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MARCEL DUCHAMPS
and the latest European god, Stravins they are good, they are good
do. He can illustrate on the piano with thats v uu

one stiff dramatic finger the themes of
‘Sacre du Printemps,” which that enfant
terrible of the ballet, Nijinsky, is to bring
to Ametrica this fall. This ballet is the
only work that interests him in the whole
modern theater repertory,  The music,
the mise en sedne and dances, those emo-
tions in gesture and posture made elear
for the first time by Nijinsky, have no
counterpart in his admiration. Stravinsky
stands higher in his belief than does his
favorite painter, Seurat, the forerunner
of Cézanne. This radical of radicals,
Duchamps, confesses his primal indebted-

“Velasquez, like
is the type of great man.

he is terrifically suave. That

thus better able to fool us,

to thos

an animal, if you will. Cézanne

much higher.

nard are impossible.

Constantin  Meunier,
You feel that
he asks you to stand by and admire his
greatness, his dexterity, his grandeur; and
is not so
true of Rodin, who is more subtile and
His draw-
ings may last for twenty years; but next
¢ of Cézanne they are impossible.
Rodin is always semsuous, a materialist,

“Sargent, Simon, Blanche, Cottet, Ber-
They trade upon
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he could not fully conserve in his pictures.
Remove all the evidence of the influence
of traditions upon the work of Gustave
Moreau and you will find that he is the
most isolated figure of his epoch. There
is a great sympathy between the work of
Redon and Moreau in refinement of color
and sensitiveness.

“Redon is one of the sources to which
Matisse has gome comsciously or mnot,
Matisse’s color has not the solidity of
Cézanne’s, but it cannot be viewed from
the same angle. There is mothing that
you can take hold of in Matisse’s color,
not in the old sense of quality in color.
It is transparent, thin, perhaps, but when

despite

teaches

ness to Cézanne, but acknowledges a antiquity. The prolific Besnard is an  you have left his pictures you will see
greater love for Seurat, am artist little cspecially disgusting parasite. Maurice that they have taken hold of you.
known in this country, whose work canm Denis is a little better. But he goes to

be seen only at rare intervals
even in France. Most of it is
hidden in private collections,
“Duchamps expressed the
of his preference for
Seurat: ‘I like Securat better
because he saw decper and
more prophetically into con-
crete objects and their nature
than did Cézanne. Cézanne, as
it were, tastes the fruit which
Seurat open with pre-
cision,” Stravinsky passed ‘be-
yond Seurat’; because of the
happy accident of living in a
later and more enlightened
age. The great Russian is in-
fluenced by ‘cubism,’ so-called,
but he is mot ‘cubism.’ Du-
champs scorns the word; it is
merely a convenience for des-
ignating a certain group of
artists in point of time as op-

e

posed to other groups. He
hates the word; it is a discor-
dant note in any conversation

with him. A man is a man;
an artist is an artist; if you
can catalog him under an ism
he no longer man or artist,
Duchamps’ rancor on this sub-
ject recalls” the pernicions ine
fluence exerted by Roger Frye
when he termed Cézanne the
:uun(hr of 'Post-impression-
ism. The word does not pass
in French artists’ vocabularies.”

“Why do Americans make
a god of Rodin?" asks Mar-
cel Duchamps, se

ere in his

Concerning Picasso and the
so-called “cubists”—cubism is
a word more familiar to
America than to continental
Europeans, evidently — M.
Duchamps corrects several
current fallacies.

the root of Pi-
casso. They call Picasso the
leader of the cubists, but he is

not a cubist strictly speaking,

“Greco is

He is a cubist to-day—some-
thing else to-morrow. The
only real cubists to-day are
Gleizes and Metzinger,

“But that word cubism means
nothing at all—it might just as
well, for the sense it containg,
have been policarpist.  An
ironical remark of Matisse’s
gave birth to it. Now we have
a lot of little cubists—monkeys
lowing the motion of the
leader without comprehiension
of their anu anc Their
favorite word is discipline. It
means everything to them and

nothing,
“Daumie¢r was good in a
caricatural way, selected by

himseli to be but his
irony was not so p und as
Goya's. The spirit of Daumier
is revived in the Greek car-
toonist Gallinis, who has lately
done very interesting
themes in the manner of the
cubists.

“(Gavguin is an impressionist
and a romanticist—a great
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MOTTO

“Marcel Duchamp, a dangerous enemy against whom I
still remain defenceless, is winning a resounding victory.”

ROBERT DESNOS
Préface pour une exposition Marcel Duchamp,
January 1923, unpublished manuscript.

“We play a game of chess once in a while, but it is more
a lesson for me — he points out my errors and lack of

concentration.”

MAN Ray
Selfportrait, 1936, p. 241.

“Marcel, who plays chess with single-minded
determination, in the hope of one day knowing the

entire course of the game from the very first move.”

JACQUES VILLON
Dora Vallier: L'intérieur de l'art

PRESS OPENING: from Tuesday, May 5, 2026
PuBLIC OPENING: Saturday, May 9, 2026
DuraTION: May 9 - November 22, 2026

DUCHAMP’S AGONISTIC GAME

One of the standout cultural events of 2026 will
be a Marcel Duchamp retrospective in New
York, jointly staged by the Museum of Mod-
ern Art (MoMA) and the Centre Pompidou.
Marking his first US monographic show in
over 50 years, it will bring together around 300
works, presenting a comprehensive view of
Duchamp’s ceuvre. It is expected to draw global
media attention..

The Arsenale Institute in Venice, in its loca-
tion on the waterfront of the Riva, is likewise
planning an installation dedicated to Duchamp
during this year’s Venice Art Biennale. Sur-
prisingly, however, the material in this project
will hardly overlap with the works on display
elsewhere. As a research exhibition it follows
an unprecedented logic in its understanding of
the nature of this ceuvre, and thus displays and
explains numerous objects that have never been
publicly shown before and whose very existence
remained unknown until now.

Three decades of research on Duchamp in

the Arsenale Institute, based on its holdings

of more than 3,000 documents, have led to

a different conceptualization of Duchamp’s
work than the one that has been traditionally
cultivated over the past century. This disrup-
tive epistemological approach, for the first
time, seriously considers Duchamp’s profound
self-reflection, which he expressed in a seminal
lecture in April 1957. Its gravity stands in stark
contrast to his reputation as a notorious ironist
and joker full of paradoxes.

In this talk, he explained the concept of art as
actually being the act of a spectator for whom
the artist merely provides the premise. Togeth-
er they form the two poles between which aes-
thetic osmosis causes the coming into existence
of art. The actual author of the attribution of
meaning is the recipient.
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The artist, on the other hand, cannot himself
be aware of this higher meaning. And so Du-
champ describes him as a mediumistic being, of
whom one couldn’t say that he is conscious of
his creations.

To reconsider Duchamp’s work on this level

of reflection means replacing it with what he
presented as its actual substance: the totality of
reception. The mare magnum of reflections on
Duchamp, whether in the form of widespread
references in everyday speech, humorous
drawings, poems, academic essays, or jour-
nalistic criticism, ranging from mockery and
sheer hatred to the genuflection of art scholars,
collectors, and museums, or even a form of ca-
pitulation of the discipline of philosophy, they
all establish a form of existence of the ceuvre
as a result of its author’s chess composition,

his battle plan. It is only the latter’s execution
that gives the manifestations of his work their
semantically charged significance.

A meaning that Duchamp - at his own dis-
cretion — knew nothing about, and never
discussed explicitly. And at the same time, this
meaning encapsulates the concept of a form of
absolute spirit that exists not only in religion
and philosophy, but also in art. Its modern
form, of course, goes hand in hand with the
loss of sensuousness in a world shaped by
technology and science, a loss that this artist
and thinker sometimes took to extremes and
at other times—one of the contradictions so
pronouncedly exhibited by Duchamp—sought
to console. Marcel Duchamp staged the ma-
chinery of assigning meaning for the sake of its
analysis and at the same time destroyed it. He
did so because he had recognized the societal
system of art as historically obsolete.

This project unfolds the concise argument
that all previous assessments of Duchamp have
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underestimated the complexity of the game he
initiated, and so have fallen into its elaborately
mounted trap, checkmating his opponents

with an inescapable paradox. In French chess
terminology, this aggressive and defeating
move, which forces the opponent into a self-de-
structive response, would be called a Trébuchet,
which is also the title Duchamp bestowed to his
most significant readymade.

The inclusion of precisely this industrial prod-
uct, which was used as one of the first ready-
mades in 1917 and considered lost, is one of the
most revealing examples of the rigorous ap-
proach pursued here. The juxtaposition of the
later art-market version as a multiple, and the
missing original it refers to, finally allows for a
physical examination of Duchamp’s stratagems,
revealing the divergence and cognitive disso-
nance between the replicas and the historical
mass-produced item they claim to evoke.

The readymades have attained their canonical
status through a succession of reproductions.
These have shaped the prevailing image of
Duchamp since the final decade of his life and
continue to do so with every new retrospective.
Here the transformations brought about by a
kind of telephone game are to be revealed. With
the multiples issued in 1964, interpretations
have distanced matters of aesthetic indifference
from their original character in Duchamp’s
anaesthetic industrial products found as raw
materials, into mere souvenirs for the art mar-
ket. Such comparisons extend to the relation
between Duchamp’s historical acts and their
afterlives in reception in general.

In doing so, the installation succeeds in re-
conciling philological analysis with what Hegel
called the sensuous appearance of the idea.



ETRANGLER L'ETRANGER (STRANGLE STRANGERS) !

In a year marked by a spectacular institu-
tional engagement with Marcel Duchamp, the
Arsenale Institute proposes a counter-reading
to the prevailing understanding of what is
commonly understood as the most influential
disruptor in the history of modern art.

Duchamp played a double game. Through
his body of work, he set nothing less than a trap
for his audience—an inescapable dilemma. Ever
since, the public has unwittingly fallen into i,
though without ever having realized it exis-
ted. Informed by his lifelong passion for chess,
Duchamp treated art as an agonistic game,
whose concealed structure reflected a particu-
lar view of art’s role in society. To understand
Duchamp is to see through this strategy and,
perhaps, to elude it.

That’s one side of the game. The other side
is different: Marcel Duchamp was not enig-
matic. On the contrary, he was remarkably
explicit about his dissident concept of art in
general and his own work in particular.

In his 1957 lecture The Creative Act he ex-
pressed his notion of the social formation of art
with singular clarity. He argued that art exists as
a collusion between the artist, who is driven by
intuition, and the collective of spectators, who
make meaning of the work. The recipient be-
comes the true progenitor of significance, while
the author cannot be said to be conscious of his
action. This led Duchamp to define the artist as
a mediumistic being.

In doing so, however, Duchamp also devi-
sed a ruse for the public—academic, journalis-
tic, and general public alike. What appears to
empower the viewer and affirm his sovereignty
over the work proves instead to be a self-de-
feating double bind. By casting the audience as
a constitutive element of the work, Duchamp
effectively absorbs the spectator, transforming
him into a mere function of the art. Through
this ironic reversal, the artwork usurps its au-
dience, reducing the spectator to a dependent

pa

variable within its own operation—without
him ever becoming aware of this condition.

By this rationale, the work can no longer
be critiqued or judged from the traditional
distance implied by a subject-object relation-
ship. As Duchamp suggests, any engagement is
absorbed into the work itself, becoming one of
its attributes. Subject and object collapse into a
nexus of mutual dependence.

To date, this dimension of Duchamp’s work
has rarely been recognized, with few exceptions
among his closest associates. Pierre de Massot,
for example, issued a booklet entitled Réflec-
tions on Rrose Sélavy.* Apart from the month
names—marking the passage of time—the
pages were entirely blank, accompanied only by
Gertrude Stein’s telling remark: “I was looking
to see if I could make Marcel out of it but I can’t.”
The present project follows the same line of
thought: the only way to escape Duchamp’s
construction is to suspend the game itself.

This approach raises a key question: does
mere exposure to Duchamp’s now canonical
works—whose comprehensive presentation re-
mains a central aim of major exhibitions—still
offers any promise of genuine insight? Once
institutionalized as museum objects, their pro-
vocations fall flat, and the artworks themselves
collapse into their very opposite.®

It is doubtful whether reflecting on these
objects through later reproductions—for exam-
ple the pseudo-readymades created for the art
market decades after the prototypes vanis-
hed—can still provide meaningful stimulus for
thought. Duchamp himself was skeptical. To
preserve the principle of aesthetic indifferen-
ce, he suggested that these items—once they
had become collectible antiquities—should
be replaced by the most mundane mass-pro-
duced goods of the day. Thus, the 1914 bottle
rack might find its 1967 equivalent in a plastic
bucket.* Ultimately, Duchamp’s practice is
grounded in pure imagination. The creative act
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WOLFGANG SCHEPPE - March 9th, 2026, Venezia

lies solely in the irreproducible idea: isolating a
common commodity from its utility, stripping
it of its former designation, and viewing it as
something alien. This re-evaluation Duchamp
idiosyncratically and arbitrarily termed “art.”
Consequently, it is more fitting to think Du-
champ than to stare at his souvenirs.

This project, therefore, approaches Du-
champ’s ceuvre from an epistemological rather
than an art-historical perspective. It examines
the conditions under which his work produces
knowledge and draws a deflationary conclusion
already implicit in Duchamp’s own thinking,
By grasping the work through the totality of
its reception and exposing the inherent logical
contradictions it entails, the very paradigm
through which Duchamp is presented shifts.

His work—which museums so confidently
claim to possess—appears instead as a vast field
of documents: newspapers, magazines, and
books. Duchamp knew that the attribution of
meaning of his work lay beyond his control,
is not sensory in nature and did not reside in
the objects themselves; rather, it resides in the
ways society articulates its perception of the
work in printed matter.

The paradox does not end with this expe-
rimental arrangement, which treats art as a
means to cognitive ends far exceeding its con-
ventional function. By assigning the viewer the
role of a demiurge—the sole arbiter of meaning,
evaluation, and legacy—Duchamp prefigures
the postmodern death of the author. Yet in shif-
ting interpretive weight onto the recipient, he
also establishes a subtle, higher-order coheren-
ce across his entire corpus.

Duchamp’s practice reflects the social
mechanisms of art following its historical break
from mimesis and the turn toward abstraction.
Taken as a whole, his work maps the functional
nexus of the cultural sphere: a structure sus-
tained within the social machinery of artistic
production solely by a consensus that lacks any
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grounding but is nonetheless hegemonic.

This consensus—a tacit acknowledgment of
a meaning that must remain unspoken in order
to preserve the work’s dignity—underpins the
social practice of art as a form of generalized
ideology. Duchamp’s central principle is irony,
as he replaces overt critique with a subversive
gesture embedded in the very appearance of
the work. Thus, his oeuvre’s primary subject
matter is its own mode of existence.

Yet even this second-order function does not
exhaust the complexity of his construction. The
pitfalls and entanglements woven into his work
run deeper. A final inflection of his discreet wit
ensures that even this critique remains fluid,
turning it once more: a third-order recursion
unfolds within the stratum of his production.

His break with [l'art pour l'art leads to a pro-
foundly disenchanted conclusion. Art appears
as a hollow and arbitrary convention of collec-
tive irrationality—a ritual of devotion enshri-
ning a fetish whose status bears no necessary
relation to the artist’s effort or the object itself.
Yet surprisingly, even this disillusioned recog-
nition of art’s contingency does not prevent
Duchamp from reaffirming it as a potential
mode of radical individual independence.

He gives voice to this contradictory hope
in an idea that verges on the utopian. It evokes
a sentimental recollection of his impoverished
youth in Montparnasse—where he worked as
a pariah among pariahs, an artist among artists
with neither art world nor art market—as it
projects into a future aesthetics still to come, a
mode of creation unfolding in secrecy, subver-
sion, and underground.

"The great artist of tomorrow will go
underground.”

1. Pierre de Massot: The Wonderful Book. (Paris, 1924). s.p.

2. Ibid.

3. Peter Biirger: Theorie d. Avantgarde. (Frankfurt, 1974), p. 71.
4. Werner Spies: Max Ernst, Collagen. (Cologne, 1974, p. 23.



THE INSTALLATION IN VENICE IN 2026

The corpus of documents concerning Marcel
Duchamp and his reception preserved in the
archive of the Arsenale Institute comprises
more than 3,000 items and thus likely consti-
tutes the largest specialized collection of its
kind. The exhibition presents a selection of
approximately 350 of these documents and
confronts them with the original works to
which they refer. Research on Duchamp has
been a central topic of the Institute’s work
since its founding.

Contrary to the customary museological habi-
tus, however, these artworks neither represent
the purpose of the project nor are they intend-
ed to be approached with devotional venera-
tion. They serve solely as points of reference
for the history of reception, in order to demon-
strate what precisely it was concerned with.

And yet among these exhibits there is one ob-
ject which would amount to a sensation—were
one interested in spectacle. For the first time,

a visitor here is able to compare a historically
correct readymade with the simulacrum by
which the multiples of the 1960s were com-
pelled to replace it. It was these substitutes that
ultimately effected the canonization of the lost
prototypes. The object presented here—a coat
hanger—was called Trébuchet by Duchamp, the
technical French term for a trap or a position of
forced move in chess. The original work of this
title, created in 1917, consisted of an industrial
coat rack nailed to the floor, an everyday object
displaced from its usual function and thereby
transformed into an “assisted readymade.”

Suddenly, in this surprising confrontation,
Duchamp’s trick, exposed to direct perception,
becomes visible. And at the same time this per-
ception is reduced to what Duchamp himself
regarded as the singularly essential element:
the idea.

OLAF NICOLAI AND HIS INTERVENTION pé6

The installation in Venice features an inter-
vention by the German conceptual artist Olaf
Nicolai, specially developed on the occasion of
this project and shown here for the first time.
Executed in neon script, it is based on a phrase
by Duchamp found in a letter recently discov-
ered and on display here.

The phrase underpins the project’s idea, situat-
ing its focus on Duchamp’s own words, offering
insight into the trap he set for his audience.
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THE DUCHAMP-RESEARCH-COLLECTION

The Arsenale Institute for Politics of Rep-
resentation, founded two decades ago in 2006,
is an internationally renowned research in-
stitution that has carried out many acclaimed
projects in the last two decades and since its
independence from the IUAV-University. At
the last Art Biennale, it recorded one of the
highest visitor numbers with nearly 80,000
guests attending an unusually sophisticated and
demanding event.

The combined archives of the Arsenale Institute
for Politics of Representation and the researcher
and historian of law Bastiaan van der Velden
contain approximately 3,000 documents on
the reception of Marcel Duchamp during his
lifetime. It is thought to be the largest special
collection of its kind in Europe. Approximately
350 documents from this holding will be dis-
played in the 2026 project dedicated to Marcel
Duchamp

Many of the documents are previously un-
known to researchers and the public. The
comprehensive holdings enable a robust
historical reassessment of the reasoning behind
Duchamp?’s lifelong sophisticated strategic
game played out in the field of art.

Based on its idiosyncratic materials the ex-
hibition traces the fabric of relationships that
shaped Duchamp’s trajectory, revisiting the
charged milieu of 1910s New York salons and
the younger generation of American artists of
the 1960s, while revealing previously unknown
connections. It considers unexpected respons-
es in obscure publications, in everyday public
life or peripheral circles in remote countries,
showing how both direct encounters, unan-
ticipated interpretations and scornful repudi-
ation contributed to the expansive impact of
Duchamp’s work.

D is for DUCHAMP the DEEP DYED DECEIVER
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® Academia

® Advertisement
® Art criticism

o Art history

® Art magazine

o Art theory

* Autobiography
e Cartoon

* Catalogue

o Censorship

® Defamation

o [llustration

o Letter
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® Misunderstanding
® Daily press

® Mythologization
 Obituary

* Opinion piece
® Parody

® Pathologization
® Philosophy

® Poetry

* Politics

® Portrait

® Propaganda

® Prose

® Pulp Fiction

® Provocation

® Reconstruction
® Society features

o Vernacular



PUBLICATIONS [SELECTION]

Wolfgang Scheppe: Migropolis, Atlas of a Global
Situation, 2 Vol., Ostfildern, 2009.

Wolfgang Scheppe: Done.Book: Picturing the
City of Society, The British Council,
Ostfildern, 2010.

Wolfgang Scheppe: The Garden of False
Reality, in: Lewis Baltz: Candlestick Point,
Steidl, Géttingen 2011.

Lewis Baltz: Migropolis, in: Texts, Steidl,
Gottingen, 2012.

Wolfgang Scheppe: The Things of Life /
The Life of Things, 3 Vol., Cologne, 2014

Wolfgang Scheppe: Logical Rain, SKD,
Dresden, 2014.

Wolfgang Scheppe: Supermarket of the Dead,
Fire offerings in China and the Cult of
Globalised Consumption, 3 Vol., Cologne,
2015.

Wolfgang Scheppe: Linvention de l'image de la
Ville, in: Le Marais en héritage(s), Musée
Carnavalet, Paris, 2015.

Wolfgang Scheppe: Surveying the Non-
Human. On the Aesthetics of Racism, SKD,
Dresden, 2016.

Wolfgang Scheppe: Die legislative Erfindung des
Stadtbildes, in: ARCH+ 225, 2016.

Bastiaan D. van der Velden: Lautréamont in
Nederland (1891-1917), Lhorizon brumeux,
Amsterdam NA’P 2016.

Bastiaan D. van der Velden: Arthur Cravan,
Die Kunst, die Kunst, ich pfeife auf die Kunst,
Hamburg, 8. Salon 2016.
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Bastiaan D. van der Velden: Rechtsgeschiedenis,
Heerlen, OU 2017.

Wolfgang Scheppe, Roberto Ohrt:
The Most Dangerous Game, 2 Vol., Merve,
Leipzig, 2018.

Bastiaan D. van der Velden: Mai 68 —
Revolution systéme D, Hamburg,
Den Haag, 8. Salon, La Société Protectrice
des Enfants Martyrs, Bronco 2018.

Wolfgang Scheppe: The Ground-Rent of Art and
Exclusion from the City, in: The Property
Issue. Politics of Space and Data, Birkhéuser,
Basel, 2020.

Wolfgang Scheppe: Taxonomy of the Barricade,
Image Acts of Political Authority in May
1968, Nero, Rome, 2021.

Michael Vahrenwald, Wolfgang Scheppe:
The People’s Trust, Kominek, Berlin, 2021.

Wolfgang Scheppe: Leaving an Island (Lawrence
Weiner's farewell), Kéln, 2022.

Bastiaan D. van der Velden: De la Nouvelle
France a la brasserie Zimmer, La dérive
d’André Breton et Nadja, Hamburg, Heer
len, 8. Salon, La Société Protectrice des
Enfants Martyrs 2023.

Bastiaan D. van der Velden: Documenten rond
Gerard Sanders, Heerlen, De Bij 2024.

Wolfgang Scheppe: Kent & Kentridge, Venice,
Arsenale Institute 2024.

Bastiaan D. van der Velden, Wolfgang Scheppe:
Babeuf, Hamburg, Heerlen, 8. Salon, La
Société Protectrice des Enfants Martyrs
2026.
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CURATORS

WOLEGANG SCHEPPE, born in 1955, is a
German philosopher, author, and curator who
has lived and taught in the United States,
Switzerland, and Italy since 1996. He studied
philosophy, literature, theoretical linguistics,
and art history at Ludwig-Maximilians-Uni-
versitit, LMU, Munich, where he received his
doctorate in 1978 with a dissertation on the
philosophy of language.

His theoretical work often manifests in exhi-
bitions known as “theory installations.” Since
2009, he has directed the Arsenale Institute

for DPolitics of Representation in Venice, which
emerged from the IUAV University and was
founded together with Lewis Baltz. His ex-
hibitions have been shown internationally,
including in New York, Rome, Munich, Venice,
Prague, Zurich, Dresden, Hamburg, and Berlin.

The long-term research projects he initiated
and carried out have resulted in books such

as EndCommercial (2002), Migropolis (2009),
The Things of Life / The Life of Things (2014),
Logical Rain (2014), Supermarket of the Dead
(2014), Die Vermessung des Unmenschen
(2016), The Most Dangerous Game (2018),
and Taxonomy of the Barricade (2021). He has
published on artists such as Guy Debord,
Lawrence Weiner, Douglas Gordon, and
William Kentridge. His works have been
honored with numerous international prizes
and awards. In 2010, he conceived the British
Pavilion at the Venice Biennale.
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BASTIAAN D. VAN DER VELDEN, born in

1970, studied law at Maastricht University
and earned his Ph.D. from the University of
Amsterdam in 2004. He held the position of
Associate Professor at the University of the
Netherlands Antilles in Curagao. Since 2007,
he has provided expert advice to the Island of
Bonaire, the Province of Limburg, and various
non-governmental organizations on language
policy, with a specific focus on preserving
Papiamentu and Limburgish.

From 1989 onward, he has published a wide
range of materials, including magazines, post-
cards, leaflets, and books. His primary interest
lies in the history of the avant-garde, where

he avoids broad generalizations and instead
emphasizes meticulous philological research on
crucial minutiae.

He has curated and participated in numer-
ous exhibitions on topics such as Apollinaire
(Bahnhof Rolandseck, Germany), Surrealism
(Centraal Museum, Utrecht), Alfred Jarry
(Museum van Loon, Amsterdam), André Bre-
ton’s book Nadja, the revolutionary Gracchus
Babeuf, the Paris Commune of 1871, Arthur
Cravan, and the events of May 1968 in Paris.
Comprehensive catalogues have accompanied
several of these exhibitions. His most recent
research in legal history focuses on the pri-
vate-law aspects of slavery in the Dutch Re-
public and its colonies (published by Francis &
Taylor, 2026).



THE INSTITUTIONAL BODY

The Arsenale Institute for Politics of
Representation is an international research
institution for cultural studies and political phi-
losophy in Venice, Italy. It focuses on pictorial
politics in different areas of social communica-
tion, the media and the arts. Special emphasis
is given to the study of image criticism in the
avant-garde of the early 20th century.

The institute grew out of the Class on Politics
of Representation at the ILAV Universi-

ty in Venice. It was founded in 2006 by the
American conceptual artist Lewis Baltz, the
then-dean of the faculty Marco de Michelis,
and philosopher Wolfgang Scheppe. In 2009,
it became an independent entity under the
direction of Wolfgang Scheppe known for

his image critical work since the 2002 project
Endcommercial. The institute began exhibiting
in its current location, the Marinaressa spaces
at the Riva in Venice, in 2017.

The Arsenale Institute’s archive contains an
extensive research collection of the avant-
garde movements of the early 20th century,
with a focus on documents and works by the
Futurists, Dadaism, the Surrealists, Belgian
Revolutionary Surrealism, the Lettrists ,

the Situationists, Raymond Roussel, Marcel
Duchamp and Paul Nougé. The Institute’s
library and archive are available to research for
scholars and students upon request.

FOUNDING MEMBERS

Lewis BArTz
MARCO DE MICHELIS
WOLFGANG SCHEPPE

DIRECTOR

WOLFGANG SCHEPPE

TREASURER

RUDIGER KRUSE

RESEARCH ASSISTANTS / STAFF

RitA FORTIN

ELENA DI BATTISTA

Z0é WISMETH
MARIAVITTORIA CHILOVI
ViICTORIA BARNDEN
Max GLADER

CAROLINA GRIS

MARIE LETZ
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ADVISORY BOARD

ALEXANDER ALBERRO
Virginia Bloedel Wright Professor of Modern Art,
Barnard College/Columbia University.

KarL-HEINZ LUDEKING
Emeritus Dean of the Faculty of Fine Arts,
Professor of Art History and Art Studies at
Berlin University of the Arts, UdK.

STEFANO CHIODI
Associate Professor,
Universita degli studi di Roma Tre.

AURELIE VERDIER
Curator, Centre Pompidou,
Musée National d’Art Moderne, Paris.

BiLL SHERMAN
Director,
Warburg Institute, London.

JULIEN ZANETTA
Associate Professor,
Universita Ca’ Foscari, Venezia.
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PARTNERSHIPS & COLLABORATIONS [SELECTION]

- ApA, ARCHIV DER AVANTGARDEN, Dresden

- ARCH+, Berlin

- IARENGARIO STUDIO BIBLIOGRAFICO, Gussago
- BEVILACQUA LA MASA, Venezia

- BIENNALE DI VENEZIA, Venezia

- Tue Britisa Counciy, London

- BUNDESMINISTERIUM FiIR VERKEHR, Berlin

- MAcro, CONTEMPORARY ART, Roma

- MOMus, PHOTOBIENNALE, Thessaloniki

- Muste CARNAVALET, Paris

- COMUNE DI VENEZIA, Venezia

- DOX, CENTRE F. CONTEMPORARY ART, Prague
- FONDATION CARTIER, Paris

- FONDAZIONE OLIVETTI, Roma

- GAGOsIAN GALLERY, London

- GALERIE RUDIGER SCHOTTLE, Miinchen

- GALERIE VAN DE LOO, Miinchen

- GALLERIA L1A RUMMA, Napoli / Milano

- GOODMAN GALLERY, Johannesburg

- Hatse CaNTZ, Berlin

- Haus per KuNst, Miinchen
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- Hauser & WIRTH, Ziirich

- HKW, Haus pER KULTUREN DER WELT, Berlin
- JOHANN JACOBS MUSEUM, Ziirich

- KENTRIDGE STUDIO, Johannesburg

- LAWRENCE WEINER ESTATE, New York

- LissoN GALLERY, London

- MAcro, Musto D’ARTE CONT., Roma

- MaI 36 GALERIE, Ziirich

- MarION GOODMAN GALLERY, New York

- MERVE, Leipzig

- Museum & ReSEARCH FOUNDATION, Dresden

- NERO PUBLISHERS, Roma

- REGEN PROJECTS, Los Angeles

- SCHEIDEGGER & SPIESS, Ziirich

- SKD, STAATLICHE KUNSTSAMMLUNGEN Dresden
- STEIDL VERLAG, Gdttingen

- STOREFRONT F. ART & ARCHITECTURE, New York
- Stupio BruNo ToONINI, Gussago

- THE OFFICE, PERFORMING ARTS + FILM, New York
- UNIVERSITA TUAYV, Venezia

- VERLAG WALTHER KONIG, Koln

EXHIBITIONS [SELECTION] p13
2002 Endcommercial
Storefront for Art & Architecture, New York
2009  Migropolis
Bevilacqua la Masa, Venice
2010  Done-Book
12th International Architecture Biennale Venice, The British Council
2014 The Things of Life / The Life of Things
SKD, Staatliche Kunstsammlungen Dresden
2014  Logical Rain
SKD, Staatliche Kunstsammlungen Dresden
2015  Supermarket of the Dead
SKD, Staatliche Kunstsammlungen Dresden
2015 Arthur Cravan, Die Kunst, die Kunst —ich pfeife auf die Kunst
8. Salon, Hamburg
2016  Surveying the Non-Human. On the Aesthetics of Racism
SKD, Staatliche Kunstsammlungen Dresden
2016  The Soul of Money
DOX, Prague
2017 Sacred Goods / Heilige Ware
Johann Jacobs Museum, Zurich
2017 Tous Contre le Spectacle
Marinaressa, Venice
2018  The Most Dangerous Game
HKW, Berlin.
2019  Hey Psycho! Douglas Gordon, Florian Siissmayr
Marinaressa, Venice
2020  Paul Nougé, Non voloir
Marinaressa, Venice
2021 Paul Jaray and the Necessity of Form
Marinarezza, Venice
2022  The Language of Lawrence Weiner
Marinaressa, Venice
2022 Und dennoch gibt Babeuf sich nicht geschlagen
8. Salon, Hamburg.
2023  Barrikadenwetter
MACRO, Roma
2024  WirLiam KeNTRIDGE, Self-Portrait as a Coffee-Pot
Marinaressa, Venice
2024  Fapio Mauri, The Langugae of War
8. Salon, Hamburg
2025  Architecture of the Barricade

Marinaressa, Venice
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Snuzo TAKIGUCHI, Research on Marcel Duchamp,
in: Bijutsu Techo, no. 183,

Tokyo, Bijutsu Shuppan-sya Co. Ltd, January 1961.

Arsenale Institute for Politics of Representation - Castello,1430/A - RivadeiSette Martiri - 30122Venezia - www.

SOME EXHIBITS
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Snuzo TAKIGucHI, Duchamp’s Rotorelief,
in: Bijutsu Techo, n0.106,

Tokyo, Bijutsu Shuppan-sya Co. Ltd., March 1956.
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. PRIERE
DE
TOUCHER

|
| 50Francs. |

e L

Cotte eouverture originabe est la reproduction de Nerigisal d'une comverters

Ersa VON FREYTAG-LORRINGHOVEN, Portrait of JosepH STELLA, Portrait of Marcel Duchamp, in: ANDRE BRETON (ED.), Le Surréalisme en 1947 : Expo- NoOEL ARNAUD; CHRISTIAN DOTREMONT, Surréalisme
Marcel Duchamp, in: Liftle Review, Miscellany Num-  Little Review, Stella Number, Winter 1922, Margaret, sition Internationale du Surréalisme. (Pierre a Feu, Révolutionnaire (ed.): Le surréalisme en 947.

ber, Winter 1922, Margaret, Anderson; Jane, Heap Anderson; Jane, Heap (ed.), The Little Review / Maeght Editeur, Paris, 1947). Patalogue officiel de I'Exposition Internationale du
(ed.), The Little Review / Shakespeare & Co, New Shakespeare & Co, New York City, 1922. Surréalisme, (Pierre & Paul, Groupe S.R., Paris, 1947).

York City, 1922.
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SOME EXHIBITS

i

den forfulgte unge pige
af glséle prassinos [1935)
ity peassings, purng digeerinde. fodi i belgies.

En ung pige, dee laa i sin seng, var bange for, at en sommerfugl
han havide set om morgenen skulde vakke hende, For hun ligde sig. |
havde hun trukket lige nyplukkede korvelblade pas en snor il o
halshaand, hvor hun ind imcllem havde anbragt nogle smaa marier
hans af mat glas med siriber af gul voksdig. Hun var mseges stolt
af det halshaand o tankie, at sommerfuglen nok ikke vilde vowe
at rore hende, naar den saa, hun ikke var alene.

Den kom nu alligevel. Man saa paa vinducsruden genskinnet of
en blykugle med to lange horm af bronceret celluloid. Saa roste
miden paa sig, og saa saa man ikke mer. Den unge pige sav ind . . _

Da hun vaagnede (fordi en af hendes fleminger havde losner
k) havde ruden igen indtaget sin plads i vindues. Men nu saa hun
en lille hul glastemning fuld af vand, hvor der svommede en bunke
smaa sefl ler rundr, det af 1 Hun vilde
s1a2 op for at gore en ende paa dette abskyelige syn: men vinduet
lukkede sig ganske af sig selv foran hende uden en lyd . . . .

San shog hun en ordentli latter op og lagde sig igen; bun mo
rede sig saadan, fordi hun troede, sommerfuglen war blevet klem
inde mellem karmen og vindust. Og hun puttede sig langt ned i
tapperne for at beskytte en lille duesizl, hun bolde | Favnen.

To timer cfier vaagnede hun iges, fordi duesjxlen havde taget
flugten. Hun forfulgte den lige hen bl vinduet; men dér standsede
hun med et ryk, fordi vinden tog fat | hendes haar, Hun stirrede
Paa ruden og san en lille sypelig porre, der oppe | toppen var fuld
af mbdder og torre pletter. Gvervarldet af forundring Lygde den unge
pige sig 323 lang hun var pas marmorgulvet og lukkede ojnene . . .

Farst after tre dages forlob asbnede hun dem igen,

Paa vinduct, der var blevet staende asbent, saa hun blykuglen,
elastamingen og den e parre give hverandre haasden. De dansede
yndefuldt og loftede benene i take,

Et ajeblik efter var de forsvundee. Vinduet lukkede sig igen, og

lange borte i det fame harte man, som af L
SRt yden af et regnvejr, en

154

BJERKE-PETERSEN (ed.): Surrealisme en Paris,
in: Konkretion, magazine, double issue no. 5-6
(Fischer’s Forlag, Copenhagen, Oslo and Stockholm, 1936).

Arsenale Institute for Politics of Representation - Castello,1430/A - RivadeiSette Martiri - 30122Venezia - www. com -

SOME EXHIBITS

SHuzo TAKIGUCHI, TIROUX YANAMAK (ED.): Album Surrealiste.
(Mizue, Tokyo, 1937).
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LitTErRATURE (Nouvelle Série), no.7 (Paris, December 1, 1922),
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SOME EXHIBITS

Kay Bovie: Avalanche. (NY, Simon & Schuster, 1944).
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ANDRE Breton: Clair de Terre. (Paris, 1923).



ARSENALE INSTITUTE AT MARIANRESSA p22 ARSENALE INSTITUTE AT MARIANRESSA p23

ARSENALE INSTITUTE AT MARINARESSA
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GucLietMO CIARDI, (1842 — 1917), Arco, 1911

ANON., Wood engraving, San Biagio, 1893

Bt L

GuaGrLieLMO CIARDI, (1842 — 1917), Arco, 1911 James MCNEIL WHISTLER (1834 — 1903), Etchings from the Second Venice Set, San Biagio, 1886
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v ( Spuiere )

ANON.,, etching, Cantieri (Squeri), ca.1780 ITALICO BRrASS, Marinaressa, 1913 JOHN SINGER SARGENT (1856 — 1925), The Marinarezza, 1880-1881

WiLLIAM TurNER (1775 - 1851), Looking across the Bacino di San Marco at Sunset from near San Biagio, 1840 ITALICO Brass (1870 — 1943), Fuochi a Castello, 1914
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THE ARSENALE INSTITUTE'S ARCHITECTURE — MARINARESSA

THE LANGUAGE OF LAWRENCE WEINER, 2022
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THE ARSENALE INSTITUTE'S ARCHITECTURE — MARINARESSA ARCHITECTURE OF THE BARRICADE, 2025
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WILLIAM
KENTRIDGE

SELF-PORTRAIT
AS A COFFEE-POT
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Marcel Duchamp was not enigmatic.

He articulated his theoretical understanding of art
with utmost clarity, and maintained this position
consistently for more than half a century.

At its core, he believed that the spectator gives
meaning to the artwork, while the artist is merely a
“mediumistic being”, not cognizant of what his
intuition brings forth. Significance is a societal
yield. Authorship, accordingly, resides in reception.

The Arsenale Institute’s project takes this concept
seriously, transforming the way Duchamp’s ceuvre
and legacy are understood.
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