, red-brown pigment was added to
make it more stable over time, in the London Version and, 1 believe, also
in the Stockholm Version. 1 didn’t know exactly how the Tokyo Version

was made, but you can see how different they are in the other replicas.

Another interesting part is the “Bride” and “Milky Way” at the top. The
“Bride” is supposed to be in black and white, like a black-and-white
photograph, as Duchamp had imagined a process of direct photography on
glass for this part, and the “Milky Way,” flesh-colored, so a little pink. But
I realized that even in the replicas, corrosion had set in and the original
colors were probably no longer visible.

For the somewhat subtle “Horizon,” or “Bride’s Garment,” made up
of 3 parallel sheets of glass, all replicas have opted for the same solution:
gluing the sheets of glass in a single piece to prevent each sheet from
bending under its own weight.

Finally, each replica has a different frame. The Tokyo and London
Versions have metal frames. The Stockholm Version and the Travelling
Version, both by UIf Linde, have wooden frames. Linde used the same
frame as the one that held The Large Glass at the Brooklyn exhibition in

1926, where it was exhibited before it was broken during transportation.

The question of the frame is interesting from a technical point of view,

because in The Large Glass, there are two separate panels of glass. The
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Fig. 2 Production view (Photo: Pascal Goblot (left) and Olivier Lavielle (right))

bottom panel rests vertically, so all the weight rests on the entire edge.
This poses no technical problem. On the contrary, the top panel is held
by compression inside the frame. It sort of floats. Its weight is distributed
over just two points, at each end of the bottom panel. Quite a bold design.
The thickness of the glass itself is different from one replica to another.
For the To Be Broken Version, 1 wanted to experiment with processes,
without seeking to produce a resemblance or aesthetic effect. So I tried
to get as close as possible to Duchamp’s notes. Richard Hamilton told
me: “Everything is in The Green Box. You have the instruction book, just

follow that.”

Il explain how I went about it and some of the choices I made.

First of all, I followed Takiguchi Shuzo’s and Tono Yoshiaki’s example
by setting up a workshop at the Ecole des Beaux-Arts de Paris with
six wonderful students. Let me mention their names: Alexander Sebag,
Camille Le Chatelier, Caroline Corbasson, Florian Viel, Nathanaélle
Herbelin, Ugo Schilgde. They are very talented artists who are enjoying
very successful careers today. It was an extraordinary crew. I was also
supported by the entire team of teachers at the Beaux-Arts de Paris. The
work lasted about three months, during which the students took turns at

my side.

I started by tracing the design of The Large Glass, determining the
continuity of each lead wire, and then we put the glass on the design and
glued the lead wires to the glass, standing well above it so as not to have
any offset due to the thickness of the glass. Most of the lead is Imm in
diameter. Lead is an easy material to handle, but it can be very deformed.
So we rolled the lead wires between two plates of wood to keep them
straight, for example in the parts of the “Slide” or the spokes of the
“Grinder.”

Once the drawing was done, with the lead wires, we coated the colors. I
had the color recipes I’d found in the notes, Green Box and White box, but
also in the notes that were found after Duchamp’s death, and which were
published by Paul Matisse and Pontus Hulten in the 1980s under the title
NOTES. In these new notes, we find some new color recipes for certain
parts of The Large Glass, such as the “Scissors.” It’s documentation that
my predecessors didn’t have to make replicas of London, Stockholm and
Tokyo. These are really important notes, because you can also see how
Duchamp composed The Green Box.

I wasn’t trying to achieve colors that resembled the original or the
replicas. I didn’t involve my taste. I was
simply applying Duchamp’s recipes, which
indicate, for example, 1/4 of sienna, 1/4
of white 1/2 of olive green. I found all the
pigments, sometimes the same brands as
those cited by Duchamp. When I found
several different recipes, I noticed that the
differences were quite small, but I opted
for the one that seemed most recent in the
possible chronology of the notes.

Richard Hamilton had warned me of
something surprising: the color of the “Milky

Way” is really a “flesh” color, also pink,
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Hamilton even said “as in a Renoir.” This vivid, pink color is only for
those who have seen it on the worked side of the Glass. On the other side,
the tint becomes a little greenish, due to the glass.

I didn’t add any red pigment to the “Malic molds.” Relying on the note
in The Green Box, which states that these forms “are passed through the
minium until they each receive their own color, like croquet mallets®, 1
instead let oxidation take place between the bright orange minium and the
lead sheet covering it. The result was surprising! Unlike the other colors,
which changed slowly over time on the original Large Glass, the oxidation
of the minium took place very quickly, giving the “Malic molds” a very

“worn” appearance in just a few weeks.

The main freedom I took was with the “Capillary Tubes.” In the original
Large Glass, several 1/10e mm wires are superimposed, with fewer and
fewer wires, to create a perspective. Unfortunately, I couldn’t find any
1/10e mm wire. So I used 1/6e mm wire. This is the only “deviation” in
the To Be Broken Version.

For the “Oculist Witnesses” and the “Sieves,” I allowed myself the same
processes Richard Hamilton had used. They were a little different from
Duchamp’s, but still countersigned by him. For the “Oculist Witnesses,” |
used a silk-screened technic with a mirror effect, instead of using a razor
blade to scrape around the ellipses, and for the Sieves, I powdered the dust
by directing it so as to apply more or less depending on the area, instead
of letting the glass rest for several months.

Finally, we covered the painted parts with Imm-thick lead sheets, which
I purchased from the last European manufacturer, who usually reserves
them for medical imaging devices or space experiments. These sheets are

glued to the glass by the oil paint.

I had the holes for the “9 Tirés” and the glass piece for the “Bride’s
Garment” made by craftsmen specializing in glass work, according to the
plans I provided. Finally, one thing we did a lot of was scratch the glass.
Lead wires are held in place by varnish. And between each operation,
we had to constantly remove the excess of varnish so that the lead wires
looked like drawing lines.

This is the result we’ve achieved.

From all these manufacturing stages, each person who has been involved
in any way will draw his or her own experience. Everyone can have their
own interpretation. I can only say that the physical, concrete work on the

Large Glass has breathed a breath of life into it that I didn’t expect.

Fig. 3 Detail of “Malic molds” (Photo: Pascal Goblot)
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The Bride Stripped Bare by Her Bachelors, Even now embodies an
unsuspected materiality for me. The Large Glass has a “cold” side, made
of glass and metal, for the viewer’s gaze. But on the reverse, on the
worked side, its “hot” side is revealed, with a whole series of surprisingly
seductive formal effects, which were revealed one after another throughout
the process: reflections of lead in the glass, harmonization of pigments,
lighting effects, and so on.

For me, The Large Glass is no longer an abstraction to be decoded
by purely speculative and abstract means. Perhaps we had forgotten that
Leonardo da Vinci’s “cosa mentale”, so claimed by Duchamp, in no way
eliminates the aesthetic power generated by a work of art.

Once the copy was complete, I left the glass panels to rest for several
years. Ten years, actually. The purpose of this “rest” was first to see how
the materials interacted with each other over time, how the colors evolved
in contact with lead as they had on the original Large Glass, how the
varnish on the dust transformed.

I could see that the varnish on the “Screens” had turned yellow. I also
noticed that, strangely, the “Milky Way” had lost some of its color, while
the “Pendu Femelle” - the “Bride” - which was originally black and white,
had instead taken on a pinkish hue, as if the two parts had swapped colors.
I still don’t understand what happened.

Then, with these ten years of rest, | wanted to assess the changes in
“aura” and “presence” that time had brought about on the object.

When I reopened the cash registers after ten years, it was a shock.

I wondered what I was seeing. Was it a “copy”? A “replica,” which in
French is the same word as “aftershock,” like in the almost seismic sense
of the word? A “reconstruction,” as in a crime scene? Was it the result
of a mad gesture? Is it simply a stage in a performance? What was really
behind the title “To Be Broken”?

Not intended to be permanent, this provisional Bride Stripped Bare by
Her Bachelors, Even had been made without any concern for conservation.
This gave it a moving fragility and, with the knowledge of its imminent
destruction, a power I’d never imagined.

I insisted on publishing a short text and collection of images just
before the destruction, to take note of the moment just before the end.
The booklet is also included in a boxed set published with films about
the London and Stockholm replicas. There’s also a card and a poster. I’ve

brought along a few copies.

Here we are, now. The ephemeral “7To Be Broken” copy of The Large
Glass was destroyed on March 24, 2024, in Metz, France, during an event
attended by around a hundred people. It was a ceremony, almost a ritual.
There was a very special intensity and attention. Cell phones had been
banned. Everyone was very focused. For me, and I think for the people
who were there, it was a very emotional moment.

I won’t show you the destruction, just the fall. Nothing remains of the
“To Be Broken” copy of The Large Glass, not a single piece of glass, all

turned to dust. All that remains of this gesture are a few images and a

story.
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—The Holder’s Perspective

First, I would like to talk about the University of Tokyo’s Komaba
Museum. This is the museum where I am employed, and it holds a replica
of The Large Glass. The museum is affiliated with the University of Tokyo
Graduate School of Arts and Sciences, and it is located on the Komaba I
Campus in Tokyo’s Meguro Ward.

The building was originally constructed in 1935 as the library for the
Dai-Ichi Koto Gakko (First Higher School). In that same year, the Tokyo
Imperial University’s Faculty of Agriculture exchanged property with the
school, and the building has been in continual use since it was originally
constructed as the new school library. The building has been renovated
a number of times, and these renovations have changed its function. In
2003, the Art Museum (1951) and the Natural Science Museum (1953)
were combined in this building to become the Komaba Museum.

To introduce the public to the broad range of research carried out at this
major university, three or four times a year the museum holds collection
exhibitions or special exhibitions on the history of the University of Tokyo
or highlighting the research and teaching carried out at the university. The

Large Glass is on permanent display in the space that was originally used

as the library reading room when the building was completed in 1935 (Fig.
1).

Fig. 1 Dai-Ichi Koto Gakko school library (Komaba Museum, The University of Tokyo)

The largest group of materials in the museum’s collection came from the
former Dai-Ichi Koto Gakko (e.g., records about the school’s personnel,
academic affairs, teaching materials, dormitories, and club activities).
These are our most important materials, and almost every week we
receive requests to exhibit, view, approve the posting of images, or accept
donations of such items. The museum also holds other materials in a
wide range of areas, such as archaeology, ethnology, folklore, antiques,

modern Nihonga and Western-style painting, contemporary art, minerals,
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fossils, skeletons, insect specimens, experimental equipment, measuring
equipment, and exhibition catalogues. This is because its predecessor
organizations, the Art Museum and the Natural Science Museum,
were founded in the 1950s with collecting physical objects that would
contribute to a liberal arts education as one of their stated objectives.
Given this history, the museum’s objective is to collect, store, exhibit,
research, and study materials related to the history of the University of
Tokyo and to the research and teaching conducted at the university.

As the museum is attached to the Graduate School of Arts and Sciences,
the original purpose was to showcase the academic activities of the
College of Arts and Sciences, but more recently we have been asked to
expand the scope to academic activities taking place across the entire
university. From my perspective, it is as if I have been challenged to
showcase as much as possible of the research that is taking place at the
university. I will briefly give some examples of the sort of approaches we

take.

Kanze School Archive: The World of Texts Written by Zeami and Noh Texts
was an exhibition held in 2009. Researchers studying Noh theater were
working to digitize materials at Kanze Bunko, a repository of historical
materials about the Kanze family, and this event was held to mark the
online publication of these materials. During the exhibition, a text from
the Muromachi period written by Zeami that is designated as an Important
Cultural Property was on display, albeit for just two weeks. Related
events, including a Takigi Noh performance (nighttime Noh performance
by firelight) on campus, received a tremendous response from people
inside and outside the university. When the Important Cultural Property
was not on display, a full-size replica of Zeami’s text printed on washi
(traditional Japanese paper) from digital images using a large-format
printer was displayed in its place in front of The Large Glass replica.

Other exhibitions include an exhibition of equipment for physics and
chemistry experiments from the Dai-Ichi Koto Gakko, archaeological
materials from the Andean civilization, and Meiji period Japanese art from
the Dai-Ichi Koto Gakko. The museum collects as many as two hundred
exhibition catologues every year, and we put together an exhibition of
these catologues about every two years. The exhibition room was formerly
the library reading room, and in keeping with this, visitors are allowed to
handle and peruse the catalogues.

In 2008, the museum mounted an exhibition titled The World of
Evolution: From Darwin to Cutting-Edge Research. This exhibition
displayed a stuffed specimen of the now extinct Japanese wolf from
the Faculty of Agriculture; stuffed specimens of an Asiatic black
bear, a Japanese raccoon dog, and a Japanese marten collected at the

university’s Chichibu Experimental Forest in Saitama Prefecture; and
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formalin-preserved and plastinated specimens of coelacanths on loan from
the Tokyo Institute of Technology (now the Institute of Science Tokyo).
Specimens of young fish and eggs were displayed together with the adult
coelacanths, creating quite a buzz.

These exhibitions at the museum showcase the array of research at the
university, and no matter what is being displayed, the items are necessarily
shown alongside The Large Glass, which is on permanent display.
Depending on the nature of the exhibition, this can result in some rather
surreal scenes. I distinctly remember that the late Emeritus Professor
Iwasa Tetsuo, one of the principal creators of The Large Glass replica and
a former director of the museum, frequently visited the museum during
the World of Evolution exhibition and looked upon this spectacle with
great amusement.

But please be assured that we mount proper exhibitions of contemporary
art. For example, in 2021 we put on an exhibition titled Usami Keiji: A
Painter Resurrected. The exhibition was prompted by a 2017 incident
in which Kizuna (1977), an oversize painting by Usami that had been on
display in the dining hall of the university’s Hongo Campus, was taken
down and discarded (Fig. 2). Organizing the exhibition was complicated
by the COVID-19 pandemic and the opening was delayed by a year. But
thanks to the generous cooperation of the Sezon Museum of Modern Art
and the Meguro Museum of Art, which owned the artworks, and—even
more importantly—Usami’s surviving family members, we were able
to finally put on the exhibition. Professor Kajiya Kenji of the University
of Tokyo played a major role in this project, shouldering much of the
responsibility.

A full-size digital reproduction—an image of a digital replica—of the
lost Kizuna was projected high on a large wall in the exhibition room,
while Ghost Plan No. 1 (1969), a large painting from the Sezon Museum
of Modern Art was displayed on the wall facing The Large Glass, and
Ghost Plan in Process I-1V: Profile IV (1972), a three-dimensional work
from the Meguro Museum of Art, was arranged in the space between
them. This exhibition had an especially strong association with The Large
Glass. Usami himself had written about Duchamp, and the exhibition took

up the theme of “reproduction.”

Fig. 2 Usami Keiji: A Painter Resurrected, exhibition view (Komaba Museum, The
University of Tokyo, photo by Ueno Norihiro)
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Besides the replica of The Large Glass that is on permanent display in the
exhibition room, the museum also possesses a variety of other materials
related to The Large Glass.

First, there are photographs, which include 35mm positives, Kodak
Brownie positives and negatives, and 4x5 positives and negatives,
and other prints. There are also letters and documents concerning the
production of the replica, fund raising efforts, and donations. The
drawings include tracings and blueprints.

These materials related to The Large Glass were organized through
the efforts of Takigami Hana, a former student of Professor Iwasa who
is currently a curator at Tokyo Opera City Art Gallery. The effort was
prompted by Things Visible Through the Glass, an exhibition held in 2010
to mark the thirtieth anniversary of the work’s creation. Additionally,
work is underway to catalog and process the photographs donated by
Professor Iwasa and Professor Arifuku Kazuaki. We intend to publish
comprehensive lists of these items on the museum’s website.

For example, this photograph was displayed in the Things Visible
Through the Glass exhibition, and there are still many other photographs
that show the process of creating the replica (Fig. 3). There are also
drawings on tracing paper, documents related to the production of the

replica, and documents soliciting donations to cover the cost of the project.

Fig. 3 Part of the photographic record documenting the process of creating the replica
(Komaba Museum, The University of Tokyo)

The museum manages these materials in a variety of ways. Drawings
are stored in cases made of acid-free cardboard that are sized to fit the
drawings. Documents and photographs are kept in stackable plastic cases.
Photographs are kept in film folders, and documents are kept in folders
and envelopes. We are also digitizing some of the photographs. The

question now is how to make these digitized materials publicly available.

Going forward, these materials will be used first and foremost as research
materials. We will make them available for research on Marcel Duchamp,
contemporary art, and art history. They will also be used as educational
materials. The university has research labs on culture and representation,
comparative art theory, and art history. We make these items available to
academic staff, graduate students, and undergraduate students as materials
for studying Marcel Duchamp and modern art history.

Finally, they are also important as the University of Tokyo historical
materials. We highly value these items as materials that tell the story of the
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Graduate School of Arts and Sciences. Forty-five years have elapsed since
the replica was completed in 1980. Except for a few occasions when it has
been loaned to other museums, the replica is always on display in Komaba
Museum’s exhibition room. Soon it will be half a century since the replica
was created. As an object that has remained in a specific location for such
a long time, it is not an exaggeration to say that it is not just an artwork;
it is a historical artifact akin to a stone monument. Likening it to a “stone

monument,” one might call it a “glass monument.”

Like it or not, The Large Glass will always remain in the exhibition
room. Every time we hold an exhibition, we face the question of whether
to clash with The Large Glass or embrace it. It is our duty to make the
archival materials related to the replica available to the public. As with
other materials, we make the materials in our collection available as much
as possible. When it comes to photographs and letters, there are thorny
issues surrounding copyright, likeness rights, and handling of personal
information. I find it frustrating that in some cases we have to impose
restrictions.

Finally, we would like to further develop our partnerships with other
institutions. Tama Art University, in particular, was a collaborator in
the creation of the replica, so cooperating with Tamabi people will
allow analysis of archival materials held by both institutions to proceed
efficiently. I am glad that this symposium has given me the opportunity
to become acquainted with people from other museums that have replicas
of The Large Glass. 1 look forward to continuing this interaction in the

future.
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I would like to discuss some episodes that happened during and after the
production of the Tokyo version of The Large Glass.

The Tokyo version was supervised by Takiguchi Shuzo and Tono
Yoshiaki. The production staff was led by Yokoyama Tadashi, Shiozaki
Yutaka, and Iwasa Tetsuo, with Kimura Ken and myself as assistants.
In 1978, the basic production policy of creating a replica of The Large
Glass as it had been before it shattered was decided on, and Shiozaki
and Iwasa conducted on-site research in Philadelphia. Creating a replica
of The Large Glass before it shattered meant nothing less than re-living
Duchamp’s thoughts and processes. However, there was a problem in that
the design of the “Bride’s Domain” section differed before and after it
shattered. At that time, the only photograph available of the work before it
shattered was a blurry one from The Green Box, but by chance, an original
photograph was found during preparations for a Man Ray exhibition at
the Zeit-Foto Salon in Tokyo, and it was used for verification along with

research materials and photographs acquired from Philadelphia.

Another issue was whether the same materials as those used by Duchamp
when he created the work could be found in Japan. The composition
and manufacturing method of the glass support were different. This was
resolved through the cooperation of Asahi Glass, who provided us with
glass that had been slightly adjusted. Production of the replica began in
April 1979. Iwasa was drafting the technical drawings at the University
of Tokyo, while Shiozaki, Kimura, and Arifuku began preparing materials
and trial production at Tama Art University (Tamabi). As the special glass
was to be delivered in August, we first purchased glass from an ordinary
glass supplier near the university to begin making preparatory studies of

the “Chocolate Grinder” and “Bachelor” sections. For the outlines, we

Fig. 1

Tama Art University Kaminoge Campus
Atelier, Summer 1979 (Photo: Arifuku
Kazuaki)
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Arifuku Kazuaki Professor, Ariake College of Education and the Arts

The Large Glass Tokyo Version 1979-1980

needed pure lead wire with a diameter less than 1 mm, but we discovered
that such wire was no longer being produced. We searched throughout
Tokyo and were able to procure 0.6mm and 0.3mm fuse wire that was
close to the original. This sort of situation meant that the selection and
purchase of materials also took a long time.

Having acquired materials, we began to make preparatory studies
on glass. Through a repeated process of trial and error starting with
straightening the fuse wire, we glued, mixed paint, explored coloring
methods, and so on. To straighten the fuse wire, dozens of pieces were
prepared by rolling them between two acrylic plates to remove any
curling. To create curves, an acrylic mold was made by hand and the
straightened fuse wire was trained through it to shape it. After that, in a
painstaking process, varnish was applied to the fuse wire with a dropper to
glue it in place, with any excess varnish being wiped off after it had dried.
Then, using Shiozaki’s notes and color chart, paint was mixed and the
painting began.

In August 1979, the glass was delivered and the making of preparatory
studies of the “Bachelor Apparatus” and the “Bride’s Domain” began.
The challenges in production were wide-ranging, including how to handle
paints and media not commonly used in twentieth-century painting, such
as the red lead used in the “Bachelor Apparatus” and the bitumen used
in the “Sieves,” as well as the shape and coloring method of the “Milky
Way” in the “Bride’s Domain.” There was no manual for this type of
work, so we proceeded through discussions and examining notes from
The Green Box and research data. The preparatory studies at Tama Art

University were the result of the accumulation of a series of meticulous

experiments (Fig. 1).

125



In November, production moved from Tama Art University to the
University of Tokyo. However, there were still tasks that had not been
addressed at the preparatory study stage. One of them was the “Nine
Shots.” Drilling holes in the glass was necessary for this. Thick rubber
sheets were placed under the glass and the holes were carefully drilled
at a low speed while oil was applied to prevent cracking due to frictional
heat. Another task was the silver plating of the “Oculist Witnesses.” In
this process, two solutions, one containing silver nitrate and the other
a reducing solution, were applied to the cleaned glass surface with a
spray gun to create a silver surface, which was then rinsed and allowed
to set. This dangerous work, which could potentially have resulted in an
explosion, was carried out in a restroom at the University of Tokyo late at
night. Although five sets of glass panels, top and bottom, were processed
with both drilling and silver plating, only two sets were actually usable
for the replica because of cracks caused by drilling and uneven silver
plating. This specialized glass processing was made possible through the
cooperation of Ono Kohei of Asahi Glass who possessed the necessary

expertise and skills.

After completing the preliminary work on the glass, actual production
began in December. Based on Iwasa’s drawings, the work progressed
smoothly with careful attention and painstaking work done by hand,
including straightening the fuse wire, outlining, gluing, wiping off the
excess varnish, and painting. The preparatory studies produced at Tama
Art University proved to have been a success. However, painting on glass,
unlike typical oil painting, is a one-time technique that does not allow for
overpainting. Great care must be taken with the paint color and gradations.
At Tama Art University, the glass was painted while placed flat on a table,
meaning that the color could not be checked without removing the glass
from the table and standing it upright. Based on this experience, a wooden
frame that could hold the glass upright was prepared in advance at the
University of Tokyo, allowing the result to be checked while working on

it by placing a mirror in front (Fig. 2).

Fig. 2 Atelier, Komaba Campus, The University of Tokyo, 1980 (Photo: Iwasa Tetsuo)
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After the paint dried, lead foil was applied and silver plating was
scraped away from the “Oculist Witnesses” according to the drawings.
Removing the plating was even more difficult than applying it. An exact
acrylic template was created from the drawings, and the design was traced
with a thin needle. Then, gaps of just a few millimeters were scraped away
from the design. After this, the work was protected with varnish. During
this process, the staff wore masks, gloves, and magnifying loupes to
prevent the oxidation of the silver plating. The atmosphere was very tense
during this process, so tense that the other staff members froze, unable to
move. Eventually, in May 1980, the work was moved to the Art Museum,
where it was assembled into the frame designed by Yokoyama, and The

Large Glass Tokyo version was completed.

An exhibition commemorating the completion of the replica was held
from July 1, 1980, and in the summer of 1981, the production staff, called
the Large Glass Group, assisted when it was displayed in the Marcel
Duchamp exhibition at the Takanawa Museum of Art (Karuizawa) and
the Seibu Museum of Art (Ikebukuro). Since then, there have been loan
requests from various countries, but actual loans of the replica have been
limited to domestic institutions. It was loaned to the University Museum,
the University of Tokyo in 2001, to the National Museum of Art, Osaka
and the Yokohama Museum of Art in 2004, and to the Tokyo National
Museum in 2018. Since 2001, the dismantling and reassembly of the
work have been handled by three people: production staff members Iwasa
and Arifuku, and Hirai Tatsuro, a materials science researcher at Tama
Art University who had been a collaborator since the beginning of the
production process. During dismantling and reassembly, the condition
of the work was checked, cleaning was carried out, and issues such as
deterioration of the frame’s cushioning and mounting hardware were
addressed. We created a flow chart for dismantling and reassembly, and
video recordings were kept to ensure a smooth handover to successors.
However, as both Iwasa and Hirai have now passed away, the procedures
for loaning out the work in the future need to be reconfirmed. For the 2018

exhibition, Doctor Orimo joined me to handle the process.

When the project to produce a replica began, I was a third-year
undergraduate student studying painting techniques and materials,
and found myself joining the project by chance. Commuting between
Hachioji, Kaminoge, and Komaba was a tight schedule that would be
unthinkable today, but it didn’t feel like a hardship to me at all. I treasure
the opportunity I had to meet the members of the Duchamp Study Group
and many other collaborators, as well as Teeny Duchamp, Paul Matisse,
Michel Butor, and Pontes Hultén, and to receive a handwritten message
of appreciation from Teeny, Anne d’Harnoncourt, and John Cage at the

Duchamp exhibition in 1981.

2024.04-2025.03



Discussion

Replicas and more: Marcel Duchamp The Large Glass

— Stockholm, London, Tokyo, and Paris

Panelists: Anna Tellgren, Natalia Sidlina, Mitsuda Yuri, Pascal Goblot, Orimo Katsuya, Arifuku Kazuaki

Moderator: Okabe Miki (National Center for Art Research, International Relations Group Leader)

Okabe: We’ve heard some fascinating talks today, and in a moment I’1l
be asking some questions about what we’ve heard. But before I get to
that, I’d like to briefly explain how the National Center for Art Research
came to be involved in this project. NCAR was established in March
2023. Shortly thereafter, in about May or June, I heard from Mitsuda
Yuri, who serves as director of the Tama Art University Art Archives
Center (AAC), that Tama Art University (Tamabi) had some preparatory
studies from when the replica of The Large Glass was created but that
they were in poor condition. Professor Mitsuda wanted to restore and
archive them so that they could be used by students in their studies and
research, and she asked if we could collaborate in this. It was difficult
for NCAR to collaborate in this restoration within the framework of our
operations, but we explored whether there was something that we could
do. Tono Yoshiaki and Takiguchi Shuzo were both renowned art critics
at the time of the creation of the Large Glass Tokyo Version, and their
network of international connections was indispensable. Therefore, we
proposed this joint research project as an opportunity to examine how
Japanese contemporary art of the 1970s was connected to the global
art scene. In the first year of the project (2023 budget year), along with
working to have the Association Marcel Duchamp recognize the studies as
archival materials, we conducted research at the Philadelphia Museum of
Art on the original The Large Glass as well as their archives. We invited
Matthew Affron, a curator at the Philadelphia Museum of Art, and Shiraha
Akemi, who participated on behalf of the Association Marcel Duchamp,
to hold workshops at the University of Tokyo’s Komaba Museum and
at Tamabi. At the time, Dr. Affron raised the question of why multiple
copies of Marcel Duchamp’s work were in existence. This was a very
appropriate question, and it became the starting point for this project. This
year (FY2024), we invited people from the museums that actually possess
replicas to come and talk in depth about how these replicas were created
and the background behind their creation. Next year we intend to compile
the results of our research and share it with you in the form of a report.

I’d like to begin with a simple question. I think that this is the first
time that the museums that have replicas have had the chance to come
together to hear each other’s stories about what led up to the creation
of the replicas. Can you tell us what impressed you after hearing the
stories behind the creation of the replicas at other museums as well as Mr.

Goblot’s creation of an ephemeral copy?

Tellgren: What struck me is how many similarities there are in the

histories behind the different replicas of The Large Glass. In each case,
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you can see the presence of people who have been deeply engaged with
Marcel Duchamp’s work and committed to understanding it. The creation
of these replicas involved many artists. As I mentioned, Ulf Linde worked
very closely with various Swedish artists, collaborating with them on
different parts of both the first and second versions of The Large Glass that
he produced. At the same time, as I was listening to Pascal’s presentation,
it became clear just how different each replica is. What is important is the
process of making them. Through that process, the makers’ understanding
of art and of The Large Glass itself become visible. This is something I’ve

really been thinking of throughout today’s presentations.

Sidlina: The similarities we see among the replicas help us recognize each
replica’s capacity for transformation, and therefore, grasp Duchamp’s idea
of The Large Glass as an ultimately unfinished work, one that continues
to live on through its replicas. Seeing the Tokyo Version at the University
of Tokyo yesterday, and examining the studies for it today, reinforced my
understanding of the work as fundamentally open-ended and performative
at its core. Listening to Pascal speak about performance just adds to this
perspective that indeed, as Hamilton once said, the work doesn’t pale and

the bride continues to blossom.

Mitsuda: Today, for the first time, I was able to listen to the histories of
the people who were involved with Duchamp in four places: Stockholm,
London, Paris, and Tokyo. The thing that struck me the most was that if
it weren’t for one or two people who were crazy about Duchamp, these
replicas wouldn’t have been completed. Creating a replica of The Large
Glass is by no means an easy task. The course of events leading to the
creation of each replica was different, as was the thinking behind it. It
seemed to me that aside from the original artwork, these stories were
meaningful in themselves. You (Dr. Tellgren and Dr. Sidlina) are curators
at major museums, with many important original works of art in your
collections. Looking forward, I would like to ask what sort of status your
museums will give to the replicas, which can’t definitively be considered
works of art? As Ms. Okabe mentioned earlier, what we have at AAC are
studies for the replica, which can only be described as archival materials.
That doesn’t mean that they have no value; rather, I feel that they are sorts
of texts in which various meanings can be found. I was there on the day
that The Large Glass was knocked over in Mr. Goblot’s performance, and
I felt a bit heartsick to see it broken. Of course, that was the plan from the
very beginning based on the agreement, but I want to think again about

2 G

the meanings behind the different terms—"replica,” “reproduction,” and
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“ephemeral copy”—and whether there is any practical difference.

Okabe: I feel that there are subtle differences in how the replicas
are regarded depending on the organization, and this has resulted in
incremental changes in how they are treated. As Professor Mitsuda said,
I’d like to hear from each of you about how you intend to use them in the

future. Mr. Goblot, what is your thinking on this?

Goblot: T would like to offer a very personal reflection. When T first
saw the three replicas, and when I saw the Tokyo Version yesterday, 1
experienced the same strange feeling. It was the sense of seeing the same
object, yet not the same at all. Each version of The Large Glass seems
to resonate with the cultural context in which it has been exhibited. In
the London version, I see the Hamilton style. In the Stockholm version,
with its wooden frame, I see the personality of Ulf Linde. And yesterday,
both my wife and I had the same reaction to the Tokyo Version: “It feels
very Japanese.” That was a very curious experience. I do, however,
have a question for Mr. Arifuku. The common point of all replicas is
the enormous amount of time spent scraping away the varnish. Much of
the technical work consists of removing varnish around the lead wires.
Hamilton and Linde both told me this was a major part of their process,
but was it the same with the Tokyo Version? When you repeat this gesture
of scraping away varnish, many ideas inevitably arise, and perhaps your

mind begins to even lift.

Okabe: Mr. Goblot observes that the Tokyo replica is very Japanese. |
will ask Professor Arifuku to address this point later, but first I’d like to

hear from Dr. Orimo.

Orimo: I’m probably the only person in this room who doesn’t specialize
in art history, but looking at this replica of The Large Glass from my
slightly detached perspective, I think it is something akin to a historical
manuscript, a text copied from an original by hand. Manuscripts were
diligently created as needed, and as requested, when the number of
originals was limited, or perhaps there was even just one original
document, but there were many people who wanted to see it. In Japan, as
well, there are copies of emakimono (illustrated scrolls) that were created
in this way. The copies probably changed slightly each time, and tracing
this sort of evolution has also been the subject of research. I also think that
if an original isn’t appealing enough that it makes people want to create
copies, they couldn’t happen. It’s been about 100 years since Duchamp
created his original. Manuscripts are generally considered to be classical
works, so I felt that perhaps Duchamp has also become a part of the

classical milieu.

Okabe: There may be some slight differences between the time when
manuscripts were being created and the present context. What do you
think, Professor Arifuku?

Arifuku: When I look back at 1979, when the Tokyo Version was created,

there were still very few modern art exhibitions at museums. Curiously,

Professor Tono once commented that a Duchamp exhibition would
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bring the younger, “sneaker crowd,” into the museum, and I think it was
around that time that the younger generation started to become interested
in contemporary art. At the time, I was learning about materials, so I
came into it from a slightly different standpoint than a “Duchampian,”
and I remember it as a great learning experience. Often, when a work is
acquired by a museum, it’s placed in storage and rarely brought out. But
by going to the Komaba Museum, the Tokyo Version can basically be
seen at any time that the museum is open. Furthermore, the studies for the
replica are being beautifully cleaned and restored at Tama Art University
so they can be used in classes, and this facilitates an open approach that
can involve young people, engaging them in a way that leads to thinking
about the process of creating an artwork. This is wonderful. Regarding
Mr. Goblot’s earlier question, removing the lead wire varnish was like
copying sutras as a sort of training exercise. To create the studies, we
applied the mastic resin varnish, let it dry, and then wiped off the surplus.
Understanding that Duchamp had followed the same process in creating
his work, we wondered why he had done something so tedious. But
the work itself was also very enjoyable, as we were thinking about the
creative process while imagining the finished product. I think that research
isn’t simply the process of creating something yourself; it’s also the work
of re-examining and exploring something unknown to you. In that sense, I

thought that even the simple tasks were enjoyable.

Okabe: Are you happy with that response, Mr. Goblot?

Goblot: Yes, thank you.

Okabe: This will be my final question. I think that the creation of the
replicas was motivated by practical circumstances: because it was not
possible to show the original work at exhibitions, it was necessary to
create replicas for exhibition, also referred to as exhibition copies. Bearing
this in mind, how will you use these replicas in the future? Do you intend
to use them regularly for exhibitions domestically and internationally?
I’d like to hear from Dr. Tellgren, Dr. Sidlina, and Dr. Orimo, who are

associated with the museums that house these replicas.

Tellgren: Yes, the replicas and works by Marcel Duchamp are almost
always on display in one form or another. At the moment, we are
reworking the collection display, which is something we work on all the
time to present different histories within the broader history of modern
art. Given the richness of the collection, the works can be framed in
many ways. Replicas of The Large Glass can be shown as part of Dada,
part of Surrealism, within an exhibition focused on Marcel Duchamp,
or integrated into other exhibitions and used in different contexts. Our
Marcel Duchamp collection is therefore very important, both to our
institutional history and to our identity. It is also connected to Pontus
Hultén and to the depth of our rich collection. As I mentioned earlier, we
have this concept at Pontus Hultén’s Study Gallery where we can actively
work with the archive and present archival materials together with works
from the collection. This allows for a slightly more pedagogic approach. It
includes presenting the background and processes involved in the making

of the replicas, alongside the works themselves.
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Sidlina: In the case of Duchamp, it is important to remember that
curation was a significant part of his artistic practice. Similarly, while
at the university, Richard Hamilton also used his position to take an
active role in the local art scene, including the Hatton Gallery. In fact,
The Large Glass was exhibited at the Hatton Gallery in Newcestle
before it travelled to London. Hamilton conceived, curated, and realized
exhibitions and projects at ICA, at Tate, at the Hatton Gallery and other
venues. | believe he was deeply interested in the capacity of Duchamp to
unlock the performative dimension within the work. Although The Large
Glass is a static object, a sculptural and three-dimensional work as much
as a painting, it would be fascinating to collaborate with contemporary
artists, particularly with a new generation of practitioners, to unpack
this performativity and to reconsider the way Duchamp envisaged
the relationship between the viewer, who activates the work, and the
work itself, which only exists when perceived and viewed. The current
presentation at Tate Britain engages closely with the history of The Large
Glass. 1 can imagine the next step taking place once the London version
returns from New York and Philadelphia, when it can be activated again
through collaboration with contemporary practitioners to explore and
unravel those compelling dimensions embedded within The Large Glass

as a project.

Okabe: The Philadelphia Museum of Art and the Museum of Modern
Art in New York are scheduled to mount a major Marcel Duchamp
retrospective in 2026, and I understand that the London Version is to be

shown as part of this show. What are your thoughts on this, Dr. Orimo?

Orimo: Speaking about the physical aspects as someone who is
responsible for managing works, the replica is basically on permanent
display at our museum, and I think that lending would be limited to within
Japan. I accompanied Professor Arifuku on several occasions when it was
lent for exhibitions, but this was scary work and I felt like it shortened my
lifespan. As I mentioned earlier, we are making other archive materials
public. I think the most important thing is that we continue to provide
an environment in which it can be viewed at any time, even while we
are having an exhibition. No matter how famous artists or artworks have
been, they can’t remain so if people don’t know about them. Works are
on display so that people become aware of them, and to share the fact that
we value the works and their creators. Moreover, the university is a place
that’s always full of young people, and the Large Glass Tokyo Version has
been on display here for forty, almost fifty, years. I am very aware of the

importance of this, and I intend to keep it this way for as long as I can.

Okabe: We will now take questions from the audience.

Question: I feel that in the case of art museums, as opposed to
natural history museums or science museums, replicas have very little
documentary value. However, I think that replicas have much value as
substitutes for the original works of art. We heard that the four replicas
discussed today reflect the place where each is located, but how do you

think that each replica differs from the original?

2024.04-2025.03

Sidlina: The difference between the original and replica is not really the
main issue. What is more prominent is the degree of definition between
different versions. For example, the replica at Tate is an exhibition copy,
but at the same time, because it was created by Richard Hamilton, it can be
considered an original work. And because the lower part was shattered and
then reconstructed, it is also a replica. In that sense, we have an original, a
copy, and a replica all combined in a single work. So the question is very
multilayered, and we would need to look at each particular case and be
very careful with definitions. What matters most is clear crediting. At Tate,
when the work is on display, it is credited to Duchamp or to Hamilton. It
is also clearly stated that the lower panel is a reconstruction, so viewers
know exactly what they are looking at. Through this kind of crediting, we
can provide visitors the information they need in order to form their own

understanding and make their own decisions.

Tellgren: Yes. this is a very interesting question. We have the first replica,
and one very important point is that it is signed by Marcel Duchamp
himself. That is why we refer to it as an “official” replica. On the label,
however, you can see that it is credited to Marcel Duchamp with the
dates 1915-23, followed by “/1961,” which makes it clear that it is not
the original. You can also see from the label that it was donation to the
Moderna Museet by Ulf Linde and Duchamp. When it comes to the
second version, as I mentioned earlier, it is authorized by Teeny Duchamp,
but it is not signed by Marcel Duchamp. It is therefore another version
closer to a copy, but an authorized one. On the label, it is again credited
to Marcel Duchamp, but the date is given as 1991-92. This version was
donated by Ulf Linde together with the two artists he worked with. So,
in each case, it is very clear what the work is and how the status of each

version differs.

Goblot: If I may add one point, as Duchamp himself said, The Large
Glass is not meant to be approached in a purely retinal and aesthetic
way. The object itself is only part of the project. The viewer has to
bring in words, concepts, and the mental aspect of the work. The viewer
is therefore included, and all the reflection on The Large Glass from
Duchamp and from its viewer are also essential to the project. The object
functions as a support for a relationship with the entire universe, this
extraordinary universe of The Large Glass. What is contained in the
Green Box notes is as important as The Large Glass itself. In this sense,
each replica can serve, in its own way, as a support for engaging with this

universe.

Okabe: Thank you. As Dr. Sidlina mentioned earlier, all of the replicas
are open-ended. I think of them as being part of a process and existing in
a state in which they are unfinished. There are still more questions I would
like to ask, but we’ve run out of time, so I’d like to bring this discussion to
a close. Thank you very much to everyone who came today and thank you

to our panelists.
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Naito Hiroshi President, Tama Art University

Closing Address

I would like to offer my sincere thanks to all of our panelists, especially those who have come from

overseas.

Yesterday, I went to see the Joint Graduation Exhibition of Five Art Universities in Tokyo. The fine
art students had toiled over the works that were on display, but they were basically inscrutable to
me and I didn’t really understand them. My sense was that they were trying to convey things that
mystified them that they could not put into words. But the question of whether an enigma is alluring
is important. | believe that the reason so many people continue to be fascinated by Duchamp’s The
Large Glass and have been captivated by his enigma for a hundred years is because this work has
given rise to an enormous mystery, a mystery that is fascinating and alluring. I think that it is a
wonderful thing that this enigma has elicited so many thoughts.

Speaking as an architect, I would like to add that the flat glass used in The Large Glass was a
twentieth century invention, and large, smooth panes of glass had seldom been produced before
then. So Duchamp dared to use something that was part of this new, modern age. Moreover, the
composition of the work itself is extremely architectural. The Large Glass was created when the
Bauhaus movement was nascent, which is also close to the starting point of modern architecture.
From this perspective, we can also see its isometric iconography. The work contains all sorts of
great mysteries, and depending on how it is interpreted, it can be interpreted as containing one
hundred years of history.

Lastly, there are many fields of study within our university, and I think that if one wanted to tie
all of these disciplines together, it would be possible to do so in this work. I hope that young people
will be able to sense the magnitude of the mysteries that it posed. When young people who are
studying in various areas look carefully at The Large Glass, they will surely find themselves caught
up in it. This is what is amazing about this work. Mysteries only deepen, and I feel that the enigma
that Duchamp contrived will come to have ever greater significance, particularly in the coming era.

I think that Tama Art University can be proud that we have been able to participate as part of this.
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The 6th AAC Collection Exhibition

This archives exhibition was held to coincide with the 7th Art Archives
Symposium. The exhibition comprised AAC collection materials related
to the Large Glass Tokyo Version (LGTV) and materials on loan from
the collections of others involved in this research. On this occasion, four
pieces of preparatory study that have been included in official archives
with permission from the Association Marcel Duchamp were put on public
display for the first time.

Tono Yoshiaki (then a professor at Tama Art University) is seen as a
central figure in the creation of LGTV. Through the materials on display,
the exhibition showed his interactions with Pontus Hultén, who supervised
the creation of the first replica of The Large Glass, from the early 1960s
until its completion; his personal interactions with Marcel Duchamp
and Alexina Duchamp; and his cooperation with Richard Hamilton,
who created the second replica, and Alexina Duchamp. The exhibition
encompassed about 100 items related to the creation of the glass studies
by students at Tama Art University’s Kaminoge Campus, including
documentary photographs, production notes, drawings, materials from
research in Philadelphia, and copies of reference materials. The exhibition
also presented materials related to the restoration of the preparatory study

carried out at AAC.

Dates: (Session 1) March 1-15, 2025 and (Session 2) April 1-May
17,2025

Art Archives Center Gallery (Tama Art University Hachioji
Campus, Art-Theque 2F)

Venue:

Organizer: Tama Art University Art Archives Center
Number of visitors: 1,536 (over 51 days)
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The Large Glass Tokyo Version Glass Studies Archives

List of Exhibited Materials

Notes:

* The titles in [brackets] are those assigned by the AAC.

* The inkjet prints by Anzai Shigeo were produced for the exhibition “Tamabi wo
meguru hitobito” (Photo by Anzai—Tama Art University Art-Teque Gallery, 2015).

¢ The titles of the materials in the Anzai Shigeo Photo Archive are based on the captions
written on the photographs.

No. Title
Archive Name | Year | Category | Publication/Shooting Location, etc.
Remarks

1. Installation view of “Movement in Art” (PONTUS HULTEN AND
MODERNA MUSEET THE FORMATIVE YEARS, p. 69)

Private Collection | 2017 | Book | Moderna Museet, Stockholm
Photo: Ren¢ Roland

2 The Large Glass Stockholm Version (Moderna Museet, Stockholm,
1961) Reference Photograph
LGTV Preparatory Study Archive | c¢. 1961 | Printed Material | Moderna Museet, Stockholm
The first replica of The Large Glass, produced under Pontus Hultén (Director of Moderna
Museet) with UIf Linde playing a central role.

3 Tono Yoshiaki, “Duchamp: The Green Box—Discontinuity 1 (Bijutsu
Techo, No. 236, May 1964)
Takiguchi Shuzo Library | 1964 | Magazine | Bijutsu Shuppan-sha

Duchamp Research Series, 1st

4 “Movement in Art” Exhibition Catalogue (Moderna Museet,
Stockholm)
Takiguchi Shuzo Library | 1961 | Exhibition Catalogue | Moderna Museet, Stockholm

The replica of The Large Glass was included in the exhibition.

5 “Movement in Art” Exhibition Catalogue (Stedelijk Museum

Amsterdam)
Takiguchi Shuzo Library | 1961 | Exhibition Catalogue | Stedelijk Museum Amsterdam

The exhibition traveled from Amsterdam to Stockholm.

6  Pontus Hultén during his stay in Japan (Album formerly owned by
Tono Yoshiaki)
Tono Yoshiaki Materials | c. 1962 | Photographic Print (Album)

7 Sam Francis, Pontus Hultén, and Tono Yoshiaki during their stay in
Japan (Album formerly owned by Tono Yoshiaki)
Tono Yoshiaki Materials | c. 1962 | Photographic Print (Album)

8  Marcel Duchamp and Tono Yoshiaki (Album formerly owned by Tono

Yoshiaki)

Tono Yoshiaki Materials | 1962 | Photographic Print (Album) | Duchamp’s residence in New
York

Photo: Jean Tinguely

9  Teeny Duchamp and Takiguchi Shuzo, with John Cage in the
background (Album formerly owned by Tono Yoshiaki)
Tono Yoshiaki Materials | 1973 | Photographic Print (Album) | Philadelphia Museum of Art
Opening scene of “Marcel Duchamp Exhibition” (Philadelphia Museum of Art)

10 Letter from Marcel Duchamp to Tono Yoshiaki
Tono Yoshiaki Materials | 1964.1.7 | Letter | From his residence in New York
In response to Tono’s inquiry, photographs of the works considered for sale were enclosed

(both the letter and the photos have copies on the reverse side).
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Tono Yoshiaki, “Focus on Contemporary Art 20: Exposition of Marcel
Duchamp’s Methods (Part 1)” (Mizue, No. 702, August 1963)
Takiguchi Shuzo Library | 1963 | Magazine | Nihon Bijutsu Shuppan

Tono began to introduce Duchamp in earnest.

Part of the Tama Art University class materials used by Tono Yoshiaki
Tono Yoshiaki Materials | c. 1988 | Copy | Tama Art University

Copies of newspaper and magazine articles related to Duchamp kept in an envelope.

The Large Glass London Version (Tate Gallery, 1965-1966) Postcard
Tono Yoshiaki Materials | 2011 | Printed Material | Tate Gallery
Replica of The Large Glass produced by Richard Hamilton and exhibited at the Tate Gallery

(copy on the reverse side)

Letter from Richard Hamilton to Tono Yoshiaki
Tono Yoshiaki Materials | 1973.1.6 | Letter | From his residence in London
In response to Tono’s inquiry regarding works related to Etant donnés that were shown in

Hamilton’s Duchamp Exhibition

Letter from Yokoyama Tadashi (copy), entrusted to Tono Yoshiaki and
handed to Teeny Duchamp
Tono Yoshiaki Materials | 1977.1.20 | Letter (Copy)

Requesting permission to produce a replica of The Large Glass

R. Hamilton Minami Gallery March 31. 1977
Anzai Shigeo Photo Archive | 1977.3.31 | Inkjet Print | Minami Gallery

Tono showing Richard Hamilton the plans for the replica of The Large Glass in preparation

Tono Yoshiaki’s Self-Portrait
Tono Yoshiaki Materials | 1975 Work (Book, Wax, etc.)
Wordplay showing TOE + KNOW = TONO

Marcel Duchamp by Tono Yoshiaki
Takiguchi Shuzo Library | 1977 | Book | Bijutsu Shuppan-sha
Inscribed dedication of “for tokyo rose...” underlined, and signed “TOE KNOW”

Mail from Anzai Shigeo to Tono Yoshiaki

Tono Yoshiaki Materials | 1979.4.10 | Envelope, Photograph | From New York

Photo: Anzai Shigeo 3 photographs of the back of Marcel Duchamp’s Chocolate Grinder
No.1

20

Letter from Robert Lebel to Tono Yoshiaki
Tono Yoshiaki Materials | 1979.4.5 | Letter | From his residence in Paris

Reply to Tono regarding his request for color photographs of Duchamp’s works

21

Marcel Duchamp: “Posthumous Work” by Tono Yoshiaki
Tono Yoshiaki Materials | 1990 | Book | Bijutsu Shuppan-sha
Also refers to the Large Glass Tokyo Version

22

Tono Yoshiaki “Observations on the Duchamp Exhibition at the
Centre Pompidou” (Mizue, No. 867, June 1977)

Takiguchi Shuzo Library | 1977 | Magazine | Nihon Bijutsu Shuppan

Discussions held with Pontus Hultén (Director of the Centre Pompidou), Ulf Linde, Richard
Hamilton, and Robert Level

23

Letter from Richard S. Field to Tono Yoshiaki
Tono Yoshiaki Materials | 1980.11.18 | Letter | Yale University Art Gallery
Reply to Tono regarding his request, with the cooperation of Teeny Duchamp, to loan Marcel

Duchamp’s Tu m’ to Japan (includes a copy of the letter addressed to Teeny Duchamp)

24

Tono Yoshiaki, “Bimonthly Series Perspectives on Duchamp No. 3:
On Shadows — Tu m’ This Single Point,” Marcel Duchamp: Tu m’,
(Bijutsu Techo, No. 357, July 1972)

Takiguchi Shuzo Library | 1972 | Magazine | Bijutsu Shuppan-sha

25

M. Duchamp Large glass’s drawing: Tokyo Univ. April 15. 1978
Anzai Shigeo Photo Archive | 1978.4.15 | Inkjet Print | Tama Art University, Kaminoge
Campus

Although labeled as the University of Tokyo, it was photographed at Tama Art University,

Kaminoge Campus

26

M. Duchamp’s L.G. project Tokyo Univ. ‘79.10.6

Anzai Shigeo Photo Archive | 1979.10.6 | Inkjet Print | Tama Art University, Kaminoge
Campus

Although labeled as the University of Tokyo, it was photographed at Tama Art University,

Kaminoge Campus | Shiozaki Yutaka, Kimura Ken, and Okazaki Kazuo

27

[Notes Related to the Preparatory Study of The Large Glass Replica]
LGTV Preparatory Study Archive | ¢.1977-1979 | Notes (Ballpoint Pen, Graph Paper)
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[Sketches Related to the Preparatory Study of The Large Glass
Replica]
LGTV Preparatory Study Archive | ¢.1977-1978 | Sketch (Pencil, Paper)

29

[Sketches Related to the Preparatory Study of The Large Glass
Replica]
LGTV Preparatory Study Archive | ¢.1977-1979 | Sketch (Acrylic Gouache, Glass)

Preparatory study of the “Bachelor” domain

30

[Sketches Related to the Preparatory Study of The Large Glass
Replica]
LGTYV Preparatory Study Archive | ¢.1977-1979 | Sketch (Pencil, Ink, Paper)

Sketch for copper wire adhesion

31

[Notes Related to the Preparatory Study of The Large Glass Replica]
LGTYV Preparatory Study Archive | 1978 | Notes (Ballpoint Pen, Stationery)
Using stationery from a hotel in Philadelphia

32

[Installation View of The Large Glass Original (Philadelphia Museum

of Art)]
LGTV Preparatory Study Archive | n.d. | Photographic Print | Philadelphia Museum of Art

33

[Notes Related to the Preparatory Study of The Large Glass Replica]
LGTYV Preparatory Study Archive | ¢.1978-1979 | Notes (Ballpoint Pen, Reproduced Images)

34

[Detail Photograph of The Large Glass Original (Philadelphia
Museum of Art)]

LGTYV Preparatory Study Archive | 1978 | Photographic Print | Philadelphia Museum of Art
Photo: Shiozaki Aritaka

35

[Detail Photograph of The Large Glass Original (Philadelphia
Museum of Art)]

LGTV Preparatory Study Archive | 1978 | Photographic Print | Philadelphia Museum of Art
Photo: Anzai Shigeo

36

The Large Glass London Version photographed at Richard Hamilton’s
residence
LGTV Preparatory Study Archive | c. 1966 | Photographic Print | Richard Hamilton’s

Residence

Installation view prior to its acquisition by the museum

37

[Sketches Related to the Preparatory Study of The Large Glass
Replica (Milky Way)]
LGTYV Preparatory Study Archive | ¢.1978—1979 | Sketch (Pen, Pencil, Tracing Paper)

38

[Reference Photographs for Preparatory Study of The Large Glass
Replica (Milky Way)]

LGTYV Preparatory Study Archive | c. 1979 | Printed Material, Ballpoint Pen

Grid added by hand

39

[Notes Related to the Preparatory Study of The Large Glass Replica]
LGTYV Preparatory Study Archive | ¢.1977-1979 | Notes (Ballpoint Pen, Graph Paper)
Regarding Marcel Duchamp’s The Green Box

40

[Part of the Reference Materials Collected for the Production of The
Large Glass Replica]
LGTV Preparatory Study Archive | ¢.1977-1979 | Copy

The Green Box, notebooks, and materials related to Etant donnés

41

[Sketches Related to the Preparatory Study of The Large Glass
Replica]
LGTV Preparatory Study Archive | ¢.1977-1979 | Notes (Pencil, Ink, Paper)

42

DUCHAMP-VILLON
Private Collection | 1979 | Exhibition Catalogue | Galerie Tokoro

Supervision: Tono Yoshiaki Teeny Duchamp visited Japan on the occasion of this exhibition.

43

Postcard from Teeny Duchamp to Tono Yoshiaki
Tono Yoshiaki Materials | 1979.3.19 | Postcard
Announcing her visit to Japan in October / Also noted by Tokoro Akiyoshi of Galerie Tokoro

44

[Teeny Duchamp Visiting the Atelier at Tama Art University,
Kaminoge Campus]

LGTV Preparatory Study Archive | 1979.9 | Reproduction, Print Photograph | Tama Art
University, Kaminoge Campus

Received by Shiozaki Yutaka, Tono Yoshiaki, Tokoro Akiyoshi, and Yokoyama Tadashi
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45

[Tono Yoshiaki and Ari Welcoming Teeny Duchamp at the Atelier,
Tama Art University, Kaminoge Campus]
LGTYV Preparatory Study Archive | 1979.9 | Reproduction | Tama Art University, Kaminoge

Wall-Mounted Display

Marcel Duchamp and Tono Yoshiaki
Tono Yoshiaki Materials | c. 1962 | Reproduction | Marcel Duchamp’s Residence in New York
Photo: Jean Tinguely

Campus

Photo: Arifuku Kazuaki I “Marcel Duchamp Exhibition” Poster (Museum of Modern Art, New
46 Letter from Teeny Duchamp to Tono Yoshiaki York)

Tono Yoshiaki Materials | 1980.2.1 | Letter | From his residence in France Anzai Shigeo Photo Archive | 1973 | Poster | Museum of Modern Art, New York

Cooperated with the Duchamp Exhibition in Japan, providing Tono with information about Exhibition period: December 5, 1973 — February 10, 1974

the collectors / Departing for the United States 1l [Creating the Preparatory Study of the Large Glass Tokyo Version
47 Letter from Teeny Duchamp to Tono Yoshiaki in the Atelier of a Classroom at Tama Art University, Kaminoge

Tono Yoshiaki Materials | 1980.10.22 | Letter | From his residence in France Campus]

Report on the cooperation with the Duchamp Exhibition in Japan, providing information LGTV Preparatory Study Archive | 1979| Reproduction | Tama Art University, Kaminoge

about collectors and liaising with various museums / Comments on Niki de Saint Phalle’s Campus

jeans Photo: Arifuku Kazuaki / Creators: Shiozaki Yutaka, Arifuku Kazuaki (also displayed in
48 TONO & P. Fulten; Tokyo Univ, May 12, 1980 slideshow)

Shigeo Anzai Photo Archive | 1980.5.12 | Inkjet Print | The University of Tokyo, Komaba v M. Duchamp’s show Karuizawa Takanawa museum Aug 1°81

Campus Anzai Shigeo Photo Archive | 1981.8.1 | Reproduction | Takanawa Art Museum

Pontus Hultén, guided by Tono, visited the atelier for the replica production at the University Group photograph taken in conjunction with the opening of the “Marcel Duchamp

of Tokyo. Exhibition”
49 [Pontus Hultén and Tono Yoshiaki Visiting the Atelier of the Large vV Preparatory Study for the replica of Marcel Duchamp’s The Bride

Glass Tokyo Version] (Album formerly owned by Tono Yoshiaki)
Tono Yoshiaki Materials | 1980.5.12 | Photographic Print | The University of Tokyo, Komaba

Campus

50

“Marcel Duchamp Exhibition” Leaflet
LGTV Preparatory Study Archive | 1981 | Leaflet | Takanawa Art Museum

Exhibition supervision: Tono Yoshiaki

51

M. Duchamp’s Show, Takanawa Museum Aug 26 ’81 “Large glass
Tokyo Version”

Anzai Shigeo Photo Archive | 1981.8.26 | Inkjet Print | Takanawa Art Museum
Exhibiting the Large Glass Tokyo Version

52

“Marcel Duchamp Exhibition” Exhibition Catalogue
Takiguchi Shuzo Library | 1981 | Exhibition Catalogue | Takanawa Art Museum, Seibu
Museum

Contributors: Anne d’Harnoncourt, John Cage, Michel Sanouillet, Inoue Hisashi, and others

53

John Cage Karuizawa July 31 *81
Anzai Shigeo Photo Archive | 1981.7.31 | Inkjet Print | Takanawa Art Museum
Commemorative concert at the Takanawa Art Museum

54

Letter from John Cage to Tono Yoshiaki
Tono Yoshiaki Materials | 1980.11.23 | Letter
Includes John Cage’s text “Marcel Duchamp and Suzuki Daisetz” (contributed to the “Marcel

Duchamp Exhibition” catalogue)

55

Text by Michel Butor, “BALLADE A TRAVERS LA VITRE” to Tono
Yoshiaki

Tono Yoshiaki Materials | ¢.1980 | Letter
Contributed to the “Marcel Duchamp Exhibition” catalogue.

56

[Michel Butor and Tono Yoshiaki Visiting the Atelier of the Large
Glass Tokyo Version)

LGTV Preparatory Study Archive | 1980 | Video Capture | The University of Tokyo, Komaba
Campus

Photo: Ebizuka Koichi

57

Letter from Niki de Saint Phalle to Tono Yoshiaki
Tono Yoshiaki Materials | 1981.8.21 | Letter
Recounting the memory of Duchamp signing the work pants exhibited in the Duchamp

exhibition

58
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Art Archive Center Preparatory Study Restoration Records | 2024—
2025

Tama Art University Art Archive Center | Record Files / Video Records / Flaked Red Lead
and Copper Wire / Materials Used for Restoration

Stripped Bare by Her Bachelors, Even, known as the Large Glass
Tokyo Version

LGTV Preparatory Study Archive | 1979 | Preparatory Glass, lead wire, mastic resin vanish,
oil paint, red lead and others.

Direction: Takiguchi Shuzo+Tono Yoshiaki / Fabricators: Student volunteers Shiozaki Yutaka,
Arifuku Kazuaki (Tama Art University), Kimura Ken (Nihon University)
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Special Exhibition

Dress the Bride, in Vain

Pascal Goblot, who lives in Paris, is a video artist invited as a panelist
for the 7th Art Archives Symposium who conducts groundbreaking
research on the replicas of Marcel Duchamp’s The Large Glass. For the
past twenty years, he has been researching the replicas in Europe and
Japan, and he has been producing video works on the subject, including
interviews with those involved. Goblot was also the organizer of a film
performance project (2013—2024) in Paris in which he filmed the creation
and destruction of an ephemeral copy of The Large Glass.

This exhibition was the first time that Goblot has had the opportunity to
show all five of the video works that he has created thus far on the topic
of the replicas, as well as a new video work created for this project, as an
installation in one room. Handouts with bilingual commentary by the artist
on each work were prepared and distributed for the exhibition, and prints
created for his project in Paris were also presented. His exhibition was
organized by the Tama Art University Art Archives Center, and held in
conjunction with the “Large Glass Tokyo Version Glass Studies Archives”

exhibition.

Dates: (Session 1) March 1-10, 2025
(Session 2) April 1-May 17, 2025

Venue: Art-Theque Gallery (Tama Art University Hachioji Campus,
Art-Theque 2F)

Organizer: Tama Art University Art Archives Center
Number of visitors: 676 (over 46 days)

2024.04-2025.03

Pascal Goblot: Through the Large Glasses and The Bachelors’ Attempt to

The Bachelors’ Attempt to Dress the Bride, in Vain
2024 | -14 min.

Through the Large Glasses
2010 | -5 min.

Film 1: Richard Hamilton, In the Reflection of Marcel Duchamp
2014 | -53 min.

Film 2: Travelling Version
2007 | 26 min.
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