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Duchampian idiom., Seven circles of debris on the floor contained the
remains of glass molds of various objects—an umbrella, a rope, a
broom, a borte, a hammer, a bag, and some books—thar had been
dropped from the gallery ceiling. The exhibition thus marked seven
destructions, Each time one of these “redeemed objects™ is displayed,
it is, necessarily, destroyed, Moreover, since Etienne Chambaud has
produced only eight casts of cach object, the amount of available
mstallation-destructions 15 limited; each presentanon of these molds
thus marks a seep rowards their rotal disappearance.

The exhibition’s ritle is a bilingual pun. Ir takes as s subject the
maost famous, or at least notorious, of Duchampian gestures or inven
tions: the readvmade. Rédimes, which in French means “redeemed,”
sounds like the English word readymrade; the readyv-made object is also
the redeemed objece. *To redeem is to diseribute, to undo, to undress
even, and therefore to strip bare,” the press release, which was writ
ten by the artist, said. “Hence, an Odyet rédimé: object amending
a fault, amending its own faule, or debt stripped bare? Here, debr is

paid in words.”

I'here were numerous further allusions to Duchamp, and not only

sidered a major

in the rest of this two-page text, which must be ¢
clement of the exhibition, not merely a supplement or inrroducnion,
I'he very material Chambaud used, of course, recalls the Large Glass,
191 5-23, while the specific act of breakng glass returns ro thar work's
shattering in transit in 1927; after piecing the fragments together
hetween rwo more panes, Duchamp declared the work complere, The
idea, |1ul forth i the press release, of the gallery as a “frame of inrer

ruption” for the falling, shattering glass reiterates Duchamp’s descrip-
tion of his own piece as a “delay in glass.™ Like Duchamp, the exhibition
in various ways straddled English and French: The objects, which the
arbst characrenzes as Frenc |'|. tor INAEANCE, are “framed” l.lI1|j|' m |'I1_L‘.|I'i!"|,
as each comes with a contract, in English alone, detailing the procedure

for its display. But beyond such details, Chambaud's overall straregy is
irself Duchampian, as is his tone: There is a kind of dryness and preci-
sion, and a reduction of visual and sensual experience balanced by a
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Given its coded grammar, and w |r|1|r'| its chosen conceptual parame-
ters, the exhibirion was fuent and convincing: the artise, who previ-
ously sometimes tended toward jauntiness, demonstrated an increase in
maturity and control, The show succeeded through the precision of its
gestures and the limitarion of its means. Nothing ourside the exhibition’s
self-se n._.u| zone of operation was indulged, and rheretore nothing
* S g||'- as well: The gallery, wiath its seven
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the single dominant gesture.
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