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I got to know Duchamp via this photocopy in Chinese and some other
materials I came across by chance here and there. I consider this kind of
“fragmentation” to be more reliable than “completeness.” I never think that it
is a problem that I cannot really understand Duchamp because I don’t speak
French. What is important is not discovering the real face of Duchamp, but what I
actually get out of him. I always benefit from all sorts of “misunderstandings” and

“distortions.” *

Huang Yong Ping
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FOREWORD

Talking about the influence of Duchamp on
contemporary art is a bit like debating the importance
of the Internet to contemporary life: it is everywhere, so
ubiquitous as to be either scarcely perceptible or glaringly
obvious. That China should number among the localities
where this influence has been felt is neither surprising nor
extraordinary. What is extraordinary is the fact that this
influence has played out over decades and generations,
while Duchamp’s work has never been comprehensively
exhibited here. The opportunity to mount the largest
exhibition of Duchamp’s work in China to date, and to put
this work into dialogue with positions from some fifteen
artists and groups of artists from throughout the Greater
Chinese sphere and across the past three decades, is for
the Ullens Center for Contemporary Art—an institution
founded on the premise of creating artistic exchange
between China and the wider world—an honor unlike
any other.

Duchamp occupies a special place in the Chinese
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imagination. Perhaps the absence of a direct encounter
with his key works goes further toward justifying the artist’s
famed disdain for “retinal” art; witness here can be borne by
the mind instead of the eye, even from a hemisphere away.
Throughout the artistic awakening of the 1980s and onward
through the subsequent decades, Duchampian insights and
strategies appear and reappear. For an artist like Huang
Yong Ping, working in the Dadaist spirit in 1980s Xiamen,
Duchamp was a radical departure point, for Ai Weiwei, who
brought news of his encounter with Duchamp’s work back
from New York to Beijing in the early 1990s, he was more of
a humanist paragon. Even today, with books such as scholar
Wang Ruiyun’s 2010 Duchamp Biography—a volume which
has garnered a large and loyal following not just inside the
art world but among Chinese intellectuals more generally—
there is a feeling that there is something ineffably familiar
about this notary’s son from Rouen, France.

The epigraph above, drafted by Huang Yong Ping in
preparation for his 2005 retrospective “House of Oracles”
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FOREWORD

at the Walker Art Center, resonates almost too perfectly
with the story of contemporary art in China. While Huang,
whose artistic sensibility has been heavily and directly
influenced Duchamp and Dadaism, is speaking of his
own personal encounter, the dynamics he evokes—of the
necessary poetics of distortion and mistranslation—could
apply to countless artistic encounters during the decades
when art in China found its grounding, some of which
continue even today. It is in this spirit that we have collected
such a wide range of responses to Duchamp from artists
throughout China, and juxtaposed them with a collection of
works by Duchamp which centers on a work that is itself a
collection of works by Duchamp—his famed Boite-en-valise.
Putting this exhibition together was no small task
and I must here first thank our curators, Francis Naumann
and John Tancock, for their extraordinary diligence and
generosity. The vast majority of the Duchamp works
in the exhibition come from the personal collection of
Francis Naumann, and it was his urge to show Duchamp

B, bR FREES ., ERAFXARM, RINPEE
ARG RS T BT AL R 15, 4 S 55k 1 4
AIFEL, T AR rh FR i AR B 11 i A LB 0 A Bt — AL
fEanE——fE R FRA R T

BARZMEN M REAEIESF, ELRE SRR B
3T - B2 5 R R, AT Rl — AR A i o SRR R
LB A ok B TP ST - B R A FANBOR,  IE RS R SRR
AL, XATUH ARG 3, oA A sE &l A
TR EEREdt. FOERICRER SRR ME—T LSRR S AL R Ah
PIERATS B GER A, AR AL EARTE TR AR
RN TALM PR, EOREE ML HERORETT R 2 508 M
SR, RARGE T BRI S ERARIZHE SRR S E 2
FEEARGR , DA Bl 91 T ST A AR DLARAAUE 7 149 R i AR SR AT -

009



_010

in China that initiated the project, and his impassioned
expertise that has pushed it along. John Tancock, surely
the only person in the art world who can claim to have
engaged firsthand with both Duchamp as a curator at the
Philadelphia Museum of Art in the 1970s and with China
as an observer and participant in the Beijing scene since
the 1990s, has adeptly pinpointed not only key works by
professed Duchampians like Huang and Ai, but newer
positions from artists who have borne out this influence
in more recent years. He has neatly sewn these into a text
that teases out their connections—much as he did for

an earlier generation of Duchamp-influenced artists in
the 1973 text, which is also reproduced here. I must also
thank UCCA Curator Paula Tsai for her skillful work

in taking the curators’ premises and making of them a
beautiful visual text. Laura Tucker has smartly guided this
publication to completion, and Gao Gao and Fiona Qi
have been instrumental in securing significant sponsorship
in cash and in kind. In that regard, Bérénice Angremy,
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Natacha Rivas, Eliska Klimova, and the teams of the
French Embassy in Beijing, Institut Francais, and Festival
Croisements for their astute support. And of course the
hard work of the entire UCCA staff, under the dedicated
leadership of CEO May Xue, has made this into the sort of
institution where an exhibition like this can happen.

In the end, while it is exciting to explore the
importance of Duchamp in China, it is even more exciting
for China to partake, through Duchamp, in a larger
contemporary conversation. Today as the global art world
takes yet another Duchampian turn—as evidenced by
recent exhibitions like the Philadelphia Museum of Art’s
“Dancing Around the Bride” which traced his influence on
Robert Rauschenberg, Jasper Johns, Merce Cunningham,
and John Cage—China finds, through Duchamp, a new
point of connection with a set of ideas and strategies that
seem as relevant today as they were revolutionary a
century ago.
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