
of a brush or a pot with a hole in it on to a 
large canvas stretched on the floor around 
which he danced in a frenzied, shamanistic 
way using precise and controlled movements. 
The ‘drops’ did not fall in a random way. They 
traced the movements made by the artist. 
For Pollock, the gestures he made while he 
painted created part of the work. The ‘Drips’ 
encapsulated the actions of the painter.

Simon Hantaï – pliage (folding)

During the 1960s, Simon Hantaï worked on 
the floor with uncompromising physical 
commitment, just like Pollock. However, 
instead of dripping, Hantaï used a systematic 
method of twisting and colouring. From 
‘wrinkled - coloured - smoothed’ to more or 
less complex patterns of knots and folds, he 
let the material decide the final result through 
the haphazard results of the process.

François Morellet – lignes (lines)

From 1950, François Morellet executed 
his paintings according to the rules of 
mathematics. A calculated formula 
determined where the lines were placed in 
his work. In the series ’10 lignes au hasard’ (10 

random lines), patterns were created by using 
a codified interpretation of the numbers in a 
telephone directory.

CHAPELLE
Robert Filliou – dés (dice)

Eins, un, one… 16,000 dice, or 96,000 faces 
all displaying the exact same result: ‘one’. 

Whatever the rules of the game and no matter 
who the players are, the result will always be 
the same. And the quantity of dice does not 
change anything either. It simply makes the 
sight all the more dizzying. Moreover, the 
way ‘Eins, un, one’ is displayed means it can 
be altered from one event to another. The 
dice can be randomly rolled, displayed in the 
shape of a mandala nine metres long or even 
laid out to be viewed ‘one’ by ‘one’.

Gerhard Richter - colour chart

60,000 dice were placed on the ground. Six 
shades of grey replace the dots on the six 
faces of each dice. The different grades of grey 
correspond to the six shades of grey in the 
black and white photograph of an avalanche.
They were initially placed so that they 
reproduced the photograph pixel by pixel 
(or dice by dice) to create a pixelated effect. 
However, none of the dice are fixed in place. 
Their stability is left wide open to accident. 
Chance is free to change the appearance of 
the present piece of work which is, in fact, 
forever in the process of being completed.

Please look for 
the French version 
to find out about 

the event calendar

PRACTICAL INFORMATION

Centre de la Vieille Charité

2 rue de la Charité, 13002, Marseille
Opening times: 

Tuesday to Sunday 9.30 am to 6.00 pm
Information and detailed programme: 

Tel: +33 (0)4 91 14 58 56 - www.musees.marseille.fr
Prices: full price: € 12 / concessions: € 8

How to get there: 
Metro M2 - Joliette stop

Friche la Belle de Mai

41 rue Jobin, 13003, Marseille
Opening times:

Friche la Belle de Mai: Wednesday to Friday 2.00 pm to 7.00 pm, Saturday and 
Sunday 1.00 pm to 7.00 pm

Information and detailed programme:
Tel: +33 (0)4 95 04 95 95 - www.lafriche.org

Prices: full price: € 5 / concessions: € 3
The combined ticket (Centre de la Vieille Charité & Friche la Belle de Mai) allows 

the public to enjoy access to both exhibitions for the single price of € 14
How to get there:
Metro M1 and M2 

Gare Saint-Charles stop or Cinq Avenues-Longchamp stop
Tram T2 - Longchamp stop 

Buses 49 and 52 - Belle de Mai La Friche stop

Curators:
Xavier Rey, Director 

of the Museums of Marseille
Guillaume Theulière, 

curator at the Cantini museum
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ROOM 1  

FROM CHANCE TO THE SUBLIME
Blots, colours, accidents, chemical reactions, 
mathematical methods, random results… From 
the second half of the 19th century, artists have 
embraced chance when creating, relinquishing 
the need to master technique, subject matter or 
theme in their work.

IN THE WAKE OF CHANCE

Is chance not at the heart of nature's 
creations?  It is true that there is nothing 
more natural than letting chance play its 
part in the creation of a work of art. And, 
as shown in the late 19th century, why not 
indulge in imitating nature?
This is the approach used by George Sand 
in her ‘Dendrites’, Edgar Degas in his 
monotypes and Victor Hugo in his ink blots. 
Different processes led to the emergence 
of sombre or colourful combinations. 
The artist could then reveal a landscape 
or human figure by adding or enhancing, 
if desired, features to accentuate their 
interpretation.

WORKS

Victor Hugo – Ink blot

Victor Hugo’s fascination for the afterlife and 
spiritualism combined with the hypnotic 
attraction of the ocean during his exile on the 
Channel Islands. The table-turning seances he 
attended resulted in drawings which gave free 
rein to chance. Ink was allowed to drip from his 
pen on to a sheet of paper. The blots were then 
interpreted by picking out certain elements 
which suggested the shapes of plants, animals, 

figures or landscapes. It was the most intimate 
expression of his soul.

CHANCE AND MODERNITY

This approach was used increasingly by 20th 
century artists. Although music and poetry 
were being interpreted through the prism of 
chance, the Ready-mades* by Marcel Duchamp 
pushed the boundaries of experimentation 
even further. Even photography, that medium of 
representation, was included. Man Ray went on 
to produce shots without even using a camera 
and avoiding any face-to-face contact with any 
subject.
*Ready-made: an everyday manufactured object 

elevated to the level of a work of art by the artist’s 

discretion alone.

WORKS

Man Ray -  rayogram
The process of what Man Ray termed as his 
‘Rayograms’ is described as follows‘ [..] In Paris in 

1922 [...] while developing photos in his darkroom, 

he placed some objects ‘without thinking’ on 

some damp sensitive paper and switched on 

the light. Suddenly ‘under [his] very eyes, an image 

[took] shape’. These ethereal prints, shaped by 
direct light and surrounded by the blackened 
sensitive paper, caught the public’s imagination 
and that of his friends in the Dada movement, 
Pablo Picasso and Jean Cocteau, affirming 
his position as a true artist. (Extract from the 

catalogue. LB)

Marcel Duchamp - 3 Standard Stoppages

What would happen if an artist could capture 
chance, trap it in a template and preserve it?
In 1913, Marcel Duchamp addressed these very 
questions with his 3 Standard Stoppages. 

The work was the result of several stages. 
To begin with, three panels were painted in 
Prussian blue and placed on the floor. Then, 
Marcel Duchamp dropped a metre-long thread 
on to each one. The fallen threads all created 
shapes on each panel. Finally, three wooden 
templates were made by following the lines of 
each thread. As a result, Duchamp managed to 
create his ‘templates of chance’.

ROOM 2

THE LAWS OF CHANCE
For some artists, chance went beyond 
intellectual and artistic experimentation. It was 
considered a force which governed creativity.
As a result, for the Dadaists, it could be 
shrouded in spirituality. Francis Picabia, for 
example, saw the Virgin Mary appear in a jet 
of ink.
Chance for the Surrealists, according to André 
Breton ‘was the manifestation of the expression 

of external necessity which makes its way into 

the human subconscious’. The debris from 
unconscious, everyday actions and random 
coincidences then become artefacts, reflecting 
the deepest aspects of man and society.

WORKS

Jean Arp - Torn paper

In 1932, Jean Arp tore up one of his drawings 
with which he was not satisfied.  He threw 
the pieces on to the floor. However, they did 
not end up in the bin. He stuck the pieces to 
a canvas, arranged in the same way they 
had been left on the ground by chance as 
the result of being torn up and thrown down. 
With his Torn Papers, Arp re-enacted the event 

using different colours, types and amount of 
paper. He set out his premise as follows: ‘We 

don’t want to replicate nature. We don’t want 

to reproduce it, rather we want to create like a 

plant creates fruit. ’

Max Ernst – frottage (rubbing)

The texture of everyday materials contains the 
shape and secret of their structure. Creatively 
speaking, the human eye can make out the 
veins of a leaf or the weft of fabric in the grain 
on a floorboard. To create his ‘frottages’, Max 
Ernst placed a sheet of paper on the desired 
surface. He then rubbed graphite across the 
surface and captured the pattern that until 
then had been trapped in the texture. As a 
result, plants, animals and figures with varying 
degrees of fantasy appeared as if in a dream. 
By applying the mechanisms of automatic 
writing to pattern, the artist became the 
conduit to a hidden world.

Cadavre exquis (exquisite corpse)

The following definition can be found in the 
‘Dictionnaire abrégé du surréalisme’ (abridged 

dictionary of surrealism): ‘A game using folded 
paper where a sentence or picture is created 
by several people, without them being able 
to see what the previous person has written 
or drawn[…].’  Each person's skill is blurred by 
random chance. Chance is the only thing which 
is in control of the blindly produced collective 
result. The outcome is an image which is a 
combination of fantasy, the absurd, the strange 
and the phantasmagoric.

ROOM 3

CHANCE AND REALITY
Consumerism became a key subject for post-
war artists. It provided new materials and new 
ways to best portray the questions it raised. 
Chance remained a driving force behind 
creativity. However, the artist took control and 
remained in charge of their own work.

WORKS

Arman - ‘poubelle’ (dustbin)

At the end of the 1950s, Arman abandoned 
abstract painting and became interested 
in everyday objects. In his ‘Poubelles’, he 
examined consumerist society and its excesses 
by focussing on the idea of the ‘ready-made’. 
He enclosed indiscriminately chosen rubbish 
resulting from mass consumerism in a glass 
or plexiglas box. Chance, to a greater or lesser 
extent, chose what was included and how it 
was arranged. In 1960, he responded to Vide 
(Void) by Yves Klein (1958), with his ‘Le Plein’ 

(Full-up) at the Iris Clert gallery. The gallery 
was filled with rubbish. Its profusion and 
overwhelming preponderance highlighted the 
fragile nature of affluent society.

César – compression

At the end of the 1950s, the need to recycle 
outdated machinery such as cars required 
new methods to store and transport the 
remains. Hydraulic presses could reduce the 
volume of the waste into simple blocks.
César saw a new method of artistic expression 
in this. His first compressions were the result 
of chance and the press itself. Later on, César 
intervened by adding pieces of metal to the 
mass which he had chosen for their colour. 

However, he still allowed chance to play a 
role by deciding where these additions of 
colour were placed in the sculpture.

Niki de Saint Phalle – Tirs (Shooting)

 From 1961 to 1963, Niki de Saint Phalle created 
work characterised by great violence and a 
keen sense of spectacle. Bags of liquid colour 
where fixed to boards and then the whole 
thing was covered in plaster. The surface, 
which sometimes contained everyday 
objects, looked immaculately white. During a 
‘happening,’ the artist then shot the work with 
a gun in front of an audience. The impact 
caused the plaster to shatter. If one of the 
bags was pierced, the paint ran haphazardly 
across the contours on the surface, creating a 
new work of art. Niki de Saint-Phalle fiercely 
highlighted her status as a woman in the very 
masculine art world of the 1960s.

ROOM 4

RANDOM BREAKS
With the Cold War, the conquest of space 
and the nuclear arms race, etc. the world 
and humanity had never appeared so fragile. 
In this tense, rational and nihilistic context, 
many artists were attracted by existentialism. 
Painting became predominately about motion. 
The act of ‘painting’ became the ultimate 
expression of an artist’s uniqueness.

WORKS

Jackson Pollock – dripping

Dripping as in the verb ‘to drip’. Jackson Pollock 
used this technique from 1947 onwards. He 
allowed liquid paint to drip from the end 

Ink blots by Victor Hugo, an indistinct monotype print by Degas and 
the poem ‘A Throw of the Dice will Never Abolish Chance’ by Mallar-
mé all display the exhilaration behind making art. In contrast to the 
way art is taught, artists free themselves from the rules of repre-
sentation and allow chance to play its part in the creative process 
of producing a piece of work. The accidental, the unpredictable, 
chance discoveries, unintentional forms, colours and compressions 
produce a repertoire of free forms which lead to the sublime found 
in the ambiguity of movement.

From ink blots to clean lines, automatism to mathematicism, the 
‘Par hasard’ exhibition presents in two parts a chronological ana-
lysis of chance as a creative process through the most important 
movements and artists from the second half of the 19th century to 
the present day.

Organised chronologically, the exhibition at the Centre de La Vieille 
Charité focuses on showcasing the various techniques artists expe-
rimented with from 1850 to 1980. 

The exhibition is continued at the Friche la Belle de Mai, where 
contemporary works from 1970 to the present
day are displayed. This second exhibition comprises 12 sections: 
Dice / Order / Disorder / Prints / Breaks / Burns / Water /Mould / 
Contact / Dust / Play / Music.


