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Holmes continues that Laforgue's earliest writings refer to Schopenhauer - as
indeed to Hegel - with familiarity. Edouard von Hartmann came later, and was for
Laforgue both a comforting and a liberating presence; comforting, because he
provided a world view that, pessimistic though it was, amounted to a system
( Philosophie des Unbewussten. Fr 1877): and liberating, because von Hartmann set
art firmly in the realm of the unconscious, beyond the power of human reason. For a
poet who needed to break new aesthetic ground, this was a kind of salvation.

This reference to von Hartmann's work rehearses a subject much more
pertinent to our thesis, our final subject and primary focus, Duchamp's 1912 sojourn
in Munich.

That von Hartmann's outline " of the three stages of human illusion (the first
that happiness can be attained by the individual in this life, the second that it can be
obtained in an afterlife, and the third that it will be attained in some future state of the
world's evolution) ...would have been generally acceptable to him (Laforgue) in
1880", *! would have also been highly acceptable to any esotericist adhering to
Rosicrucian and Theosophical doctrine, goes without saying. Laforgue's poetry,
represented by his first volume, Le Sanglot de la terre (1880-2), claimed by Holmes
as " just as much as Baudelaire's, dependent on capturing the moment, (since)for
Baudelaire, the ephemeral was the necessary path to the absolute: for Laforgue, it was

(122) thus provides a model for the contingent pieces

the substance of art as well",
d'occasion making up Duchamp's oeuvre, at least from the time of his wedding gift to
his sister.

Given our earlier qualification of the differences between their aims, we must
bear in mind that here that Duchamp was never a poet, that he gives up art at this
time, detaching himself from the professional orbit, and aesthetic aims, of Apollinaire
and Co, immediately after painting his to-be-rejected, Laforguian, Nude. After
Munich he moves away from the milieu at Neuilly, to the Rue Saint-Hyppolite.
Finally, Duchamp alone privileges Laforgue and Roussel.

One of Holmes' observations apropos Laforgue would certainly appear to
confirm Moffit's identification of the modernist ideology which would inevitably have
circumscribed Duchamp's aesthetics, as follows. The Moralités Légendaires consist of

(23) as must any retelling of myth, a modern and realistic

two contrasting elements
element, and a legendary and imaginary element, elements appearing in Duchamp's

works as actual content and its allegorical appearance. Holmes tells us that Laforgue
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called the stories de vieux canevas brodés d'dmes a la mode - which seems a fair
enough description of a hermetic allegory dressed in the colours of a modern old
master, a Futurist académie, so to speak. That the later poems offer parallel contrasts
between the immediate and modern, conveyed in the main narrative, and the literary
and mythical, conveyed by metaphor and inter-texuality, seems, again, to make the
same point.

And apropos his enthusiasm for the work of Bécklin, whose bizarre and
anachronistic mythological figures influenced not only Laforgue's verse, but also, and
more obviously, his Moralités Légendaires, one notes here that Duchamp's European
tour of 1912, using Munich as base, can from the outset be understood as a tour of the

most prominent galleries housing Bocklin's work.

Observations suggesting parallels in technique abound, from page 110
onwards, such as the following examples evoking the catechismal practice required

for the interrogation of Duchamp's post-1912 productions.

In their narrative and mode of presentation of character, we see that Laforgue's
narrator clearly directs his observations to his reader, keeping himself well in view, so that his
sensibility remains the final impression of the stories, as it is of the poems. This establishes an
early familiarity with the reader, and the style of his stories, as of his verse, frequently has the
intimate character of speech and a deceptive appearance of spontaneity. The narrative voice
comments, enumerates, questions, and is both unfailingly courteous and at the same time
elusively flippant.

The short stories offer, therefore, a self-conscious dialogue with the reader,
the interior monologue of two or more voices of the self.

Others evoke the Rousellian devices of synonym, antonym, homophone and
homonym functioning as inter-textual hinges between fields to construct a stratified

form which would today be described as hypertext:

The technical devices of poetry abound: the rhetorical question, the theatrical aside,
apostrophe, parenthesis, enumeration, and that particular use of repetition that consists of the
recapitulation of a word as basis of its further development, which Laforgue used so
frequently in the Moralités that his publishers frequently cut it out.

In the seventh and eighth of the Derniers Vers (one) can easily see the importance of
something very like the recurrent Wagnerian motif, each motif develops through the poem -
that is, follows a modulated sequence. Whilst the motifs are contrasted with each other, they
also interrelate, introducing or provoking one another.!*?

As our analysis of the character of Roussel's method demonstrates, the fact
that while Duchamp's aims were not compromised by the need to attempt to express

personal feelings, the techniques described here were none-the-less not denied the
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status of a perfect tool, as his use of "formulas constantly repeated", rather than

"possession" of language, bears out;

The narrator in the Derniers Vers visibly confronts the difficulty of attempting to
express personal feelings in a language created by others, as formulas constantly repeated, a
language that he cannot 'possess' but merely 'use'. Trite idées regues exemplify the state of
affairs, seeming to destroy any potential that language might have for self-expression.” ‘%

Further correspondences, iconographical, methodological, autobiographical
and content-wise, can be discerned in Laforgue's embodiment of his sense of himself
as the failed idealist, or idealist-turned decadent at once expressing and mocking his
disgust at life by his use the mask of Hamlet. This not only recalls the central motif of
Duchamp's drawing, but also suggests an element of stage-management apropos the
'rejection’ of his Nude by the 1912 Independents. In this light, Duchamp's later
acknowledgement, in a statement privileging Laforgue, that it was not the example of
Mallarmé, but Roussel, which had offered him a way out of Symbolism, seems
important. So the sense of failure embodied in Mallarmé's character reinforces, in the
light of Moffit's alchemical analysis of Laforgue's poem, an autobiographical

dimension to Duchamp's drawing and paintings.

This latter offers further evidence of correspondences, in this case,
iconographical, conflating the imagery of Laforgue, Mallarmé and Duchamp, plus
that of Browning. For example, Lamont tells us that every step that Mallarm¢'s hero
takes on the winding stairs "closes the lid of his coffin over his head, the steps are so
many lids, the walls which mirror his prison are the sides of the same coffin where he
longs to rest. He carries to his grave the sorcerer's book and in the other hand holds a
candle which he will blow out, a symbol of the extinction of life." (126)

Such iconographic correspondences can then be seen to implicate Southard's
ostensibly perverse identification of Browning's poem. For example, the " stranger
wherever he treads, accompanied at every step of his mysterious pantomime by a host
of private ghosts, Hamlet is the theatrical hero in a supreme sense, the Christ-like

n (127)

actor celebrating the ritual of self-immolation seems synonymous with

Browning's Miranda, and the atelier of " Laforgue's Hamlet, also a writer (who)
inhabits a tower surrounded by stagnant water; its Gothic furniture, tarnished mirror,
dusty books, discarded brushes and tools afford a perfect setting for one who juggles

with ideas, although clichés might be the more appropriate word", (128) recalls not only
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Browning's emblematic construction of his own studio, but also Duchamp's
capernaum in New York, stocked with equally desultory artefacts.

And the sense of a symbolist field of fugitive indexical images and values
characterising his mentors' works is close to the form of Duchamp's form and its
exegesis that Southard describes, in an exegesis inevitably representing the semantic
structure of the work susceptible to it; a work whose formal architectonics supports an
allegorical appearance mistaken, by the uninitiated, for that very form itself,
producing an illusionistic aesthetic upon which so much Duchamp criticism has

subsequentlly been grounded.

This substantiation of Southard's linking of Duchamp with Browning, here
via literary aesthetics, which now appears to have some foundation, is in fact
reinforced biographically, since the date of the first Mellerio case, 1872, also marks
the date of the birth of Duchamp’s cousin, Marguerite, the daughter of his father
Eugene’s brother Mery, whose name, since it rhymes homophonically with the name
of the photographer whose work inspired the style of Duchamp’s Nude of 1912, Jules
Etienne Marey, would augment the formal stratification to the overall discourse
informing the Nude in Southard’s representation of Duchamp’s exegetic method.

But there is firmer ground than this.

As her father, a Parisian pharmacist, had been Marcel's godfather before, so
Marguerite became, in the year of her marriage, 1896, godmother to Yvonne, Marcel’s
sister: the Arbre Généalogique de la Famille Duchamp, ® tells us that Marguerite
Duchamp (1872-1956) married a certain Etienne Melerio( 1858—1936) in that same
year. But the Ephemerides entry, for June 2291919, tells us something more — that on
that day, and still in Buenos Aires, Duchamp is packing, in order to sail at three that
very afternoon. He is packing two items, the second of which is a circular tablecloth
he is bringing back for the same Marguerite Mellerio, in Paris, whose surname, like
that of Antonio, her namesake, is here spelled with the double ‘I’. This tablecloth has
been embroidered for her by her cousin in Buenos Aires, one of Zeo Enrico’s five
daughters. (Unfortunately, the Caumont and Gough-Cooper family tree does not
stretch as far Uncle Henry and Marguerite's five Argentinian cousins.)

Further, the family could also claim more substantial acquaintance with
Flaubert himself beyond the fictionalisation of Delphine Couturier's marriage

certificate nestling in the notary's bureau. Yvonne’s godmother's mother was the
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daughter of Julia Pillore, daughter of Marie Nicolle by her first marriage to Léon
Pillore, the late owner and editor of a local newspaper, the Pays de Caux, and, under
the nom-de-plume of Saint-Valery, author of both pamphlets, on public works - one,
for those keen on coincidences, prophetically entitled L’ Eau et le Gaz - and a novel
entitled Age de Cuivre, which he submitted to Flaubert for an opinion. The writer
replied with a sentiment that the ‘'mediumistic' Duchamp was to re-iterate himself, in
advising Crotti, et al, many decades later - that " only posterity decides" what is good
or bad 1in the arts.

It may of course be no more than an interesting coincidence that on January
the 1%, 1913, Duchamp, in Rouen, and thinking of his old Parisian friends Dumouchel
and Tribout, sends them a postcard of the Hotel Dieu, where Flaubert had spent his
childhood. Mere coincidence or not, Caumont and Gough-Cooper see fit to include

this in the Ephemerides. (129)
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6. Metaphysics: Occult Munich.

Metaphysics: A science of things transcending what is physical or natural.
That branch of speculation which deals with first principles of things,
including such concepts as being, substance, essence, time, space, cause,
identity, etc.
Theoretical philosophy as the ultimate science of Being and Knowing.
Occult or magical lore.

In A Science for the Soul, Corinna Treitel "*” examines the culture of the
occult in the Germany which Duchamp toured in 1912. Here the everyday, very much
exoteric, occult was respectable, and at the time, the subject which had been the focus
of philosophical debate at the boundary between science and spiritualism for the
previous half century, the incursions of the unconscious as a factor of human
psychology, still retained an indeterminate status.

Thus the nub of the issue which Treitel identifies was epistemology. The
unconscious was sited now in the middle of a new zone to which philosophers,
psychologists, physiologists, physicists, doctors, clerics and educated and lay people
could all lay legitimate claim. But under whose control this novel approach to the
experimental study of the human psyche would fall, since it was a multidisciplinary
effort to establish the " criteria for objective knowledge, while at the same time
leaving room for intellectual freedom and moral values", remained unresolved. The
human psyche and fourth dimension belonged to no one, never functioning as private
property. Mathematicians wanted ownership of the latter, and psychologists, power
over the former, but X-rays, in the 1890's, and quantum theory, in the 1920's, never
became the private property of any group. Astro-physicist Z6llner appropriated the
fourth dimension from Helmholz, who appropriated it from the mathematicians;
German occultists appropriated concepts from German science: and as Zoéllner passed
the fourth dimension into general culture, so mediums and magicians evoked
scientific research. Experiments were commonly carried on at home, with a mixture
of domestic props such as coffee tables, bowls of flour, writing slates and scientific
instruments; it was compasses and prisms which unlocked the fourth dimension, as
Duchamp himself would later demonstrate, with his optical and geometric devices. It

was neither fully laboratory based, nor entirely domesticated, neither physics nor
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philosophy, elite science or popular practice. The origins, in the sixteenth century, of
this epistemolgical antinomy are examined by Russell Hvolbeck. (3"

In the late 15th and 16th centuries theories of knowledge and their mode of
investigation remained the same but the subjects of their studies changed, evidenced
in the shift from Caspar Schwenckfeld's concerns about how to attain salvation in a
comprehensible cosmos to Jacob Bshme's attempt to understand God's universe, and
man's place in it, now made incomprehensible by the new science.

Hvolbeck notes the rise during the last quarter of the sixteenth century of
discussion of questions about cosmology, natural philosophy and Christology
amongst German noblemen and commoners alike. Despite the solidification of the
orthodox position, many Lutherans continued to proclaim the importance of " inward
spirituality." Johann Andred, Lutheran minister, son of a Lutheran minister, and the
person most frequently associated with the Rosicrucians, elaborated similar
epistemological and anthropological ideas in his Chemical Wedding (1616).

(It 1s a version of this text which Moffit identifies as the model for Duchamp's
Etant Donnés. First published in French in 1928, Chymische Hochzeit: Christianus
Rosencreus, Anno 1459, but available to Duchamp at the Bibliothéque Geneviéve
from 1913, was cited, and directly quoted from, by Arensberg in The Shakespearean
Mystery, of 1928.)

Hvolbeck notes that the publication of the Rosicrucian tracts (1614-16), both
ridiculed and taken seriously, aroused a heated battle of pamphlets, essays and even
books questioning the validity of the secret knowledge; this was an enthusiasts period,
when questions about inner knowledge, and the path to it, were significant concerns.
Bohme extended enthusiast ideas the farthest. The only authors he begrudgingly
professed learning anything from were Schwenckfeld, Weigel and Paracelsus; he
could not claim otherwise if all his knowledge was intuitively derived: thus he
claimed all his books were the consequence of divine revelation. (This is identical to
the Masonic revelation described by Wilmshurst % since he cites BsShme as a model,
on page 139.)

Hvolbeck stresses the importance of science here; B6hme's contemporaries
were Galileo, Harvey, Kepler and Bacon. He was aware that the Copernican thesis
had thrown the universe out of joint, and Paracelsian nature philosophy was turning
more heads than Lutheran doctrinal issues. Bohme's interests, but not his

epistemology and anthropology, changed. No longer focussing on the Bible and



112

salvation, Bohme's interests lay in the individual's relation to nature and the cosmos.
Whilst seeing himself as part of the growth of the new sciences, accurately perceiving
their mathematical and observational aspects, he claimed that they could only observe
the external and visible, and investigate the letter of nature through the five senses.
But empiricism only offered one part of the picture. His concerns were more with a
universal truth which transcended time; his anthropological stand was " designed to
work through issues which take place in time so that a knowledge could be received
that was beyond time.

This is precisely the sentiment that Duchamp tells Walter Pach he will attempt
to recommend to John Quinn.*%

But now in the twentieth century, as Treitel examines, what the orthodoxy, the
new psychologists, deplored, Kandinsky applauded, i.e, that human psyche was a
world unto itself, of mysterious, hidden depths and occult powers, and that each
person carried within their psyche a world which linked the individual to the cosmos.
And what could now ameliorate the 'soul sickness' of the age was amenable to modern
technmques of experimental investigation. Kandinsky is also known to have read du
Prel's Studien aus den Gebeite der Geheinswissenschaftler, Aksakow's Animismus et
Spiritismus, and articles in The Sphynx also privileging not the objective world of the
senses, but the mental world of subjective experience.

Trietel's argument underlines the fact that the appeal of the occult was
pragmatic, since it solved specific problems; for example, Kandinsky proposed a
blue-print for a spiritual art the modern age demanded. And the truth of the
phenomena lay with the practical consequences of the belief in the phenomena. For
the thousands of Germans who believed, Z5llner's knot experiments, and telepathic
communication, dream dancers, automatic writing and materialised spirits were all
manifestations of the soul in action. Jung's 1902 Ph D thesis on the occult, which
references Zéllner, then testifies to an explicit linkage of the German occult sciences
with a key modemist movement within fin-de-siecle European culture.

Examining the evidence, Treitel draws on periodicals, investigative reports,
memoirs, monographs, personal papers, and cultural holdings such as the papers of
Hiibbe-Schlieden at the Unversity of Go6ttingen, and the collection at the
Stadtslichbibliotheck at Munich, whose former director, Ludwig Held, observed the

occult movement as it happened.
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This widespread enthusiasm for plumbing the depths of human psychological
experience, so as to bring consciousness to an understanding of itself, was based on
decades of attempts to reconcile the previously transcendent realm of the human
psyche with the methods and claims of modern science, in which the occult was the
link, since occult phenomena opened the door to the transcendent which scientific
materialism attempted to dismiss as metaphysical speculation. That the occult was
entirely respectable is born out by the fact that by the time Duchamp visited Germany
in 1912, the Munich based Psychologische Gesellschaft was in the twenty-sixth year
of its attempt to make science, in its broadest sense, relevant to the study of the human
psychological experience. Founded by du Prel, Schrenk-Notzing, Hiibbe-Schlieden,
the engineer Denhardt, and the curator of Alte Pinakotek (which Duchamp visited
every day), Adolf Bayersdorfer, and the painters Triibner, von Max and von Keller, its
manifesto had been published in an occult magazine, the Sphynx, in 1867. Full
international respectability for psychical research was achieved by the holding of the
First International Congress of Physiological Psychology in 1889, in Paris.The roster
of the four hundred highly respected delegates reads, as Treitel puts it, " as a virtual
who's who of the new experimental psychology."

In contrast to the du Prel generation, fin-de-siécle occultists sought a private
wisdom, not by experiment, but through self-focussed empiricism; not a scholarly, but
a populist, elaboration of self-transcendence, as the change in editorial emphasis of
occultist magazines, such as Sphynx, illustrates - from its early period under the
guidance of de Prel and Hiibbe-Schlieden to that of its successor, the Neuwe
Metaphysische Rundshau, which cultivated the occult as a cult of self-development.
For Treitel, then, the occult must be understood as an essential component of an
alternative modernity, not least because from circa 1900, occultism had been deeply
implicated in the contemporary innovative elaboration of subjectivity.

The Occult Public which Treitel identifies lived in a modern society with a
well-developed public realm. Heated debates were routinely held in national dailies,
occultists travelled by train to occult conferences, communicated by phone about their
experiences, bought and sold horoscopes on city streets, bought texts, by Kandinsky,
from specialised bookshops, ( according to which reasoning, Duchamp was an
occultist) borrowed material from public libraries set up by occultists, mounted public
exhibitions, such as Kandinsky's Blaue Reiter, established journals anyone could buy,

and printed inexpensive editions of occult texts, the equivalent of French divulgations.
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The essentially exoteric German Occult was, in short, a very public enterprise whose
size, geographical distribution, and social and political composition were key
mechanisms in its diffusion. The eclectic core of a mass-movement, the occult was
efficacious and quickly adapted itself to the exigencies of modern consumer culture.
The protestant minister Theodore Traub recorded that by 1900, Berlin alone boasted
more than 60 working mediums. The trial for fraud of the medium Anna Roth, in
1902, was reported in local Berlin newspapers and engaged the attention of the nation.
Tens of thousands belonged to the clubs, and read the publications of the presses,
which Treitel lists in her appendices, (A) and (B); Berlin, for example, enjoyed
10,000 spiritualists, 400 mediums and 15-20 spiritualist clubs.

Munich was also a hotbed of occultism; police records testify that in 1923
10,000 families held séances, a habit repeated in many smaller cities. A modem
industrial infrastructure eased access of an educated and bohemian urban population
to occult events. In Munich, lectures were regularly held in public drinking
establishments, stations and hotels. For example, the Uranus Gesellschaft fur
Astrologische staged astrological lectures in the big hall of the Kreuzbrau, and
the Gesellschaft fur Physiche Forschung und Astologische Gessellschaft conducted
meetings in the restaurant at the Holzkircher train station.

The phenomenon was not just metropolitan, as the centre at Monte Verita,
connected to boheminain Schwabing, attests; and we know that Duchamp visited
Bergmann's plein-air painting school at Haimhausen, whilst renting a room, in
Schwabing, from a young machine operator, called Gress.

The occult attracted Germans of different backgrounds, from the lowest to the
highest echelons. Treitel cites the proletarian Joseph Weissenberg, a labourer who
attained great wealth as a magnetist in a working class district; Karl Zuckmayer, a
miner: and of course, in Paris, Franc Kupka, a spiritualist taught by a saddler, who
attended science lectures at the Sorbonne, and was a close friend of the Duchamp
brothers, in Montmartre and Neuilly. A favourite medium of Schrenck-Notzing was
Rudi Sneider, the son of a lowly typesetter from a small town in Austria.

There was Adelbert Hanigg, a postal worker turned scholar around World War
1, who established the Verien Freibund, which met in beer halls and hotels, at which
he would give demonstrations of 'the will'. There was Clair Reichardt, a salesgirl
daughter of a tailor; a Munich dancer, she set herself up as clairvoyant: (the men were

often tailors and shoemakers.) The 300 fortune-tellers noted in 1924, in Munich,
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comprised not only waitresses, like Duchamp's friend in Schwabing, Mucki Bergé,
but also widows, and wives of civil servants.

It was the propertied and middle-classes who dominated psychical research
and Theosophy, but whilst professionals from the law, medicine, business and
journalism were well represented, academics tended to be lacking, with some
exceptions, such as Lipp, in Munich. So the petit bourgeois Duchamp, who was not an
academic, would have felt at home here. Since a bourgeois profession was a marker of
status in the German occult, many practitioners assumed spurious titles; there was a
performative aspect to occultism: 'expertise’ and 'professional training' were badges of
legitimacy. This applied particularly in astrology and characterology, in which special
certificates, schools and titles distinguished the 'scientist' from the mere amateur.

Middle class women were present in large numbers, often leading and
speaking at sessions, their presentations tailored to their interest and expertise, such as
child-rearing, getting married, practising law or medicine, getting a profession; Treitel
notes Schwabing bohemians looking like innocent members of a knitting bee. Women
outnumbered men as mediums.

The German occult was then a mass movement, its cultural tenor syncretic,
politically polyvalent and diverse. Theosophy, arriving in Germany in 1884, brought
an eastern flavour to indigenous Christian elements, which eventually lead to Rudolf
Steiner's split, and his founding of Anthroposophy. Many of Germany's theosophical
groups had strong links with USA, and many mediums working the German circuit
were Americans, the market towards which Duchamp turned after the outbreak of
war.

Occult beliefs and practices were widely disseminated through texts, a form
which features heavily in conversion stories of occultists, such as the modern writer
Gustav Meyrinck, who was saved from suicide by a chance encounter with a
Theosophical text. Treitel also cites van Lansdorf and Gottfried Krall reporting how
cheap editions, pamphlets shoved under doors, changed their lives. Occult texts
functioned as information billboards, typically bundled with several pages of
advertisements for related books and services, instructions on how to dowse, and
analyse handwriting, how to stage an occult event, step-by-step ways to cast a
horoscope, conduct family séances and transmute gold. There were therapeutic

cookbooks, self-help medical texts, tracts on sexuality and how to succeed at

everything.
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They carried adverts for occult clubs, bookshops and special products.

They created specialist niches; the dozen or so specialised periodicals existed
by 1914. Thus, the occult text, increasingly printed by new small presses, was
instrumental in precipitating conversions, advertising services and goods and
educating novices and adepts, because behind them was an extensive publishing
system producing cheap and readily available titles. This specially helped to connect
the German Occult to the larger context of modernism, and link it, for example, to
psychoanalysis. Publishing houses, acting both as cultural patrons and entrepreneurs,
were then crucibles for the fusing of new cultural forms. The Nirvana Verlag, in
Berlin, was, for example, before World War 1, the biggest specialist business
plugging the Occult. On the posh Wilhelmstrasse, at the heart of metropolitan Berlin,
it offered ease of access to hundreds of texts and items in a regularly updated
catalogue - in 1922, of 937 texts, mostly fully annotated, on a full range of topics. Its
prompt and helpful service confirmed the customer was buying from experts. Its new
lending library, sponsored lectures and demonstrations and brochures about schools
and services made it an active agent in the reform of life, promoting a modern
lifestyle, in which fictional experiences had solid basis in fact.

It was the same in Munich, where occult groups sponsored psychical research
via lecture courses and well-constructed laboratories for mediumistic research. Not
limited to occult institutions, for a select clientele there was a range of services.

New, male professional astrologers augmented the older network of individual
astrologers who gave lessons at booths in local fairs, on the street, made house calls,
held office hours and offered other services such as hypnosis, telepathy, character
analysis and techniques of healing.

Typical of bourgeois Munich was the actress Josephine Ziever who, with her
housekeeper, was adept a using mail to find customers. The German Occult therefore
belonged to the larger culture of consumption and the consumerist ethos, and was
very adaptable to the modern mass market place and the department store, to a vibrant
marketplace satisfying the needs of this world as much as the next.

This novel emphasis on individual experience was a reflection of the
elevation of occult powers furthering an apolitical cult of the self. A matter of
personal will and conscious expression, now the path to enlightenment was the
individual. The Theosophically inspired emphasis on self-focussed occultism was

reflected in the lecture programme of the second of June, 1912, meeting of the
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Internationale Theosophische Verbriiderun, noted by Hiibbe-Schleiden as featuring
personal development, Barriers to Self-Knowledge, and The Meaning of Art for the
Life of the Spirit. The Hiibbe-Schleiden apartment Rudolf Steiner visited in 1900 was
full of wire contraptions representing chains of molecules, physical and transcendent
configurations serving as graphic three-dimensional illustrations of scientific proofs
with which to persuade Germans of the Theosophical message of transcendent reality
and universal brotherhood. These gimcrack contraptions appear to have inspired the

'spirit science' stage props that Steiner designed for his play, which we discuss below.

The degree to which the Occult can be seen to permeate the aesthetic culture
of modernism is revealed in how, to some, the turning inwards onto the self amounted
to a new experience of the existence of a universal creative urge binding the art of the
avant-garde to the schizophrenic, itself the result of a general craving for direct
intuitive experience combined with a mystical self-deification, and a concern with
metaphysics, from the general philosophical to the Theosophical. Thus affinities could
be established between the art of the avant-garde and that of the mentally ill, since
both renounced the outside world and denigrated surface appearances. Therefore,
contemporary art, whether high modern, avant-garde or schizophrenic, is an
outgrowth of the zeitgeist in which psychological experience and metaphysics so
common in the Occult was carried well beyond the boundaries of canonical
modernism. For Treitel, the modernist aesthetic and the occult are then but two facets
of a single phenomenon, the emergence of a modern sensibility defined by the privacy
of intuitive experience.

Wilke's satirical cartoon of 1898 which Gombrich illustrates then raises the
issue discussed by Ringbom of how painters, dedicated to a depiction of an invisible
spiritual reality, were to convince viewers that their artworks were not the product of
a fantastic private vision, since the immaterial objects that no-one but the artist could

(134)

see must be rendered into visual form. The cartoon, published in the German

weekly Jugend, in which a dumfounded critic is obliged to patronise a caricature by
an occult artist with his assessment of a squiggle, apparently representing " the
metaphysical line" of the artists " personality", with the judgment that it is a very good

likeness, is not only interesting in its characterisation, but in the fact that it was

datelined from Paris, in 1898!
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Kandinsky's answer, in Munich, in 1912, was that the universe resonated with
vibrations of immaterial entities. To paint this " sounding cosmos" artists only had to
tune their souls to the cosmic waves and let those ringing souls express themselves on
canvas. They would then play on the viewer the way the cosmos played on the artist,
"Colour is the keyboard. The eye is the hammer. The soul is the piano, with many
strings. The artist is the hand that purposefully sets the soul vibrating by means of this
or that key. Thus it is clear that the harmony of the colours can only be based upon the
principle of purposefully touching the human soul". For Kandinsky, artist, viewer,
artwork and immaterial objects were bound together in a cosmic circle of resonance -
Klang. This was no answer for Duchamp, who merely symbolically references it, in
1918, with the spurious signature appended to Tu m’, allegedly the name of sub-
contracted sign-painter; Duchamp's Bavarian response was to give up painting
altogether. His Munich experience must account for why, or perhaps, how.

In this context, 'Munich Moderne', and its avant-garde, including figurative
painters, offers a unique insight into the circumstance in which Duchamp enjoyed his
"total liberation" triggered by Roussel. We might bear in mind here that whilst
Duchamp characterises as old friends the modern French art he sees during his trip,
Fauvism and Cubism, the two artists in whom he finds inspiration, according to the
Ephemerides, were Bocklin and Cranach, both religious painters.

A founder member of the Psychologische Gesellschaft was the painter,
Gabriel von Max, a Buddhist and leading member of Germany's first theosophical
group, who enjoyed a reputation among avant-garde critics as an aesthetic pioneer
equivalent to Bocklin and von Keller. In the mid 1880's von Max painted a series of
works based on the ecstatic visions of the German nun Anne K Emmerich, which are
now in the Neue Pinakotek in Munich; ecstatic visions were a favourite topic of
conversation in '80's and '90's in German Occult journals. A supporter of reformist
causes, like pacifism, a friend of Haeckel and an enthusiast for Darwin, anti-Christian
and pro-Science, von Max's art shows a fascination with the transcendent; his subject,
the foundation of the beyond, and the secrets of religious fanaticism displayed by
female seers, the possessed, and martyrs.

Producing work depending from the psychology of extreme female spiritual
experience, in1875 he painted the subject of a dead female revived by Jesus. In 1879,

it was a young woman being touched on the shoulder by a spirit from the beyond. The
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1880's saw Ann Emmerich. By the time he died, von Max had painted Katie King, the
control spirit of the English medium Florence Cook.

Not only for von Max were mediums ideal models for the liminal experiences
that so intrigued him. Keller was also interested in 'psychic realism'. He hosted fifty
séances at home, using four mediums, and between 1885 and 1907 produced twelve
paintings invoking scenes from psychic work. Keller used paintings as suggestive
objects which would induce the medium Lina Matzinger to make facial expressions
and bodily gestures of a woman returning from the dead. The resulting photos became
the raw material for paintings, such as Die Somnabule, of 1886. 1888 saw
Hexanverbrenning, or Witch burning, the victim beaming the smile of the hypnotised
medium, taken from a photograph of Matzingen,; it is the image of a woman between
life and death, in the liminal state of hypnagogia. This interest in psychological
liminality was common all over Europe, Klimt's females returning from the outer
reaches of sexual ecstasy, a subject to which he came a little late, in the 1890's, being
perhaps the best known of the genre. Treitel proposes that all were tapping the
emergent modernist sensibility dedicated to exploring how the irruptions of the
unconscious drives, desires and emotions played out on the surface of the face and
body. Duchamp's Passage from a Virgin to a Bride, " not a physiological passage",
sits happily in this company.

At the same time, female mediums themselves were being appropriated for
their aesthetic potential of liminality, mediums such as Madelen G, who performed
her dream dances, in Munich in 1904. Schrenck-Notzing invited this wife of a French
businessman, who was being treated by Magin, in Paris, for a cure for headache.
Effecting this by hypnosis, he discovered her mediumistic powers of dance. For
Schrenck-Notzing, hypnosis then might facilitate creativity. Through a series of
public experiments, she became a public sensation, offering glimpses of the
mysterious sources of artistic creation - a defining moment, for some, such as von
Keller. Schrenck-Notzing's universalising of the creative process equated Madalen G
with Isadora Duncan in the potential of the creative unconscious to make modern art.
Whilst for von Max in 1882, "Painters are unconscious agents of spiritualism. Before
the two-dimensional surface on which they communicate their opinion of the third
dimension, they are medium and spirit", now not only could artists act like mediums,
but mediums could be artists. Without training, no longer merely artist's models,

mediums could be artists in their own right, albeit unconscious ones.
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Wilhelmine Assinann, for example, who painted in a trance, saw herself
merely as a medium, serving the paint, as Pamela Colman Smith was to claim to
Stieglitz, and Duchamp in his Creative Act statement of 1951. Assinann created a
market niche for herself by selling paintings under the slogan ' Flowers from another
World'.

Or Herwarth Nusslein, who became very rich in his mid-20's by virtue of the
occult. Meditating for self- renovation, he found himself writing and drawing
automatically. He developed skills in clairvoyance and mesmeric healing, and became
a 'psychic picture-writer '; here then is an example of a passive mediumistic artist
combining art with healing. He was very prolific; by 1928 he had done 2000 paintings
in 3 years, which had risen to 18,000 by 1935. Exhibited in his own castle in
Nuremberg, and galleries in Munich and London, Conan-Doyle reportedly bought
one. Theosophy had let Nusslein translate his inner vision into modern aesthetic acts.
For him, the proper content of art is the spiritual. Cosmic vibrations were the source
of his art; he used his soul as an antenna to capture cosmic radiation to be translated
into visual form. He was a transceiver for invisible waves; with left hand opening and
closing to catch the waves, his right hand moved the brush. Unlike Kandinsky, the
results were not abstract, but fantastical permutations of visual objects.

Or Bo Yin Ra, a.k.a. Anton Sneiderfrancken, a spiritual teacher whose
revelation, also in 1912, lead him, ( like the Duchamp of the " red thing on glass",) to
the variation of 'occult realism'. Believing that nothing should stand between the eye
and the soul, artists, in creative moments, receive vibrations sent out in original
spiritual form whose cosmic signatures they enshrined in their work. Paintings, just
like Rudlof Steiner's ' spirit science' stage props, are then instruments radiating waves
from the world of spirit into the viewer's soul. Theosophically inspired spirit travel
had enable Bo Yin Ra to paint Jesus from life; this was not vision, nor occult
manipulation: he had actually met Jesus.

This new mode of modernism represents a switch by artists from a traditional
aesthetic focussed on objective reality outside themselves to a new aesthetic
emphasising the primacy of intuitive experience. Trietel claims many adopted this
aesthetic as a result of breaking down in personal crisis and then finding their inner
voice; according to some interpretations, Duchamp, in Munich, suffered such a
personal crisis, and travelled to Etival, in Jura, where he spent a long night talking to

Gaby Buffet-Picabia. Some, such as Rilke, in the 1920's, benefited from a more occult
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prosthesis, known as the 'spirit guide', as does the character Thomasius, a scientist-
engineer, in Steiner's The Guardian of the Threshold. > The higher authority of
spirit guides offered release from the pain and loneliness of personal crisis and access
to a world beyond the senses, and so a spiritual means of liberation from a creative
block.

Treitel's Conclusion, consisting of the analysis of a piece of fiction
epitomising the face of German Modernism which she divines in the occult, would
seem to offer a direct insight into the texture of the cultural fabric which Duchamp
encountered during his sojourn in Schwabing. This was parapsychologist Willy
Jaschke's Maria: Eine Stimme aus dem Jenseits ? (Maria: A Voice from Beyond), of
1928. Compiled from dozens of true-life experiences, it tells of how an enterprising
young man made contact with his dead fiancé in a home research laboratory, in
Schwabing. Thus it was " an ideal introduction to the highly contested realm of
mediumistic phenomena: their nature, setting, research, social context, usefulness,
legal and scientific status, and apparently irreducible mysteriousness."

In short, what it turned on was epistemology.

Frank Werner discovered the occult in a small, smoke-filled café in
Schwabing, " home to Munich's bohemian sub-culture " familiar to the Duchamp of
1912 who we learn of in the Ephemerides. Immersed in a local newspaper, the strains
of a Beethoven sonata unleash in Frank a wave of anguished memories. Recalling the
train crash which killed his beloved, his gaze settles on an advert in the paper
advertising serious scientific sittings with mediums. His response produces an
invitation to a preliminary meeting, not with mystical spirit-conjurors, but perfectly
normal young people who require him to sign a document acknowledging that the
Bavarian criminal code imposed regulations on such 'scientific experiments', since
the source of the mysterious phenomena they investigated was as yet unknown. This
domestic research laboratory contains a medium's cabinet, four cameras, ten chairs, a
zither and a work-table equipped with a red light. Werner, struck by the objectivity,
sobriety, warmth and cosiness is invited to his first séance the next Friday.
Participants from all social classes are present to observe the many mysterious events
- from the standard repertoire of the séance - whose occurrence without any
mechanical intervention convinces Frank of the absolute authenticity of occult
phenomena. Now, the medium helps Frank to contact the dead Maria who, existing in

another form, still loves him. Frank is ecstatic, but the para-psychological medium,
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and the sceptical but open-minded colonel, have no way of telling whether the
'Intelligence' had been Maria.

Treitel sees in Jaschke's tale evidence that Germans turned to occult beliefs
and practices by the early twentieth century to both challenge and utilize the forces of
modernity shaping both their experience of life and their mental universe. But
contemporary science had created an antinomy, inducing in students of occult
phenomena objection to the faceless, materialistic and meaningless universe identified
by that very science which they utilised to reinvigorate their lives in the world,
through experimental research and developing the occult powers of the psyche.

In Maria, the heterogeneous presence of scientific modernity turns on the the
poles of the train and the laboratory, the former, an agent of both anxiety and
progress, and the multivalent latter, the cozy and reassuring domestic science lab in
which inexplicable mystical events were scientifically authenticated. Treitel identifies
the occult as offering modern men and women, adrift in a world disenchanted by an
ethic of reason, both relief from their suffering under modernity's burdens and the
promise of the restoration of purpose to their meaningless existence - on scientific
grounds. In an anonymous, irrational world the occult offered the discovery of one's
true identity through enlightenment of the self, the solution of crimes, the finding of
the well-springs of one's inner creativity, the healing of the body, the researching of
the unconscious, travel through time and space and the selectioﬁ of a mate (- precisely
what the advertisements in the back of Vogue offer today's fashionista.)

In the form of séances, it catered to all classes and estates - men, women,
professionals, workers, petty-bourgeois and aristocrats, doctors, psychologists,
engineers, teachers, writers and housewives, in cities, town and country, the
honourable and the impostor, the opportunists and actors in search of fame and
fortune; and the mediums were not so much wild-eyed unbalanced mystics as the
clear-eyed, fresh-faces epitomes of modern healthy youth that we see in photographs
of Duchamp, by Man Ray, in New York, after 1915, or the same subject in Buenos
Aires, in 1918, or in Apollinaire's Peintres Cubistes, taken in Franz Marc's old studio,
in Schwabing, in 1912.

It was the psychological condition of Argentine women which Katherine

Dreier was to research, for her book, Nine Months in the Argentine, in the company of

Duchamp in 1918.
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Treitel also notes how Jaschke's tale confirms the importance of the market
place 1n setting occult ideas and practices into general circulation. Werner finds his
way to the occult via a general-circulation Munich newspaper in a bohemian café;
presses were particularly important in disseminating occultism to the masses in the
decades before World War 1, and after 1918, the growing market place of occult
books, instruments, medicines, clairvoyant character analysis, horoscope casting,
water-divining and graphology quickly and efficiently made occultism available to
anybody with the modest fee. And the ambiguous and contested status that the occult
retained for both consumers and authenticating authorities, including the academic
and scientific communities, the church and state, is pointed up by Frank's requirement
to sign a document acknowledging legal restrictions on para-psychological
experiment at home, whose results remained un-certifiable. At the heart of this
antinomy, and of Duchamp's new practice, this gap through which the occultist like
Steiner slipped, was the thoroughly modernist recognition of the ultimate uncertainty
of all human knowledge, since neither priest, scientific nor legal expert employed by
the state could completely resolve the uncertainty surrounding the occult sciences,
which bent the laws of chemistry and physics just a tad.

In the second part of Duchamp at the Turn of the Centuries (136 Jean Claire
underlines a seamless continuity between the occult milieus of Paris and Munich,
drawing direct parallels between examples of Duchamp's work and occult
phenomena; the comparison between With my Tongue in my Cheek, of 1959 and the
mould of an imprint produced by the medium Eusapia before the editorial committee
of the magazine Lux, for example. Perplexed by Duchamp's destination and his length
of stay, Claire now confirms Treitel's identification of this Haupstadt, described here
as the most kitsch town in Europe, as a polyglot melting pot, the home of refugees
from the east and the south, such as Jawlensky, the brothers Burliuk, and Chirico.
Bohemian Schwabing drew other anti-conformist spirits, such as Lenin, and Hitler,
who never succeeded in being accepted at the Academie; it was more difficult to live
as an artist in Munich, the ambiguous European capital of the occult, than Vienna.

By the time Duchamp arrived, the Gesellschaft fiir Psychologie was in full
swing, and multiplying its exchanges with Italy, England and France. The Kosmiker
Stephan George circle functioned as a barometer of all things occult. Von Stuck and
Marées perpetuated Symbolism; von Max, and his photographer brother, who

supplied his mediumistic imagery, we have already discussed.
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But the most important occult institution which Claire discusses is Rudolf
Steiner's enterprises. As Claire recounts, between 1909 and 1913, his mystery play,
and lecture series, attended by Klee, Kandinsky, Jawlensky, Gabriella Munter and
Marianna van Werefkin, were staged here.

We have established that the Steiner Archive has no record that Duchamp or
Bergmann had direct involvement with Steiner's organisation, but Claire asks whether
it is credible that " this disciple (who) was reading (Kandinsky's Du Spirituel dans
l'art) so attentively" could not have been" listening in", in some way. And in that it
was in Munich that Duchamp " discovered" the theme of his Grande Oeuvre,
Alchemy, how could he have failed to have gone to Alchemy Museum, with its
" cornues threaded into one another like the sieves in the Large Glass ?"

What may account for any fragmentary or dislocated character to Duchamp's
response to the culture of Munich was his access to sources, and the less than
satisfactory grasp of German that he reports to his grandmother on August the 25th.
However, whilst only members of Steiner's society were admitted to his plays, anyone
could attend his lectures, and since the milieu in which Duchamp moved included, by
his own admission, the visually sensitive, artists, he could easily have benefited from
vivid and accurate descriptions of stage-props and sets. But Duchamp, who could read
German, had direct access to theatre reviews and the contents of the scripts, since
these were on sale two days before the premiered performance. Further, the
performances took on average two months to rehearse, and were not necessarily
closed to the public. And since each play was revived each year, 1912 saw a
performance of the entire trilogy in the period Duchamp was in Munich.

Robb Creese '*” offers some insight into the circumstances of the production

of Stiener's plays.

Each was finished just a couple of days before they opened. Scripts were literally still
wet from the press when the actors got their parts. They barely had time to memorise the lines
of the final scenes. The Mystery Dramas were not well received in Munich. Many things
confused the audiences. Each play took all day to perform, with one break in the middle of the
day. Characters in the dramas appeared in different incarnations and in different spiritual
states of being. The performance style was highly conventionalised and the words were

recited very slowly and rhythmically.

Richard Rosenheim "% notes that spectators who were inwardly aware of
occult science were deeply moved by the plays. Others laughed at the performance

and many were silent. The reviews condemned the plays as too dogmatic and too

doctrinaire to be performed.
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Never returning to Munich, after his success at Armory Show Duchamp turned
his eyes towards to occultists in the eastern United States, particularly after the
outbreak of hostilities which would have inhibited the cultivation of a potential
German market. But a cryptic comment to Walter Pach suggests that in Paris, after
1913, Duchamp's abdication of painting was the consequence of his experience of a
decidedly exoteric Esoteric Munich. In the letter appearing as Item No. 6 in
Affetueusement Marcel, Duchamp tells his friend in New York that he is doing some
work " pretty well interrupted by a bunch of people one never sees in peacetime but
whom one 1s forced to see by the war."

Orthodox biographies offer no insight into what Duchamp maybe referring to
here. It could not be his library employment, which he described in a letter of January
the 19th as " even more extravagant than in peacetime. By which I mean how little we
have to do". But having, in the first paragraph of the letter, cogitated on the American
art sales Pach has helped him with, here, speaking in the singular, Duchamp refers to
what 1s presumably that which he had clarified in a letter of March the 12th, the " few
minor things" on glass from that year, including the realisation on glass of his
Cimetiere des Uniforms et Livrées, the blueprint for the Neuf Moules Malic, which he
describes to Pach as his " red thing on glass."

Since Duchamp was not known to have been involved with war work in any
form, and was not medically qualified, or a practising optician, dentist or lawyer, it
would seem reasonable to propose that his particular experience of the Munich occult
identified by Treitel could have equipped him to offer services to bereaved women
calling upon mediums for reassurance of the survival of the souls of their dear
departed, services which Duchamp provided for the war-widow Mary Reynolds after
the war, and until her death; and Katherine Dreier, as a careful sifting of the evidence
presented throughout the Ephemerides demonstrates.

(Andrew Lambirth (139 informs us that, in Paris after the second war,
Duchamp was generally considered to be, amongst the art community, a well-dressed
parasite, living off rich women, which his comment to Bill Copley, reported by
Tomkins, !*? confirms; Duchamp tells Copley the he had made parasitism into a fine
art.)

These services increased exponentially during the First World War, on both
sides of the channel, as Robert Graves reports in his memoirs, noting particularly the

mediumistic charlatans increasingly clogging the London courts, who had sprung up
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overnight on every street corner and in every back-street of the capital, and as J
Williams “** confirms for Paris. Here mourning wear became widespread, worn by
women for any relative, close or distant, " killed on the field of honour", and a huge
demand developed for mourning brooches and trinkets of black jet. Williams also
confirms John Covert's observation on church attendance, noted below, and records
that the New Testament became a popular talisman amongst the conscripted.

At he same time, Paris saw a vast influx of middle-aged workers from France,
Belgium, Italy and Spain, clearly not in mourning, though quite how Duchamp might
have satisfied any enthusiasm for avant-garde art they might have espoused is difficult
to divine, as none appear as purchasers of his accredited works; those which did not
remain in his possession, such as the Moules Malic, went to his friends and relatives.

There was also a huge increase in drug taking, of cocaine in particular, but we
lack evidence implicating Duchamp with the satisfaction of either that or the
paradoxical home-front extravagance represented by the free-spending on 'non-
essentials', such as the 1,000,000 plus items of scent and fancy underwear sold by a
popular store in the Rue de Rennes in 1915.

John Covert, Walter Arensberg's cousin who had studied painting in Munich
and Paris between 1909 and 1914, reported on conditions in Paris at the outbreak of

the war, remarking that,

The churches, they too were busy, filled and packed to overflowing with men who
had probably not been to church in years. Now they came for a service before going off to the

front. (142)

Both Houdini's far from unique personal crusade to expose the charlatans
preying on the bereaved and desperate, sales of ouija boards, peaking in 1916, and
articles carried by theosophical magazines such as Bibby's Annual, bear witness to the
magnitude of a problem which the boom of séances, palmists, fortune-sellers,
soothsayers and much sought-after crystal-gazers confirms; its cause, the mounting
tide of casualties: 19,000 British soldiers died on the first day of the Somme offensive
alone.

This epidemic of crystal gazers was matched by one of venereal disease,
resulting from the relaxation of moral standards caused by the changed social
conditions during the war. This might have offered an opportunity for a form of
crystal gazing, a la Max Jacob, via an occult version of the stained glass window, as

our analysis of the 'Rousellian’ Large Glass suggests."'*)
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On the way to Munich, Duchamp, whose enthusiasm for the Cranach's he saw
in Munich was viscerally translated into the last two paintings he produced there,
could have seen Griinewald's therapeutic Isenheim altarpiece, showing a venereal
Man of Sorrows, in Colmar, where he began his transalpine jaunt, followed shortly by
a possible viewing of Bécklin's Peste, since, as the Ephemerides entry for the 19th of
June tells us, in Basle Duchamp was much taken with the work in the Bécklin
Museum.

Now, relieved of military service, divorced from the avant-garde, and kicking
his heels in a library, Duchamp was free to pursue the career of consultant occultist
for which Munich had offered endless models, an occupation he plainly followed in

149) reviewing J ay Winter's

New York later. Encouraging this thesis, Kim Munholland,’
Sites of Memory, Sites of Mourning: The Great War in European and Cultural
History, notes that;

Living with loss under harsh material conditions meant that millions of widows,
orphans and veterans sought ways to express their grief and mediate their bereavement. Some
turned to spiritualism and sought to communicate with their dead relatives. Traditional forms,
seen by Winter as an eclectic mix of classical, romantic and religious motifs, held greater
powers of healing than the ironic, hard-edged anger of modernism.

Traditional forms like stained-glass windows, perhaps, or the vivid and
luminous Hinterglasbilder, paintings on glass, showing saints and seasons, which
Duchamp also saw at the Alte Pinakotheck, in Munich. (14) That Duchamp's change
of style, rejecting Cubo-Futurism in favour of an allegorical realism, was evidence of
his following the market Jay Winter identifies would indeed seem to be supported by
Duchamp's " red thing on glass."

To support this thesis we suggest that the anachronistic style of the
diagrammatic Large Glass is highlighted by its essentially Symbolist graphic
character, as Sandro Sprocatti's summary of typical Symbolist conventions of
representation, in his chapter entitled Symbolism suggests. (146) According to

Sprocatti, works by Gauguin and the Nabis were;

exquisite icons, in which nature became stylised, imbued with mystical values and
elegantly rendered by means of arabesques, curves and the a plat technique. But the fact of
nature, however stylised, was never abolished, like the anecdote, the fiction symbolique, the
theme. Symbolist painting exploits religious, philosophical and mystical motifs in order to
construct a pictorial reality, and it never uses colour and shape as independent elements.
Gauguin had already arrived at a Symbolist synthesis in 1888, creating large flat areas of
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colour encased in strong dark outlines. His compositions are all based on the interplay of
unexpected shapes resolved by means of slanting angles and the addition of diagonals
intended to remove any illusion of depth. Resisting all analytical-descriptive temptations,
Gauguin built up his compositions in layers, with brightly contrasting colours, in order to
obtain an icon-like whole.

In a passage recalling the Nude Descending the Staircase, Sprocatti further
identifies;

the titles of the (Polynesian) works inscribed directly onto the canvas in the native
language (as assuming) a linguistic dignity equal to that of the pictures, strong enough to form
solid, plastic figures. The title of Whence do we come? What are we ? Where do we go ?, 1s
written, rather like a cartoon caption, in the corner of the canvas, which is filled with people
portrayed in an accentuated stylised way and surrounded by a mysterious and magical
atmosphere. The vibrant, linear repertoire of the Symbolists was ideal for an icon-like
portrayal of modern life. Hodler never abandoned the anecdotal; instead he strengthened it by
imposing an allegorical role on his figures, which are arranged in the foreground in
processions that nullify any perspectival differences. The faces of these figures are depicted in
a precise, analytical way, while their bodies, elegantly delineated by firm, modulated outlines,
are strongly modelled.

This identification seems to confirm the more conventional nature of the
products of the Large Glass project when compared to Duchamp's assemblages and
readymades. Perhaps now we can establish why.

As we recall, on page 47, Moffit cited Jolivet-Castelot's adept's curriculum,
which includes a reference to Nicholas Flammel, and note that his Hlustration No.12
shows the frontispiece of Poisson's Théories et Symboles des Alchemistes, entitled
Flammel's Hieroglyphic Figures from the Cemetery of Innocents. On the next page
Moffit recalls how in Huysman's La-bas, which " neatly pictured the current state of
esoteric knowledge at the height of the Symbolist period, and created its wide
diffusion", Durtal takes from a shelf a manuscript written by Flammel, the "celebrated
hermetic artist of enigmas."

It is precisely this volume, we learn on page 58, which Breton recommends 1n
his Manifestoes of Surrealism, pages 10-11, as a guide to ensuring the
incomprehension of the common herd.

And on page 213 we learn that Pernety cites Flammel in his definition of the
Powder of Projection. But on pages 215 and 216, Moffit ties Flammel's unique record
of the appearance of the medieval tympanum erected in the Cemetery of the Innocents
in Paris specifically to Duchamp's " red thing on glass."

As Moffit's bibliography informs us, the 1612 edition, published in Paris by

Guillaume Marette, was in the Bibliothéque Ste-Geneviéve before Duchamp took up

employment there.
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Some of the figures in Flammel's Explication des figures de cimetiére des
Innocents are, like Duchamp's, professionally designated. Besides " Gendarmes" (ala
Duchamp) there also appear " un Roi", " des Soldats", "petits Enfants", " Les Méres",
" du Innocents" and others. To an uninitiated layperson, nothing suggests an
alchemical interpretation, but according to Poisson's neo-alchemical gloss,;

the body, the spirit and the soul, otherwise The Matter of the Stone, which are shown
here to be figured like men and women dressed in white; these are the ones who are raised up,
in order to symbolise the revivifying whiteness which only comes after death, here meaning
the black phase, putrefactio.

As we now know, in alchemy, new life comes only from death, the Black
Phase, followed by the Red, which Duchamp's figures presumably represent;
putrefactio is the preliminary to the culmination of the Grande Oeuvre, and in which
the Matter of the Stone is fixed; death before resurrection.

But Moffit did not go back quite far enough, back to Poisson's source, as
Duchamp had been in a position to. Stanton J Linden "*” gives us more than Moffit's
Poisson does. Here we are informed how the late sixteenth century sees " the
emergence of a new pattern of alchemical imagery which places primary emphasis on
change, purification, moral transformation and spirituality”, an important part of
which was imagery which fused alchemy with eschatology, the Christian doctrine
concerning Death, Judgement, Heaven, Hell and the Second Coming, and
millenarianism, the belief in an approaching millenium or earthly paradise, instituted
by divine intervention. Prophesied in Scripture, these subjects (portrayed, notably, by
Kandinsky ) will bring about a new and radically better state of existence for the
Elect. The result was a strikingly original and effective concordia discors whose
provenance includes passages from a variety of alchemical treatises.

Seventeenth century alchemical authors were, Linden explains;

especially interested in setting forth the sacred implications of the art, chiefly by
devising or reaffirming intricate systems of correspondence occurring within their alembics
and spiritual transformations taking place within their hearts and souls. In each case the
desired end was purification and perfection; the attainment of the philosopher's stone, or the
moral and spiritual regeneration of a believer whose soul, through God's grace, has been fitted
for salvation.

Central to this analogical system was, of course, the traditional idea of Christ as the
philosopher's stone; the agent of healing, the deliverer from sin and baseness, the rewarder of
merit, the author of grace and salvation, and the creator of new heavens and a new earth.

The successive stages of the preparation of the philosopher's stone are likened to
Christ's Nativity, Crucifixion and Resurrection; and by a curious extension of the analogy, the
two major events of the world's past and future, the Creation and the Last Judgement, are
often described in terms of alchemical processes. In its most extreme form, this analogical
mode of thought leads to a direct identification of Christ, or his attributes, or God, with the
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master alchemist who creates, directs, and will some day end the world and the course of
human history.

And just as alchemists had the power to draw forth a purifying and restorative

balm or transmuting agent from base matter, so God can " extract” the "Elixar" of
" true penitence” from sin itself.

The 1624 English edition of Flammel is explicitly directed to making gold and
to reporting philanthropic work, which the supposed transmutation makes possible. Its
illustrations, Linden reports, are at once personal ( representing Flammel and his wife)
religious and pietistic, and alchemical.

In describing the celebrated figures which he caused to be painted in the
fourth arch of the Church-yard, of the Innocents in Paris, Poisson states that they are;

the most true and essential marks of the Arte, yet under vailes, and Hieroglyphical
Couvertures, which may represent two things, according to the capacity and understanding of
them that behold them. In the first place, these figures may teach the truths of the
Resurrection, the Day of Judgement, and the Second Coming; secondly, they may signifie to
them, which are skilled in Natural Philosophy, all the principle and necessary operations of
the [alchemical] Maistery.

The possession of the philosopher's stone, for Flammel, removes the holder from the
roote of all sinne (which is covetousness.)

We are then shown how Flammel's eschatological emphasis and pervasive
alchemical allegorising fused in an analogy between mercury's irrepressible fusibility
and Christ's Second Coming; as the Saviour will purify souls and drive away
impurity, so the white Elixir, which " unites to himself all metallic natures", becoming
silver, rejects all that is " impure, strange, Heterogeneal, or of another kind": for
Flammel, the analogy between the Elixir's potency as transmuting agent and Christ's
capacity to purify and regenerate human souls is close enough to permit a virtual
identification of Christ and lapis. Linton notes that now simile and analogy give way
to metaphor, in which the terms are nearly interchangeable.

So Duchamp's alembic-like Hieroglyphical Couvertures, his Uniformes and
Livrées, would appear to inscribe a highly topical discourse, one whose exposition
appears to be rooted in standard esoteric linguistic practise, creating a concordia
discors around an alchemical soteriology, since a livrée, a livery, can also be,
according to the rules of grammar Duchamp espoused, a delivery, a livraison, since
Livrer means to deliver, and Resurrection means deliverance, from sin, death and

eternal damnation. Further, a couverture, a protective covering, is a covert, which also
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means sheltered, secret, of hidden meaning, a characteristic of a hieroglyph.
Ironically, it also means cover for troops, under fire.

Troops wear uniforms, when they are not wearing the the everyday liveries of
the station-masters, policemen, delivery boys, flunky's, priests, mounted soldiers, and
undertaker's mutes, whose designations appear on Duchamp's drawing of 1913
entitled Cimetiere des Uniformes et Livres No.1, and who parents, children and
widows mourned in war-time Paris.

According to the analogical conflation of alchemy with Christology described
above, Christ's Nativity is synonymous with the White Stage, his Crucifixion, the
Black, and Resurrection, the Red, the colour of Duchamp's moules. If so, his livrées
espoused a reassurance, for the fallen, of healing, delivery from sin and baseness, the
reward of merit and the blessing of grace and salvation from the creator of a new
heaven, and of an new earth for the bereaved; a délivrance, both deliverance and
delivery, release from troubles and the delivery of new birth.

Such an analogical conflation within Hieroglyphical Couvertures had already
occurred in Duchamp's milieu. In Figures 97 and 98, Henderson illustrates scientific
equipment she associates with Duchamp's drawing, her Figure 96. These illustrations,
taken from Nature, of 1910 and 1896, show equipment for the investigation of aspects
of electrical discharge in rare gases, and Crookes' tubes, and other types of cathode
ray tube, for experiments with X-rays. These matters she discusses, on pages 41 and
42, apropos Crookes' concept of Radiant Matter, which, preoccupied with the state of
residual gases and radiation in cathode ray tubes, this scientist obsessed with occult
phenomena characterises in the following ways. As a condition as far removed from
gas as a gas is from a liquid; as little particles supposed to constitute the physical basis
of the universe: as being by turns as material as a table and as immaterial as Radiant
Energy: as existing at the border where Matter and Force seem to merge into one
another: as standing on the threshold of the Known and Unknown: as the Ultimate
Reality, subtle, far reaching, wonderful.

These are the well-attested attributes of the Philosopher's Stone, which is why
Madame Blavatsky cites Crookes' work in both her hugely influential major tomes,
and Jolivet-Castelot takes it up. So, apparently did Duchamp, since these retorts
would appear to be ideal iconographical sources for the form of his little alembics, in
which the Great Work is brought to fruition, the Neuf Moules Malic, as Pinacotheca

(148)

Item Moules Malic (Couvertures Hieroglyphique: cimetiere.) illustrates.
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In order to contextualise the above, at this point our enquiry must be limited to a
consideration of those elements of Steiner's philosophy and practice which appear to
resonate directly with Duchamp's specific activities in Munich, during the first
production of The Guardian of the Threshold, whose basic epistemological theme is
that the mutually inimical spiritual and scientific groundings of truth are reconciled in
a time-honoured esotericism; that, from time immemorial, exalted spirit beings have
instructed humanity in the mystic shrines, in secret, investing the mystic lore they
must pass on into the souls of those now ripe to be ordained. All the present mystic
schools therefore derive from one source. Now it is the turn of the present to inherit
the treasures passed from age to age. History teaches that ‘modern science’ has
always existed in the cosmic scheme. But Thomasius, a scientist who the Mystic
League of the Rosicrucian Brotherhood is attempting to recruit, fearful of the
consequences of his powerful knowledge being put to the wrong use, has come to
warn humanity of the dangers of misapplied technology; Lucifer wants Thomasius to
unite scientific human knowledge with spirit sight, for his own evil purposes.

According to Steiner, the great struggle of being human is the balancing of the
'Ahrimanic' and 'Luciferic' impulses which Ahriman and Lucifer transmit. The psyche
experiences any domination by either impulse as 'The Devil'; if Luciferian, the
individual becomes controlled by passions, emotions and desires: if 'Ahrimanic', by
obsessive materialism and the blind faith in the exclusively mechanistic aspect of
modern science.

Maria, Thomasius' soul mate and spirit guide, reassures him that, once guided
over the Threshold by her, he will leave the world of the senses and science for the
world of spirit, He will abjure mundane science, and "wait in silence for the spirits’
gifts".

So, as Thomasius needed a soul-sister, Maria, Duchamp later needs a Rrose.

But what Thomasius abjures, Strader embraces. Spiritually starved, after years
of research, Theodora shows him how, such striving being in vain, spirit pupil-ship

worked on the human soul. Bereft of faith in science and good sense, seeking oblivion
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in a distracted life of technical pursuit, he had met Theodora, who showed him the
higher worlds. Giving himself to spirit guided knowledge, he crosses the Threshold
and becomes divine.

The introduction of the character Strader to this debate concerning the benefits
and dangers of modern science leads us to Steiner's second theme, good design, the
philosophy of which is summarised by Strader thus;

Through application purely technical Restore that freedom to humanity In which the
soul may find development. No more shall men be forced to dream away Their whole
existence, plant-like, fashioning in narrow factory rooms unlovely things. Industrial power
will be so dispersed That every man shall have what he may need To keep him in his work, in
his own house Arranged by him, as he may think it best.

Strader's spirit technology, first appearing in Scene Four, in the form of stage
props, relates directly to Steiner's third theme, art; on his table, in a room that he and
his mediumistic wife use in common, are mechanical models resembling the
apparatus that Stiener had inspected at Hiibbe-Shlieden's. But Maria and Capesius, set

free in the supra-sensible realm from their earthly bodies, reflect that,

The body which is proper to earth’s souls Bears now itself the means to recreate In
lofty pictures loveliness sublime, Which pictures, even if their substance now Seems but a
shadow of the human soul, Are yet the buds which the future worlds Will open out to blossom
and to fruit.

According to Steiner's reasoning, in a passage recalling Papus’ astral body

(149) what

which appears to have been the pictorial source for Duchamp's Bride
happens here in pictures comes to pass to everlasting life in spirit worlds, via ‘spirit
pictures’, in which one sees the spirit equivalent of life on earth: atempting to cross
the threshold, to reunite with his spirit guide Maria, Thomasius had referred to
pictures of spirit forms of ‘earthly beings.’

Magnus Bellicosus fills the picture in.

Thomasius gave himself to painting’s art Until he felt an inward spirit call To take up
science as his work in life...he saw full well that spirit science must first find a firm
foundation, and for this The sense for science and strict reasoning Must be released from
mania for set form.

Steiner's view is that in order to attain true spiritual enlightenment an artist
must give up painting in favour of spirit science, which is precisely what Duchamp
does at this very point, in Munich, on the very night which witnessed the premier of

The Guardian of the Threshold; As Maria says to Thomasius,
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' Johannes , No longer wilt thou now Weave only in thy pictures that which souls Still
pent within the body, live in dreams. For far from cosmic progress are these thoughts Which
but as self-begotten show themselves.

Steiner's philosophy of design is ultimately clarified in the fourth play, of
1913, The Soul's Awakening, in which Hilary’s factory manager complains about a
failing business unable to compete with its rivals;

A plan to fabricate such wonder wares Suits not the spirit of the present age. The aim
of all productions now must be Complete perfection in some narrow groove.

Due to Hilary True-to-God's failure to separate business from mystic interests,
quality and delivery are down. And now a mystic is to be made head of design,
because;

So will the product made by our machines Be moulded by his will to artist forms,
The useful with the exquisite combined. Art and production shall become one whole And
daily life by taste be beautified. So will I add to these dead forms of sense For thus I do regard
our art just now A soul, whereby they may be justified.

Strader's the man to do it, but the manager thinks his spirit-science-based
industrial design philosophy has no place in the actual market place, (except,
presumably, one exclusively populated by wealthy occultists, of which there was no
shortage in Germany at the time.) But Hilary will have his way, the factory will be
turned into a Sanctuary for Spirit Knowledge, the manager will be enlightened, the
now dead Strader recognised as a genius, and Ahriman revealed to be the Devil, by
his cloven hoofs- all of which come to pass.

Informing our judgement of Duchamp's post-Munich fabrications, the issue of
the impact of the industrial design that he might have seen in Munich, which is
addressed by Theirry de Duve, in Resonances of Duchamp's Visit to Munich, >
would then appear to be resolved here. Set against Duve's assumption of a significant
difference between German and French industrial design theory, practice and style we
should perhaps bear in mind that in March 1910, the year in which Duchamp met Max
Bergmann, Apollinaire reviewed an exhibition in Paris of decorative arts and
industrial design from Munich.

The industrial design philosophy variously expressed through the characters of
Hilary, Thomasius and Strader situates Steiner's understanding squarely within the
milieu of German-speaking European modernist industrial design theory and practice
of the time, one manifestation of which must suffice here as illustration. Hilary

himself appears to be cast from a similar mould as the real-life factory owner, Karl
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Bensheidt who, by the April of 1911 had engaged Walter Gropius (who married
Mahler's widow, the theosophist Alma Mahler), to take control of the design of the
Fagus Factory, in Aafeld. Through this factory the manufacture of shoe lasts was
intimately connected to the new concepts of health and improved education examined
by Treitel, and which Steiner's Waldorf education system still espouses; the name
Waldorf comes from the cigarette factory where the first of such schools was set up.
As a sickly child, Bensheidt had become fanatically keen on using every scientific
advance to counteract diseases and bodily malformation. From the start he insisted
that his workers should enjoy all the benefits of American industrial planning; well-
ventilated machine shops, a strictly linear throughput to minimize unnecessary
transportation, and well-lit offices and studios. Following Muthesius' rehearsal in
1901 of Hilary's policy statement;

Let the human mind think of shapes that the machine can produce. Such shapes
when they are logically developed in accordance with what machines can do, we may

certainly call artistic. They will satisfy because they will no longer be imitation of handicratft,

but typical machine-made shapes.

The key issue of the day focussed on the relationship between the soul of the
creator and the spirit of the machine subsuming it into anonymous industrial forms of
mass-production, which the romanticising and humanising of the machine and its
products made more acceptable. This nullification of the attributes of craftsmanship
promoted the search for absolute laws of good proportion residing in colour, line and
t-exture.

So Duve's assumption of the radical difference between the cultural milieus of
Paris and Munich is undermined further by the strong contacts individual artists
maintained, not least those exhibiting in the capital of Bavaria, one of the more
prominent of whom was the close friend of the brothers Duchamp, Pierre Girieud
who also exhibited in Moscow and St Petersburg.In the case of the occult, the links
were even stronger and well developed, as the relationship between Steiner and
Schuré illustrates. The Steiner's were very familiar with late Symbolist Paris. In the
late 1890's, whilst co-directing productions of Maeterlinck's The Intruder with Otto
Hartleben, for a Free Dramatic Society in Germany, an independent theatre dedicated
to producing 'misunderstood' plays, Steiner also directed two of Schure's plays.

Steiner's wife, Marie von Sivers had studied artistic recitation in Paris, where she had
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become friends with the Theosophist Schuré, whose works she translated, and through
which she became acquainted with that of Blavatsky. Schuré considered himself a
play-write of the Théatre de I'Ame, in the mould of Villiers de L'Isle-Adam, Péladan
and Maeterlinck, as he makes clear in his eponymous text of 1922. In May 1907,

Steiner produced and directed von Sivers' translation, in free verse, of Schuré's The

Sacred Drama of Eleusis, for the Theosophical Congress in Munich, and in August
1909, his Les Enfants du Lucifer, at the Munich Playhouse.

Like Steiner, Schuré wanted to regain contact with spiritual powers through
drama; the " Eleusian idea" was the realization of the divine in the other life through
the deliverance of the soul which had achieved perfection. Greek tragedy contained
the " Promethean idea" of the realization of the divine life on earth that modemn
theatre would make possible, and that a harmonic synthesis resided in the blending of
the two. According to Schuré, it is only through experiencing the earthly and sub-
earthly realms that a purification of the occult initiate's innermost being, a rising to the
ethereal spheres and a marvellous sense of harmony with the Cosmos, becomes
possible. *!) Steiner's theatre drew then on Symbolist theatre, Mediaeval miracle and
mystery plays, and Goethe, particularly Faust. Frantisek Deak identifies the various
practices which Steiner adopted from the former, among which were verbal
orchestration, a recitational acting style, slow movements, ritualistic behaviour, a
resemblance between iconography in the visual arts and the actors on the stage, an
emphasis on imagination and the inner life, hidden reality, spiritual aspiration, ideas
of mysticism and an initiated audience."*? The everyday setting for the modern
gnosis is revealed in the setting for the Prelude to Steiner's Portal of Initiation, at the
Goetheanum - a living room containing a sofa, couch and other familiar items.
However, the walls did not match the height of the proscenium, the exposed space
above showing a cylcorama decorated with esoteric symbols resembling stained glass
imagery.

The Strader machines suggest themselves as the precise trigger for Duchamp's
'total' liberation, because we know what they looked like; one, resembling nothing so
much as an anemometer from the Land of Cockaigne, is described in Memories of

Hans Kuhn (1889-197 7),1°% Kuhn informs us that ( in his punctuation);

Beside the bigger object there were originally three objects that were more little.
Additionally there was an open copper sphere on the wall at the performance in Munich. I
hereby refer to the apparatus that was built during the winter of 1912/13, after specification to
Rudolf Steiner, by Dr. Oskar Smiedel and his mechanics. When the Guardian was performed
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for the first time in 1912 in Munich, a sort of dummy was used for which Imme von
Ekhardstein ( who had been publicly praised by Steiner in the first lecture of August, 1912)
received specifications by Rudolf Steiner." The next Winter we had the time to work out an
exact model, for which various metals, that were specified by Rudolf Steiner, were used for
the four half spheres R S did entrust to Oskar Smiedel for their production. Two of the half
spheres were made from Antimony, one from Nickel, one half of the fourth was made from
Copper. The other half should be completed with a metal that was so far unknown. Very thin
feel/sense organs made from gold foil ( 1/1000 mm thickness) were hanging at the side of this
double bowl. At the fourth side of a cross of lead a tip of uranium pitchblende should be
mounted. The connections between the six tips were partly made of copper and partly of tin.
From one bowl] to the opposite one there was a spiral glass tube. Even more cryptic were the
three additional objects. One was a glass container with a wire of platinum that was hanging
inside of it or as molten into it, the second was a lemniscate of glass tube with a coal tip on,
that had a little copper bowl above it. The third object should have four uranium tips at the
same level. The form of this object let it seem probable that it could rotate. Electricity should
be kept away. The original models have vanished, though they survived the Goetheanum fire.
One didn't take enough care and recognise the importance of the apparatus. Today they show
a dummy at the performances.

So the 1912 audience witnessed rough-and-ready approximations of the real
thing. Fragments of a biography, by Ehrenfried Pfeiffer, also carrying Kuhn's text,
(159) discusses the magical new energy associated with this technology, another astral
force, for which the world is not ready.

From this, and more, it is quite clear that no proper understanding of the
principles of orthodox science is required of any occultist, or of a Marcel Duchamp
interested in bending the laws of chemistry and physics. But whilst it is the visual
appearance of this ramshackle organic machinery which, we suggest, directly
informed the techno-visceral imagery of Duchamp's two exactly contemporary
paintings, it was the concept of spirit-technology which it embodied which lead to
Duchamp's simultaneous rejection of painting in favour of the construction which
informed his post-Munich production, coincidentally demonstrating the idea that if
three-dimensional realities can be proved in the two-dimensional representations of
his essentially spirit-technology blueprints, the same must be true for four dimensions.

But Steiner's set design, as described in the mise-en-scene, also appears to
confirm Duchamp's knowledge of Steiner's theatrical productions. Evidence for this
would appear to be those two paintings he describes as " a juxtaposition of
mechanical elements and visceral forms" which combine structures from the two
drawings entitled Vierge, with which he now terminates his avant-garde painting
career, The Passage from the Virgin to the Bride, and The Bride.

There is, for example, a notable correspondence between the iconography of

Duchamp's these paintings and the set design for Lucifer’s Kingdom, which, in Scene
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3 appears as a space which is enclosed, not by artificial walls, but by fantastic forms
which resemble plants and animals. Likewise, Scene 6 shows a space enveloped by
intertwined plants, like trees, and structures which spread out and send shoots into the
mterior. Finally, scene 7 is a landscape composed of a fantasy of forms. These images
echo Strader's description of man's plant -like existence fashioning, in narrow factory

rooms, unlovely things, cited above.

And indeed, Duchamp's two paintings do appear to satisfy Steiner's design
ethos, as identified by David Adams.>>

Attempting to achieve an organism-like relation between part and whole,
Steiner employed the principle of metamorphosis in the abstract form, relating this to
Goethe's studies of biological morphology, creating forms which not only fulfilled but
also directly imaged their functions, which Adams labels ' organic functionalism.'
Steiner had edited Goethe's natural-scientific writings for the Kérschners Deutsche
National-Litteratur series, published between 1883 and 1901, in which Goethe's way
of researching the organic realm provided Steiner with a model of a possible
methodological bridge between nature and the spirit.

Sharing Goethe's opposition to the arbitrary expression of subjectivity in art,

( which Duchamp rejects at precisely this moment,) Steiner felt there must be
something as true and lawful in art as in nature, frequently quoting Goethe's saying,

" Art is a manifestation of the secret laws of nature, without which they would never
be revealed." Steiner's term " organic structural thought” expresses his belief that only
through intuitive thinking could the laws governing organic beings be understood. He
constantly stressed that no forms of his buildings, of which designed 17, all in
collaboration with qualified architects, imitated any organic form in nature, as in his
eurythmic 'dance'; nor were designs intended to be allegories or symbols of anything
but themselves.

The formal qualities of Steiner's designs bring us very close to Duchamp's last
two paintings completed in Munich, and which display a much more organic
character than the preparatory drawings constituting their immediate antecedents.

The third of Steiner's five concepts of " organic architecture" is expressed in
his conception of the " living wall", conceived as continuous sculptural surfaces
expressing the play between the polarities of concave and convex, above and below,

right and left, and load and support; as he remarked; " The wall is not merely a wall, it



139

is living, just like a living organism that allows elevations and depressions to grow out
of itself.": it was " a relief full of meaning."

Steiner also attempted to make sculpturally visible virtually every detail of the
various tensions of the spatial and load-bearing relationships throughout the building;
the only way to express the functional organic-ness was sculpturally - " the life of the
surface itself, the soul of the form itself.", the curved surfaces embodying what he
called " the simplest Urphénomen of life", both a convexity produced by " cosmic"
formative forces of nature working inward, and a concavity resulting from the polar,
centrifugal forces working outward.

The fourth organic characteristic was metamorphosis, which is the subject of
the first of Duchamp's two paintings under consideration here. This phenomenon had
first been recognised and articulated by Goethe as part of plant morphology; Goethe
described a plant as fundamentally a leaf, but one that rhythmically metamorphoses
through an ordered procession of expansion and contraction, to become a seed, calyx,
blossom (an épanouissement, so to speak) and fruit. Yet all the sequences cannot be
observed in one organic form in a single specimen, only sequentially, in their
progression through time, demonstrating that the qualities of any form in the sequence
are always both hidden and prefigured in the previous form, and continue, to some
degree, in the succeeding shape.

This rather brings to mind the 'cinematic' Nude Descending the Staircase.

All this was illustrated in Steiner's design for the first Goetheanum, which he
sometimes called the House of the Word, linking the mobile element of human
communication to the surrounding architectural forms; as Steiner says, " Up to our
time architectural thought has been concerned with the qualities of lifeless,
mechanical rest. Now, however, architectural thought becomes the thought of speech,
of inner movement, that draws us along with it."

This fusion appears to be manifested in both visual and literary components of
Duchamp's two Munich paintings, thus. The verb Marier, the homophone for the
French for both Bride and Groom, Mariée, means both to unite and join, and to splice.
Duchamp's painting technique used in these works, so the Ephemerides tells us, was
to blend the colours with his fingers; to blend colours is marier des couleurs, and
alternate masculine and feminine couplets are termed Rimes mariées.

The final aspect of Steiner's approach was what he termed the " semblance of

consciousness", by means of which the edifice was attuned to human consciousness,
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responsive and sympathetic to its function to " bring expression as in one living being,
the spiritual, the psychical and the physical." This is the empathy theory at the heart of
Expressionism, according to which, aesthetic expressive features of either a living
organism or an aesthetic object stimulate an impression that affects a viewer
physically and psychically.

And as we know, from Duchamp's own mouth, The Passage from the Virgin
to the Bride does not represent a physical passage, but a psychological one, a stage in
Duchamp's life as painter.

The first Goetheanum was then a Gesamtkunstwerk, whose origin lay in
projects beginning in 1907. From March 1911, this new building was planned to
house, inter alia, the mystery dramas, its basic form, two interpenetrating circles of
stage and auditorium. This " Johannesbau" was rejected by the City of Munich in
1911. A drawing from 1912, Adams' Figure 9, shows the building as it would have
been constructed, in the Munich-Schwabing where Duchamp listened to café
conversation. It contained such details as a curving stairway, freely fashioned, whose
zoomorphic shapes were meant to express its structural dynamics.

(138) which occurred on the night of the

Recalling here Duchamp's insect dream
performance of The Guardian of the Threshold, in which the image mutated into a
creature which lacerated him with its elytra, a Virgin is a female insect which
produces eggs by parthenogenesis, and a Bride is a network which connects patterns
in lace.

Other, uncanny, liaisons, such as the subject of Dame Balder's dream, a
" shining-light child" anticipating Duchamp's 'headlight child' from his Jura-Paris
Road text , composed a few months later, cannot detain us here. But the
correspondences drawn by the Ephemerides, such as that between two cults of
bearded virgins, one in Bavaria and another in Duchamp's Pays de Caux, under-scores
the way in which Duchamp's self-confessed key Munich experiences can be seen to
have set the scene for Roussel's pfennig to drop.

And a speech that Maria delivers, on page 76, illustrates how Steiner's
semiotics coincides with Roussel and Duchamp's practice. It runs:

So must the Master bring them to this place Where words do not depend on human
speech But are imprinted on their souls by signs, Here he transforms speech into word-
happenings — A word descriptive language for the soul.
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Following this, we learn on page 82 that cosmic speech occurs as Thought
Forms representing words; those spoken by Lucifer and Ahriman are visualised, on
stage, through dance, by their ‘creatures'. Reciprocally, Benedictus’ words uttered on
earth have effect in the spirit world, where souls grasp the meaning of everything with
case, because each explains itself through something else - through resemblance.

That Steiner's semiotics is predicated on a non-arbitrary indexicality, each sign
having a direct and specific equivalent in another language, was clearly explained by
him in a series of lectures he gave in1907, in Stuttgart. " Steiner's semiotics,
enacted in the flesh on a Munich stage in the summer of 1912, can then be seen as a
final confirmation of Duchamp's way out of Symbolism, whose semiotics are

summarised by Shearer West, as follows,

The 'symbol' in Symbolism is not a one to one correspondence between the signifier and
the signified, but rather a rejection of such a correspondence. Symbolist paintings were often
intentionally meaningless. (138)

Stirner's, and Duchamyp's, semiotics run counter to this conception.
In lecture 1, The Creative Cosmic Tone, we learn the following;

Symbols and signs, not only in the profane world, but also in the theosophical, often give the
impression of something arbitrary that only " signifies" something. This is not correct. In
order to understand what the occultist says about the pentagram, we must first call to mind the
seven fundamental parts of the human being, and it is above all the etheric body that is
especially relevant to this consideration. Thus when the occultist speaks of the pentagram as
the figure of man he is speaking of it as the anatomist speaks of the skeleton. This figure is
really present in the etheric body. It is a fact. All signs and symbols that we meet in occultism
direct us to such realities.

Lecture 3 deals with the symbolism of numbers; The number One has always
designated the indivisible unity of God in the universe. God is indicated by the number one.
Two is called the number of revelation in occultism, whatever appears to us in the world,
whatever is not in any way concealed, stands as a duality. Everywhere in nature you find that
nothing reveals itself without being related to the number two. Light alone cannot reveal
itself. There must be shadow or darkness - that is, a duality. Two, duality, is the number of
appearance, of manifestation.

Behind every duality a unity is hidden. Therefore three is nothing but two and one, that
is, the revelation and the existent divinity backing it. Three is the number of divinity revealing
itself...One is a number for God, and also the three. So you can see how we can reflect on the
number three. We should not take off and spin pedantic thoughts about it, but we must look
for the duality and triad that is to be met at every turn.

Four is the sign of the cosmos or of creation...the present planetary condition of the
earth is its fourth embodiment.

And so on, via seven, the number of perfection, until Steiner brings his audience

full-circle, because;
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today (man) is under the influence of the number five insofar as he can be good or
evil. As a creature of the universe he lives in number four. Everywhere number seven can be
observed as a kind of number of perfection. There is no superstition of magic in this.

In each case, the meaning of the number is linked to comprehensive
theosophical evolutionary cosmology, the subject occupying most of lecture two.
But in his return to the divine nature of the number one, Steiner plants an idea which
perhaps comes to fruition later for Duchamp as a result of his Munich visit, for next
he advocates the following;

Take a thin gold plate of glass and look through it. The world will then appear yellow
because that is the colour that will be reflected... Hence, a red object appears red because it
reflects the red rays and absorbs the rest. It is not possible to separate red from white light
without leaving the other colours behind. With this we touch the edge of a world secret. You
see a red cloth and visualise at the same time the green hidden in it. In this way you have
accomplished what in the Pythagorean sense is called " The division of the One so that the
rest 1s preserved,” through which you can attain great spiritual heights.

'A world in yellow', le monde en jaune, is precisely the term Katherine Dreier
used, in French, to describe the spiritual condition accessible via Duchamp's Large
Glass, in her monograpgh of 1944; it is also the subject of a note from Duchamp's Box
of 1914. In slang, le monde en jaune means the world of a not necessarily homosexual
sodomy. But since jaune also translates as egg yolk, the phrase can also mean the
world contained in the alchemical egg, from which is born the Philosopher's Stone.

And in this third lecture, Steiner links semiotics to the esoteric concepts of
evolution and involution, the two 'sides' of Duchamp's expression fabricating his Trois
Stoppages Etalon of 1913.

His fourth lecture, entitled Man, the Most Significant Symbol, analyses a series
of images from seven seals hung in the Festival hall during the Munich Congress,
which showed the evolution of men in connection with the world to which they
belong. Their style subscribes to standard allegorical conventions of representation
still used in Rosicrucian, Theosophical and Masonic pictorial emblematics, and to
which Duchamp turns after Munich. Details of a selection will suffice to give the
sense of how their symbolism functioned indexically.

The sixth seal shows us that the human being, when he had achieved the
highest spirituality, takes on the form of St Michael fettering the evil in the world,
symbolized by the dragon.

The seventh seal has a border containing the letters J.C.M.P.S.S.R.ED.N. A

rainbow occupies the top half of circle within it. The following symbols are arranged
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along a central vertical axis. At the top, a dove with outstretched wings appears to
hover within a double spiral of three turns, emanating from the mouths of two snakes
below; these close above the dove in a form resembling a fish-tail. The bodies of the
two opposed snakes form a circle occupying the bottom half of the seal. Tendrils
emanating from them point at and into a transparent cube sited between them; they
roughly form a kind of four petalled clover-leaf form. According to Steiner:

Space in the physical world is not simple emptiness, but something quite different.
Space is the source from which all beings have crystallised. The occultist presents this space
into which the divine creative Word has been spoken as the water-clear cube. The cube
represents the thee dimensions of the physical world...there is a counter-dimension to every
dimension of space, in all, six counter-rays representing the primal beings of the highest
human members. The physical body is the lowest. In their development, these counter-
dimensions form themselves into a being that is best described when we flow together into the
world of passions, sensual appetites and instincts. The process of purification is symbolised
by the counter-dimensions converging in two snakes standing opposite each other. As
mankind purifies itself, it rises through what is called the world spiral...this has deep
significance.

There follows an attempt, symptomatic of Steiner's understanding of science,
to point out how anomalies in modern astronomy are rectified by the concept of the
world spiral, a form with which, one day, men will identify themselves. And one can
understand from what follows why, on the death of Katherine Dreier, in the early
1950's, Duchamp destroyed her portrait of him, of 1918, which was about to enter a
public collection, at Yale. Steiner was one of Dreier's favourite authors. Into this
portrait Duchamp had personally painted his own etheric, astral portrait. But one
cannot imagine Duchamp's burgeoning post-war identity as the ancestor of a new kind
of modernism being assisted greatly by the knowledge that for the previous four
decades he had been patronised by adherents of a doctrine which advocated that in the
future, in replacing the penis, the larynx would become the Holy Grail. As Steiner
now said;

At the same time, a man's generative power will be cleansed and purified, and
his larynx will become his generative organ. What the human being will have
developed, a purified snake body, will no longer work upwards, but from above
downwards. The transformed larynx will become the chalice known as the Holy Grail,
a united, purified generative organ, an essence of world force and of the great cosmic
essence, world spirit, represented by the dove facing the Holy Grail symbolising the
spiritualised fructification when men will have identified themselves with the
cosmos.. The complete creativity of this process is represented by the rainbow. This is the
all-embracing seal of the Holy Grail.
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This passage appears to confirm the commonality of belief between variants of
the occult doctrines, since Steiner here appears to be paraphrasing Remy de Gourmont
paraphrasing Diderot paraphrasing Galen.

Drawing on Galen, which says something about occult 'science’, de Gourmont,
(159) presents the view, paraphrased by Clair in respect of the essentially alchemical
character of Duchamp's corpus, that all parts of man are to be found in woman, and
vice versa, with one difference; women's ( reproductive) parts are exterior, and men'’s,
interior; they part from the perineal region.

This would appear to account for Duchamp's preoccupation with the
perineum, clearly his embodiment of the inframince acting as an interface between the
hermaphroditic/gynandrous androgyne - his Feuille de Vigne Femelle, for example,
that crease of the perineum that he pressed in Man Ray's hand as he boarded an
Atlantic steamer; Man Ray / main raie.

Discussing sexual dimorphism, physical as well as psychical, de Gourmont
advocates the following.

Unfold woman's (interior parts) or fold man's inward and you will find either a replica
of the other. Suppose first man's organs are pushed into him and extending interiorly between
the rectum and the bladder; in this supposition, the scrotum would occupy the place of the
matrix [ the matrice d'Eros, as the writer of the Green Box notes would have it ] with the
testicles placed at each side of the exterior orifice.

Suppose inversely that matrix should turn inside out and fall outside, would not its
testes (ovaries), of necessity, find themselves inside its cavity and would it not envelope them
as a scrotum? Would not the throat, hidden up to the perineum, become the male member, and
the vagina, which is but a cutaneous appendix of the throat, the foreskin ?

There is in man from the anus to the scrotum, the interval called the perineum, and
from the scrotum to the end of the prong, a seam which looks like the re-sewing of a basted
vulva.

A veritable objet dard de reprise perdu, no less; but before this last
sentence,we find a direct quotation from the source de Gourmont had already used,
the missing link - the passage [psychic as much as physical, we recall] which Diderot
has transposed and put au courant with science in his Réve d'Alembert.

Dr Bordeau, responding to Mlle d'Espinasse's suggestion that perhaps man is
merely an freakish woman, and vice versa, proposes that the only difference is that
between a pouch hanging outside or a pouch reversed to go inside the body; thus a

female foetus is indistiguishable from the male foetus:

The part which gives rise to the mistake diminishes in size in the female foetus as the
internal pouch grows, but it never disappears to the extent of losing its original shape, which
it keeps in miniature, together with the ability to behave in the same way, and it is also the
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seat of pleasurable sensations. This part has its glans and prepuce, and at its extremity can be
seen a dot which might have been the orifice of a urinary canal now blocked '

Here he is describing the part whose name Laforgue was reputedly the first to
use in French poetry, the clitoris. And in the interchange which follows, Diderot gives
us an Insight into the character of language. Bordeau has been talking what
d'Alembert, waking from his dream, calls smut. The doctor responds that the scientific
language essential to the discussion of such matters makes it acceptable, to which
d'Alembert agrees, since that way words " lose the string of associated ideas which

might make them objectionable. "

Steiner now continues;

The world secret is found here as a circular inscription which shows how men in the
beginning are born out of the primal forces of the world...born anew out of the forces of
consciousness expressed in the Rose Cross by E.D.N., Ex Deo Nascimur, out of God am I
born.

A man must find the death of the senses in the primal source of all that lives. We have
to experience death in order to gain consciousness, find its meaning in the mystery of the
Redeemer, as we are born out of God, in the sense of esoteric wisdom, we die in Christ -
1.CM, In Christo Morimur. The dove symbolises the spirit that permeates the world, He will
rise from death and live again in the spirit - P.S.S R., Per Spiritum Sanctum Reviviscimus.

Here stands the theosophical Rosy Cross.

Steiner now informs the faithful of their use;

These seals contain a mighty force...by meditating on them you will disclose infinite
wisdom.Hang them in a room where such things are discussed in which one raises oneself to
the holy mysteries of the world. They will prove enlivening and illuminating to the highest
degree.

But whilst providing an insight into the social functioning of such emblems,
Steiner sounds a warning. These seals are not to be profaned, and some people will
not be affected by them. Worse still, they cause illness if hung in rooms where no
spiritual matters are discussed. Indeed, they even destroy the digestion.

Now we are in the realm of Max Jacob's talismans.

In his section titled The Mystery Dramas and Materialism, Creese examines
the practical application of Steiner's linguistic theory, as it comes to fruition in his
concept of Eurythmy. It quickly becomes apparent that Steiner's linguistics rest on a
foundation as scientifically solid as that of Brisset's. It is predicated on the belief that
since vowels and consonants emerged from different sources, they could be used in

different ways to describe different characters. Vowels, which arise from the astral
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body deep inside the inner being, and which flow into the ether body, are the revealers
of soul states. Consonants, flowing the other way, have a more direct interaction with
the senses, and are more closely tied to objects. Different sounds have different
spiritual impacts; four categories of each. The "blown sounds", in German, the letters
h, ch, i,s ch, s, fand w, allow the audience to hear the intoning of the sound." Impact
sounds", d, t, b, p, q, k, m and n, allow the audience to see the sound. The one

" vibrating" sound, 7, is felt in the arms and hands, whereas the " wave sound", w, is
felt in the legs and feet.

Eurythmy is, then, a movement form that expresses tones and words; each
sound a specific movement, the system encompasses tones, rhythms, colours,
movements, patterns and moods: it is not dance or mime. Since movements can be
coded to specific organs of the body, it can be used therapeutically. It is a system of
correspondences.

By 1923 the basic tenets and conventions of eurythmy were well established,
having received their first public outing in The Guardian of The Threshold in 1912,
Originating in a request from an adherent, in 1911, for a gymnastics or dance course
in tune with the ideas of occult science, Steiner began with movements based on
formed speech, beginning with stepping to verses with alliteration; because
alliteration developed in the windy North, each step was a battle with a victory over
the storm. By 1912 the system was sufficiently advanced for the representation of the
thought forms of Lucifer and Ahriman to appear on stage in the form of their Beings.
By the September, Steiner had developed the first vowel sound movements, the first
three, of 'Dionysian' Eurythmy, being a, i and o.

Eurythmy forms can be described, but Steiner warned that they could not be
understood intellectually. They must be experienced inwardly. Their nature is cosmic,
and the feeling one gets in a performance is that for the speeches spoken, no other
movements are possible. They are in no way arbitrary. Each sound brings to the spirit
a specific inner feeling.

With a theoretical grounding worthy of Brisset, for Steiner, no matter what
language one speaks, allowing for slight variations of sound, from language to
language, sounds always mean the same things, because the materialistic expression
of language is only the veneer that distracts us from the soul states we are capable of
perceiving, since the vowel expresses inner feelings and the consonants are imitations

of the outside world. Since eurythmy is visible speech, each sound is represented by a
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specific movement; each one seeks to express physically what the sound expresses
audibly. The German sounds are summarized thus:

A expresses wonder and amazement, b, to wrap around, envelop and house, c,
the quality of lightness, d, ponderousness and gravity, and so on, to w, to seek moving
shelter. This is the mysterious consonant, in English, v. It expresses the feeling of a
nomad's tent or a shelter in the forest. The nomadic quality of v/w makes it a favourite
letter for alliteration.

Steiner meant the meaning of these sounds to be taken literally, believing they
were true meanings, confounding critics who reminded him that various languages
had different words for things with a response worthy of the cryptographer of Dante,
Arensberg; the Germans use the word kopf for head because the sound expresses the
object's roundness, whereas the Italian festa expresses the idea that the head sits atop
the shoulders and speaks: if the spirit behind Italian culture had wished to express the
roundness of the head, they would have used kopf.

Problematic as the theoretical grounding of this linguistics seems to be,
nonetheless for Steiner it expressed a semiotic rationale, in a manner akin to Roussel's
method, in which words have immediate and specific equivalents in things. For
example, by combining the meanings of sounds, one discovers the true meanings of
words. In the German for putty, Leim, for example, the L represents the overcoming
of matter by form, the ei is the sound expressing clinging and affection, and m speaks
of imitation.

Whole scenarios could thus be constructed, and deciphered. Steiner described
in one lecture the derivation of the word raschien, to rustle, thus. The moving around
(v) of a mouse hidden in the foliage makes us uneasy and astonished (a), especially
once it runs out of cover and scampers away (sch). But this we have confronted (e).
The little mouse must cling to its surroundings by adapting to high and low places and
hollow spaces (7). When it emerges and we understand what the whole thing was
about, we react (n).

Thus is speech as the plastic form of words; apparantly

The indexicality characterising Steiner's semiotics is duplicated in the theory
and practice of another Munich occultist bewitching Dreier, Kandinsky. Both
Concerning the Spiritual in Art and the volume that she was never to translate and

publish, Point and Line to Plane, make it clear that the relation between a symbol and
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its meaning is anything but arbitrary. For him, the authentic avant-garde artist-
prophet, creating out of " inner necessity", is the tip of a progressing triangle
inexorably penetrating tomorrow. For him, eccentric yellow tends to warm, not the
cold that concentric blue tends towards, terrestrial yellow's aggressive violence is not
the calm of celestial blue, and so on. And in the chords of the chromatic cosmic piano,
the peaceful circle is the soul, not the larynx metamorphosing into a penis.

Such matters as these are examined in two essays in Tuchman's The Spiritual
in Art. According to Ringbom, on page 132, in theosophical aesthetics the work of art
is in its own way a thought form, shaped by the artist’s thought vibrations, and itself
transmitting those vibrations to the beholder, as Katherine Dreier attests, in 1944,
apropos the Large Glass. As with Lucifer's 'danced' thoughts, such a definition would
embrace Steiner's stage props, the Strader machines, since they represent prototypes
of the 'wonder-wares' derided by Hilary's factory manager; and, it follows, Duchamp's
post-Munich fabrications.

Ringbom continues, on the next page, with a discussion of Parallel
Representation, an idea from occultism, familiar to us thanks to Steiner, readily
translated into pictorial forms. This posits that actions and thoughts on the physical
plane are paralleled on the higher spiritual plane, a parallel representation via ‘parallel
action’ suspiciously close to Moffit's characterisation of Duchamp’s concept of
‘elementary parallelism’ apropos his Sad Young Man in a Train of 1911.

In Parallel Representation, discussed by Leadbetter, counterparts of material
objects and actions constitute the hidden side of things. Echoing Steiner, in addition to
physical bodies, higher bodies manifest themselves as unnatural colours and forms
unlike the physical body, as in X-ray photography and radioactivity. According to
Besant, Leadbetter and Steiner, this occurs in the higher levels of the spiritual
atmosphere, where colour formations thrown off by higher bodies exist, as in
Duchamp's portrait of Dr Dumouchel. According to Kandinsky, in this spiritual
atmosphere, not only actions can be observed, and feeling can find external
expression, but so can perfectly secret actions that no-one knows about — unuttered
thoughts and unexpressed feelings — the actions that take place within people. That
this concept clearly influenced Kandinsky is shown by two drawings in a sketchbook
of 1910, Study and Klange, illustrating the vacillations of a two-part technique, in
which either theatrical props, or pure patches of colour, function as a means of

evoking action. According to Ringbom's analysis, forms in Study are given a pre-
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figural pretext — tree, hill, cloud, rainbow — still connected to the human protagonists
in the image. But in Klange, similar encounters are accompanied by coloured clouds;
an Art Nouveau derived aesthetic has been replaced by images of the everyday world
as it appears to the higher spiritual vision of the clairvoyant. In Kandinsky's latter
street scene, people mingle with their multicoloured emanations representing feelings,
etc, and in Lady in Moscow, of 1912, the protagonist is accompanied by a malignant
black spot which becomes the fully-fledged, non-objective, Black Spot of this same
year.

So whilst the post-Munich Duchamp, who never embraced abstraction, would
appear to part company with the non-objective Kandinsky at this point, one cannot
help but wonder whether the former's later rotary optical devices were designed to
induce such after-images which, in hovering on the threshold between the concentric
circle and the spiral, might convince the consumer of their own clairvoyance. For
Kandinsky, a pictorial artist, ‘parallel representation’ was one way to escape the
impasse of visual reality. But Duchamp's other way, eschewing pictorial art,
nonetheless would seem to be informed by ‘parallel representation’ too. This would
seem to make sense of Duchamp's admitted enthusiasm for Hodler, and Wagner, since
Kandinsky's move 1s parallel to the composer's shift of characterisation from stage
prop to musical leitmotif.

We recall here that Duchamp was instrumental in securing Kandinsky’s
transfer to Neuilly in the late ‘30’s; he and Dreier had previously visited Kandinsky at
the Bauhaus.

Now we can perhaps understand the strange Ephemerides entry on Duchamp's
Aeroplane, of the 19th of August 1912. Recalling the burden of Kaspar Hotspur and
Strader's warnings, apropos the danger to the spirit of misapplied technology, now
makes a little more sense of the setting into an entry addressing Duchamp's Munich
drawing of Gaby-Buffet Picabia's comment that, at the time, the Machine was
considered anti-artistic, and an enemy of the mind, the coincidence of the date of

Audemar's triumph notwithstanding:

Tis now proved that nature and the soul, Can be explained as things mechanical. And
is indeed a check to all free thought That Dr Strader, with so clear a brain, Should
countenance this mystic fallacy. Who thus doth master powers mechanical Should not indeed
lack insight to perceive That €’en to gain true knowledge of the soul, All mystic learning
needs must be destroyed by this false science So that the artist’s cold machinery Might no
more lame the soul-life of mankind.
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The answer lies in standard definitions of the word Mind, by turns the
commemoration of a departed soul, the seat of consciousness, thoughts, volition and
feelings, the incorporeal subject of the psychic faculties, the soul as distinct from the
body, mental or psychic being, and intellectual powers as distinct from the will and
emotions, because Duchamp's drawing looks like nothing less than a blueprint for a
piece of spirit-science apparatus, just like the Large Glass.

The Rousselian analysis of the word 'aeroplane' accompanying this text
demonstrates how whilst the drawing looks nothing like an avion, its title evokes the
cognate of aviation, viator, or traveller, which conflates a flying machine of the
aviator with the departure of the soul, since its cognate, viaticum, the Latin for
provision for a journey, also means the Eucharist when administered to and received

by one close to death, a risk noted in the Ephemerides entry. (161)
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7. Semeiological signatures: Semiotics.

Semeiology:  Sign language.
That branch of medical science concerned with symptoms.

The form and authenticity of my practice rests on the credibility of Duchamp's
acknowledgement of Roussel's model, and the recognition of the significance this had
for the relocation of the epistemological grounding of his practice.

Prevailing critical orthodoxy, as represented by scholars published by the
October imprint of the M.L.T. Press, Moffit's bétes noir, whose approach is grounded
in a post-modern hermeneutic itself grounded in Saussurian Semiotics, takes little or
no account of this.

However, Christopher Green ®® questions whether cubist paintings might
legitimately be considered to be susceptible to a Saussurian semiotic analysis in any
useful way. In so doing, he unintentionally contextualises Duchamp's own
enunciation, beginning thus;

With the exposure of the arbitrariness of the sign, it has been argued, Cubist collage
and papiers collés could be read as a play of language in the largest, most impersonal sense.
No longer, in a Saussurian sense, to be taken as utterances of individuals (Parole), they
exposed above all the workings of language itself, the semiological structuring of all
knowledge ( Langue), as a consequence of which, artists became no more than inessential
referents in their work which could now "speak” in their absence since.

But Gris's later theory of the aesthetic, and Gleizes's and Metzinger's 1912
emphasis on qualitative experience, clearly associate Cubist painting with a dominant
subjectivism. So whilst on the one hand, the arbitrariness of the sign, exposed, say, by
the freedom of the word from a single referent, was routinely discussed in the context
of both Cubism and post-Mallarméan poetry from 1910 onwards, as part of a broad-
based interest in language - evidence of which lies in the fact that major sections of
Kahnweiler's second monograph are taken up with such issues in the context of the
theory of the 'sign' - on the other, the latter's discussion on poetry stresses the
autonomy of poetic imagery more than the separation of word from referent.

Both Kahnweiler and Gris drew on the same sources, such as Jacques de

Morgan's L'Humanité préehistorique, Esquisse de prehistoire générale, and Joseph
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Vendryes' La Langue, Introduction linguistique & I'histoire, both published in 1921,
the latter informing attitudes to language shared by many members of the cubist
milieux, as the constant reference, in cubist literature, to such concepts as the
'hieroglyph' and the 'sign’, would appear to confirm. Kahnweiler's own theory of
signs in painting is characterised by his somewhat original application of Vendryes'
analysis of language to de Morgan's account of the development and character of
writing, allowing him to connect painting to ' ideographic writing', in which graphic
signs do not merely denote things, but also signify ideas. That is, painting, in so far as
1t 1s writing, transcribes images, not words.

For Green, Bois's contention that Kahnweiler's theory of signs, and of painting
as writing, was inadequate ( because it implied a too fixed relationship between
signifier and signified, and minimised the Saussurian arbitrariness of the sign), is
compromised not only by the fact that the graphic sign is definitely connected
through the vocal sign for the image to the idea, but also that Gris, echoing Vendryes'
observation that words are used, especially in speech, with as unequivocal a
relationship to their referents as possible, himself insisted on a clear, unambiguous
relationship between sign, referent and idea - that, for his example, his sign for a fruit-
bowl can only be read as a fruit-bowl.

Further, such a conviction did not follow from a lack of awareness of the
potential arbitrariness of the sign, since when Vendryes published Le Language he
was well aware of Saussure's posthumously published Cours de linguistique générale,
of 1916. Vendryes, whose theory of language as a system of signs did not require a
tripartite theory of the sign, considered the realisation of the independent value of the
sign in relation to its 'object' to be the first essential step in the development of
language, a process he described as successive differentiations.

Even if the sign's relationship to its referent was fundamentally open and
arbitrary, it did not mean that in actual use it necessarily remained so. Such a focus on
enunciative usage, in the case of, say, Gris and Kahnwieler, did not imply a naive
failure to recognise, on a theoretical level, the arbitrariness of the sign, since it was the
contextual placing of signs which gave them a clear denotational meaning; a circle in
a painting by Gris denotes an eye or a button only in context, for example. So
Kahnweiler's stress on fixed meanings indicates a concern with the analogy between

painting and language on the level of utterance; both he and Gris thought of painting

as Parole, not Langue.
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Further, Vendryes had made the simple distinction between structural changes
in systems of signs, which were slow and broad-based, and changes in the signs
themselves - the vocabulary or lexicon - as used; fast moving, continual and
individual. Whereas the phonetic and grammatical systems of language, their

' morphology', was stable once acquired, vocabulary is never fixed because it depends
on circumstances; each speaking subject puts together his vocabulary by means of a
series of borrowings from his fellows. This argument was based on work on the
dynamics of language carried out at the end of the nineteenth century under the
auspices of Saussure's mentor, Michel Bréal. Following him, Vendryes believed that
written language observes the logical rules of grammar and conforms to language as it
is held in common, changing slowly, whereas fragmented, a-grammatical spoken
language develops new vocabularies in direct opposition to language held in common.
Vendryes thus associated the languages of art with spoken language at its most
volatile and personal: slang. Since the language of art is categorically a language of
utterance, it is by definition constantly renewed at the level of vocabulary, and is
profoundly subjective in its particularity; Langue et mots et paroles a touts les étages,
we suggest.

So, according to Green's reasoning, Duchamp's work, which we identify as
linguistically predicated on semeiology, is disqualified from any meaningful Semiotic
analysis, since Saussurian semiotics did not inform the avant-garde production
environment. (Even in 1965, the term 'semiotic’ had yet to make its appearance in any
edition of the Shorter Oxford English Dictionary, whereas, as that same dictionary
informs us, ' semeiology' had been in common English, and European, usage since
1694. Similarly, the 1968 reprint of the 1939 edition of the Harrap French and English
Dictionary has entries for the more venerable substantive, but not its parvenu cousin-
germane.)

Cottington (193 gupports this analysis. Following Gee, he argues that
identifying a shift from iconic to symbolic signs in, say, Picasso’s work (which was
always more theoretically advanced than Duchamp’s) such as the first papiers collés
of late 1912, is problematic, since it flies in the face of substantial visual evidence,
predicated as it is on a particular view of modernism, and Picasso’s place within it.
The validity of such an identification, at best retrospectively facilitating a semiotic

analysis of that work, must assume some consciousness of Semiotic linguistic theory
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within the discourse within which the painter’s work developed, which Jacobson’s
later comparison of Cubism with Saussure’s ideas cannot confirm retrospectively.

And a review of views published on Picasso’s work written between 1910 and
1912, in Paris, Madrid, Germany, Italy, the United States and Great Britain, such as
those examples published in A Picasso Anthology, ‘¥ identifies no reference to
semiotically informed use of symbols in his work. Rather, they universally stress
Cubism’s search for the higher synthesis of the object, or, as Kahnweiler put it in
1920, in reference to the period ten years before, the object one recognises in the
painting which is now seen with a perspicacity of which no illusionistic art is capable.

In his commentary on Apollinaire's Les Peintres Cubistes, Read '®® describes
the poet's text as patterned by lexical and semantic threads and united by an overall
conceptual consistency via images such as flames and light referencing promethian
and pentecostal imagery, with Picasso as the new John the Baptist, who cleanses the
Arts in a baptism of light, and in Duchamp-Villon’s work exemplifying the
Immaculate. This structure 1s stressed again by Read, in a discussion of the problems
of translating a text interwoven with highly significant variants, and laced with
rhythm and sound patterns, puns, inter-textual references, and held together by
multiple cohesive strategies, including recurring key terms which a translator must
recognise and address. For example, the polyvalent character of the terms which
Apollinaire uses, such as light, in which various meanings flicker simultaneously,
advances a metaphorical evocation of, in turn, such specifics as the creative spirit, and
of light and shade in a painting.

Whilst Read notes one rare example of Apollinaire's specific reference to
pictorial symbols, writing of Picabia’s work in terms of his colours which should not
function as symbols, but as concrete forms, thus identifying the painter’s own
perceived inclination towards abstraction, this was in a proof not used in the definitive
text of Les Peintres Cubiste, and seems to be an example of the critic's characteristic
hedging of his bets to keep his options open in the combative milieu of the avant-
garde.

And this divergence of response to the same stimuli, illustrated by the exercise
of the same method by Apollinaire and Duchamp but for different aesthetic ends, after
1912, is identified by other observers analysing the semiotic environment in which

Duchamp came to embrace Roussel's solution.




155

Moffit sees Duchamp's formative education rehearsing his susceptibility to the
aesthetic delineated above. As he later confirmed to Cabanne, Duchamp enjoyed a
Cartesian education whose foundation can be located in hermetically closed
tautologies establishing self-referential propositions which prove each other. The
rigorous curriculum of the Lycée Corneille encouraged the formation of an eciectic
reconciliation of positivism and spirituality. In French textbooks of the period,
Naturalism deferred to a pro neo-Platonic Idealism, by which Reality was defined as
an expressive manipulation of the creative imagination. By 1885, Theodore Ricot’s

" world of the senses (was) only a mental construct / the only dependable source of
knowledge is our will / we seek to understand nature through ourselves", expressing
the Macro-microcosmic view of man’s relation to the cosmos, perpetuated
Schopenhauer's view of 1830's that " the world is wholly my representation.”
Solutions to problems were taught through dialectic, the symbolic art of synthesis in
the reconciliation of thesis, the external, objective reality, and antithesis, the internal
and wholly subjective materiality. Moffit quotes Mellier’s Legons de philosophie of
1888 as exemplifying this;

The 1magination is animated by the law of the association of ideas...the sign is the
necessary instrument of every artistic manipulation; and this instrument only fulfils its role
once it becomes put into the service of the esprit.

Amplyfying this is an obsevartion from von Meierk, !®® who quotes Paz
apropos a subject well represented in the Arensberg papers; " la forma universale di
questo nodo — the universal form of this knot ...which knits the whole world", which
is taken from Canto XXXIII, 91 of Danté’s Paradiso: " The idea consists of seeing
the universe as a language, a script....un-ending.....each sentence breeds another
sentence, each says something which is always different and yet says the same
thing...a metaphor which consists of seeing the universe as a book...(which)..appears
also in the last canto of Danté’s Paradiso...the pluralities of the world...come to rest
in this sacred book, not excluding the words of the poet who names it...the union of
substance and accident is presented as a knot., the universal form enclosing all
forms...the hieroglyph of divine love."

Moffit's characterisation of von Mellier's associational theory, one idea
inexorably invoking another if a relationship of similarity, congruity or even contrast
exists between the two appears to identify coincidence is, coincidentally, none other

than the Paracelsian epistemology grounded in Resemblance, expressed most
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familiarly in the Theory of Signatures. Some of the various stock types of
resemblance symptomatic of a system of similitudes facilitating an endless interplay
of resemblances, the four 'essential' similitudes of Conventienta, Aemulatio, Analogy,
Sympathy, and their declensions and conjugations, are outlined by Foucault.*”
Hicken, from page 44 onwards, identifies the same in the construction of a multi-
layered eucharistic Emblem through a chain of resemblances utilising such devices as
recall, pictorial conventions, assumption, pseudonym and images, personalisation,
symbolism, emblematic identification, attribution, illustration, allusion, universal
transformation, union, conjunction, redolence, association, signification,
representation, attribution, influence, commentary, conflation, analogical relationship,
juxtaposition., dialogue, [’accord, likeness, presentiment, identification and, finally,
explication.

Hicken's chain runs as follows. Apollinaire is equated with Orpheus, in a
poem of 1909, in which two wine glasses on a table recall ‘le regard d’Orphée
mourant’, who is then equated with the wounded poet, who is Apollinaire, (in a
painting by Ronvéyre, his head bandaged, mouth open, with pained expression.)

Apollinaire is then equated poetically with Orpheus/Apollo; in 1902
Kostrowitski, now a fils du soleil ’, had assumed the pseudonym Apollinaire.

Next Apollinaire is equated with Apollo via personalisation of the sun
symbolism reflected in his poetry I am reborn with the sun, and, Comme un elephant
son ivoire, in which the elephant is emblematically identified with Piety, since 1ts
trunk is saluting the rising sun. Sun, light and fire are all attributes of divinity, power
and creation, and all appear in Apollinaire’s art. In, for example, Le Bestiaire ou
Cortége d'Orphée, 1911, in which Orpheus is treated four times. Both Dufy, for the
illustrations, and Apollinaire, returned to 16™ century sources, because for
Apollinaire, this equals a renewal of tradition as a modernist riposte to historicist
preciosity.

And so on.
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In Andre Salmon on French Modern Art, Beth S Gersh-Negi¢ ¢®® defines
Nominalism as " the belief that words, ideas and things are separate entities, and that
universals exist only in the mind or in language, but not on their own, outside the
imagination."

Following Jacqueline Gopard’s thesis, apropos Salomon’s Peindre, of
(1919)1999, that Salmon’s expository writing displays no poetics, Gersh-Nesi¢ then
proposes that at the heart of Salmon’s project to privilege artistic personality over
group identity lay a non-poetic nominalism, neither philosophy nor theory, but an
aesthetic, because it calls attention to individual elements (material, verbal, mental
and so on) on their own terms, and in so doing, invites a meditation on random
elements collected into various contexts of modern life (such as the newspaper, the
department store, the caf€). This meditation provokes a self-awareness of perceiving,
simultaneously, multiple realities (whilst simultaneously) perceiving the subjective
experience of reality. " Conception supersedes vision/La conception [’emporte sur la
vision", Salmon wrote regarding Cubism. Salmon’s nominalist aesthetic promotes
conceptual thinking.

Gersh-Nesi¢ proposes that this emphasis of Salmon's project, to establish each
artistic personality amongst the kindred spirits straining to establish signature styles
whilst looking over their shoulders for the newest of new creations, within the context
of well-known art movements, stemmed from the fact that his view of art and life was
nominalist. That is, the fact that words, images, and their associative meanings existed
separately in Salmon’s mind is evidence that he focussed not on the general, but the
particular.

Salmon’s Nominalism as described by Gersh-Ne§i¢ might then serve as a
model for an understanding of Duchamp’s, in which, critically, a linguistically
transfigured spiritual Hyper-Reality replaces Salmon’s represented Reality.

For example, as " the reader/viewer can try to understand [Salmon’s poem]
within his or her own limited purview" which does not fix the meaning of the work
for all time, just for the individual experience of the work, so the decoder of
Duchamp’s evaluation-free encryptions accesses the eternal truth of the tenets of their
shared esoteric beliefs, by the same method. Thus, unlike Salmon’s next
reader/viewer who will bring something else to the work, and that is what perpetuates
the life of the poem/piece as it continues on its path to the future, the individual,

private, devotional consumer of Duchamp’s bespoke talismans confirmed meanings
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already inscribed in an agreed discourse subsequently articulated by the readymade or
constructed object. So, whereas for a Salmon, who believed that art belongs to the
audience (life), and (whose) meaning cannot be fixed by one person for all time, since
art lives through the people who encounter it every day and who multiply its meaning
ad infinitum, Duchamp, who had given up art, practiced precisely the opposite; what
derived from Salmon’s nominalism was precisely that which derived from
Duchamp’s, a focus on the individuality of the producer and his/her product, avoiding
any interpretation of art.

In Le manuscrit trouvé dans un chapeau, Salmon’s (figurative) compositional
elements are described as encoded and open to interpretation as a sign and/or
signifier, (since the aesthetic devices of the work are completely transparent,) the
writer constantly playing with our awareness of his ruses that he has disguised as fact,
since this is a game, and the reader must assume the role as player who actively
deciphers, decodes and analyses the literary devices, and then just lets go, immersing
him/herself in the pleasures of a good story.

So whilst acknowledging some ‘merit’ in Blois semiotic analysis of Picasso’s
papiers collés, Gersh-Nesi¢ ultimately rejects it on the grounds that it ignores the
more compelling consideration of the direct influence of an immediate source on the
artist, Salmon’s Nominalism, citing Jacqueline Gojard’s essay Au rendez-vous des
poetes. This nominalist spirit is thus manifest in Picasso’s Guitar, Sheet Music and
Glass, of late 1912, in which each item exists as an entity unto itself, and each exists
as part of a whole. The nominalist would view each visual element as one reality, the
interaction of the elements on the surface as another reality, the verbal content as a
third reality, and the perception of the viewer as a fourth reality. The deployment of
each element in a poem promotes what Salmon called an art still striving to create
something in terms of its verbal description, a condition Duchamp's new practice
clearly leap-frogged. In a Picasso papier collé, the same motivation takes place — the
deployment of physical elements to create each thing in terms of its verbal
description. All modes of reality are equally real, and the game is to perceive all the
constructed levels of reality simultaneously.

To Salmon’s mind, the ability to grasp the meaning through identifying the
puns and contexts may bring about one interpretation, but it is not necessarily the only

interpretation for this piece, because fixating on one reading of the work does not
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contribute to its infinitude, but in a nominalist vein, they are still open to
interpretation by future generations. Thus the intentionality of the artist is deferred.

In Salmon’s writing, names become signs that infer narratives. Then the
narratives become signifiers, which in turn produce their own si gnification —encoded
by the cultural context of the moment. Retrospective reading can bring along different
or additional signification, much like the diverse elements in Picasso’s collages and
papiers collés. That each reader/spectator enriches poetry/prose/visual art through his
or her perceptional set demonstrates nominalist aesthetics in activon: conception
supercedes vision.

If, however, such a nominalist aesthetic of production and consumption is set
within a closed frame of semantic reference deriving from already fixed meanings,
such as Hermetic Wisdom, no endless hermeneutic deferment of meaning is possible.

Duchamp's attitude to words is examined by Siegel, !* following Setz, and
identifying Duchamp as more metaphysician than philosopher, since his (publicly
expressed) point of view was to doubt everything, especially truth and being, on the
grounds that language deceives people into believing in universal things, claiming that
words, like truth, etc, are 'stupid'; his phrase " The words I use are stupid’ was thus
predicated on the view that language falsifies by imposing the predetermined that it
carries within it . But Siegel also reports that speaking about language was one of the
rare events which ruffled Duchamp's usually calm demeanour, which, if so, implies an
unease which casts some doubt on the sincerity of his expressed opinions.

Siegel cites Setz's interpretation of Duchamp's note in the Green Box
concerning ‘prime words’ as evidence of his imputation that language does not refer
to concrete things in the world but, since the prime words are abstract, the
relationships to which they refer can only be defined as conceptual, meaning that they
could then refer to other, more abstract relationships, such as virginity, or delay, or
some such, thus equating Duchamp's universals with those of a nominalist such as

Boéthius. The section of Duchamp's note selected is translated as follows.

.. a language in which each individual word would be translated into French...by
several words, where necessary by a whole sentence which one could translate in its elements
into known languages but which would not reciprocally express the translation of French
words ...(this) alphabet would be a few elementary signs, like dots, a line, a circle and so on.

Siegel's interpretation of this note is that the basic elements are chosen here in

the same way the artist chooses signs — dots, etc — to stand for what he wants, since
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these correspond to letters or ideographs of other languages, but now as words or
sentences which would have no equivalents in another tongue, thereby creating a
language functioning in sphere of experience to which it alone gives access, a
hermetic world, sealed off from experience. But in fact, all Duchamp is doing is
describing his own materialistic traduction juxtalinéaire, by which he inscribed
meaning in objects. Thus, Siegel's hierarchical scheme of three languages - the first of
which comprises elements which refer to (1) concrete objects in the world, as a result
of which, expression (2) is given only to its own universe, inaccessible to other
tongues, which 1s then composed of (3) symbols, whose meaning only Duchamp
understands - merely stands for the stages in Roussel’s pragmatic method for
constructing stage props, in which the ‘givens’, the content, are subjects translated
into the lexical material of another language, which are then progressively retranslated
in a procedure pursued until an inventory of materials and processes emerges to
provide the matiere and facture of a physical object, whose non-pictorial form is
initially wholly unpredictable.

179 would appear to confirm the thesis advanced above. Addressing

Foucault
the question of Breton's characterisation of Roussel's work as occultist, he is
considering the method of composition that Roussel explained in his posthumously
published confession; Foucault is prepared to allow that at the absolute limit it could
be that the chain of events in La Poussiere des Soleils has something in common — in
its form - with the progression in the practice of alchemy, even if there is little chance
that the twenty-two changes of scenes dictated by the staging of the play correspond
to the twenty two cards of the Major Arcana in a tarot deck.In the process of his

analysis, Foucault, of necessity, characterises Roussel's method, as follows;

If Roussel did use such material, it would have been not to convey content through
an external and symbolic language in order to disguise it, but to set up an additional barrier
within the language, part of a whole system of invisible paths, evasions and subtle defences.

In rejecting Roussel's occult credentials with an uneasy reluctance, Foucault

identifies the source of that method which Duchamp acknowledged he purloined from

Roussel;

It is possible that certain outward signs of the esoteric process might have been used
as models for the double play on words, coincidence and encounters at the opportune
moment, the linking of the twists and turns of the plot, and the didactic voyages through banal
objects having marvellous stories which define their true value by describing their origins,
revealing in each of them mythical avatars which lead them to the promise of actual freedom.
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And again, in The Cushions of the Billiard Table 'V

A whole network of words, secrets and signs issues marvellously from a single facet
of language, a series of identical words with two different meanings. ...It reveals words as the
unexpected meeting place of the most distant figures of reality.

According to Foucault, this was well understood by eighteenth century
grammarians, hovering subliminally behind the quadrivium of the Lycée Corneille,
who, in their purely empirical concept of signs, admired the way a word was capable
of separating itself from the visible form to which it was tied, by its signification, in
order to settle on another form, designating it with an ambiguity which is both its
resource and its limitation, as a result of which, language’s ties to its meaning can
undergo a metamorphosis without its having to change its form.Developing this topic,

Foucault cites Dumarsais, one of the subtlest grammarians of the period, thus;

The same words obviously had to be used in different ways. It’s been found that this
admirable expedient could make discourse more energetic and more pleasant. Thus by
necessity and by choice, words are often turned away from their original meaning to take on a
new one which is more or less removed but that still maintains a connection. This new
meaning is called ‘tropological’, and this conversion, this turning away which produces it, is
called a ‘trope'. In this displacement, all forms of rhetoric come to life, catachresis,
metonymy, synechdoche, antonomasia, litotes, metaphors, hypallage, and many other
hieroglyphs drawn by the rotation of words into the voluminous mass of language.

So Roussel's experiment is located in what could be called the tropological
space vocabulary, in which the tropological space where his process is situated would
then show that a word hides what it duplicates, and is separated from it only by the

slightest layer of darkness. This analysis is pursued in the chapter entitled Rhyme and

(172) :

Reason, in a discussion of Roussel's Impressions d 'Afrique;

The eponymous sentence displays, in its two versions, a play of metagrams:
billard/pillard. The first word is dropped and the second used, but not directly as itself. (I don’t
think that the word pillard [plunderer] is used once in the 455 pages of the text to designate
Talou, a good man, after all, though jealous, ill-tempered, and given to disguises). It will only
be used through a haze of associations: cut off heads, tawdry fineries, spoils, the old
hereditary conflicts of former cannibal dynasties, punitive expeditions, hoarded treasure,
sacked cities. From this fact can be derived a first principle: whereas the two homonymic
sentences are what is most evident in the early works, the anti-word (pillard, plunderer) is
visibly indicated even if it does not appear. It appears as a watermark beneath all the real
words, readily visible against the light.

And in The Surface of Things, '’ Roussel's view, that he was lead to take a
random phrase, from which he drew images, by distorting it a little, as though it were

a case of deriving them as from the drawing of a rebus, demonstrates language is

already fragmented, so that its separate units are used to create image-words, images
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that are carriers of a language which they speak and hide at the same time, in such a
way that a second discourse is created. This discourse forms a fabric where the verbal
thread is already crossed with the chain of the visible. Thus “® Roussel’s whole work
up to Nouvelles Impressions revolves around a singular experience, the link between
language and this nonexistent space which, beneath the surface of things, separates
the internal from the visible face, and the external from the invisible core. There,
between what is hidden in the evident and what is luminous in the inaccessible, the
task of language is found.

That Foucault's analysis would appear to be confirmed by Michel Leiris,
whose comments on Duchamp's The Bride Stripped Bare areexamined by Richard
Sieburth, 17 is significant, since Leiris had known Roussel as a child. They read;

A code of signs that would be to the things signified what the diagrams of statisticians
are to the human realities they express, for example, the so -called 'age pyramid' figure, in
which the generational population decreases due to war casualties are translated by a slight
indentation.

Whereas one always behaves as if things were available to caballistic interpretation,
what matters here is to take everything " at the letter", as the geometrical expression of
"projection" is taken in the procedures of the shots.

The role of inscriptions, or captions, in Duchamp's works, already noted by
Apollinaire; it would seem that he wants to oppose two kinds of writing, both sharing a
common origin, but divergent: written language, in the strict sense, and plastic writing ( if
need be, in the extreme form of the readymade.

A series of images indefinitely deducible from each other, like the box of Bensdorp
cocoa ( a young Dutch girl holding a box of Bensdorp cocoa, decorated with the image of a
young Dutch girl, holding a box of Bensdorp cocoa,....... )

The work of art considered in its totality, that is, taking into account all its attendant
social circumstances; i.e the lyrical notion of aesthetic values and - more practically - of the
economic value that the art object represents for its owner. The work of art is thus no longer
regarded as an aerolith fallen from who knows what supernatural sky, but envisaged within its
real framework and content.

The drawing entitled La Mariée mise a nu par ces Célibataires, méme, of
1913, unequivocally marks Duchamp's switch from avant-garde pictorial conventions
to an emblematic form still used in occult representation, and the advertising industry.
Since Duchamp didn't seek employment in the latter, we must assume his attention
was directed towards the former. This coincided with his employment at the
Bibliothéque Sainte-Genevieve, whose collection included a large number of
incunabula, implying that his assumed audience was that of interpretive communities

au fait with the subjects articulated by such conventions.
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Duchamp's use of emblematic pictorial conventions ends with the termination
of the production of Large Glass, made specifically for the exclusive consumption of
a Rosicrucian enthusiast, and whose second, private, owner, was an active
Theosophist. At the same time, from 1913 Duchamp had been producing individual,
non-pictorial works also onstructed by encryption, such as the Three Standard
Stoppages. And once in New York, he produced, by the same linguistic method, now
by selection rather than construction, a set of readymades, again exclusively for the
cryptographer Arensberg, an activity which also terminated with the demise of
Duchamp's pictorial emblematics; like the everyday working tools decorating
Masonic tracing boards, which they emulate in form and function, the readymades
only existed, en ensemble, within an emblematic space, that of the 33 West 67th
Street studio, physically integrated with constructed works, such as A Bruit Sécret,
and the Roue de Bicyclette.

After Duchamp's abdication of the Arensberg salon, he largely produced only
single items, of the constructed type identified above, for various individuals.

By the time Duchamp had arrived in New York in 1915, the Large Glass, the
rent paying for his accomodation in the 33 West 67th Avenue apartment, was handily
on the stocks, since the notes articulating its content had already been written;
Duchamp wrote to Arensberg from the steamer taking him to Buenos Aires that he
was putting his notes in order, not that he was composing them.

Duchamp's post-1912 adoption of an emblematic p{ctorial form, which
coincides with a sharpening of the focus of his religious, philosophical, metaphysical
and literary subject matter, can be considered as extremely appropriate. The emblem,
characteristic of a way of thinking and seeing in Renaissance culture, with its
philosophical roots, just like the esoteric wisdom it articulated, in late antique
gnosticism, was an ideal form for the satisfaction of the interpretive community the
provenance of his works produced between 1912 and 1915 confirms, as Gydrgy
Szényi, 17® demonstrates.

The emblem was a form which engaged all the senses, (and thus was 1deal for
the exercise of catechesis) a character noted in the quotation from Diderot which
SzOnyi cites on page 2, that things become told and represented at the same time due
to the fact that at the same moment that the eyes and the imagination see and the ears
hear, the soul is exalted and reason comprehends. [Lettres sur les sourds et les muets,

quoted in Praz. (Studies in Seventeenth Century Imagery (1964), 14.) ]
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Sz0nyi then cites Schopenhauer's more sober definition of the process in
which a poetical allegory, as a datum, results in a concept apprehensible by intuition
through an image which, if a painted figure, is not a representation, but a
hieroglyphical sign. [ Die Welt..., 1:3, 50]

The original, Greek, meaning of emblem incorporated both an embellishment
and a symbolic expression, the embléme or devise in which the picture is the body,
and the text, the soul; it is a visual image accompanied by words, revealing some
secret meaning, leading the reader to further reflection, the standard form we see in
Duchamp's oeuvre, a motto/inscriptio, a pictura/ impresa and a subscriptio/glossing
text (its inscriptio and subscriptio anticipating hypertext.)

These definitions concur with the synoptic definition of the emblem Szényi
gives on page 8, as a " tripartite genre organically synthesising picture and words with
the purpose of mixing naturalistic pictorial representation, conventional symbols,
topoi, rhetorical models and other invented or traditional elements shared by an
interpretive community", whose purpose is " to artistically please as well as instruct,
bringing a moral, religious, cosmic or philosophical truth to light, sometimes by
means of developing a riddle or enigma", unlike scientific data, since these ineffable
truths cannot by definition be depicted or illustrated, so they must, perforce, be
enigmatically allegorised.

A consideration of emblematic pragmatics highlights the problems Duchamp
dispensed with in his abdication of this specific pictorial form, since pragmatics deals
with the way an object would be used by a community; Sz6nyi reminds us that
Gombrich stresses this in Icones symbolicae, of 1948.

This means, of course, that an interpreting community for whom an image was
not made might have problems divining the meaning accessible to the different
community for whom it was. Here, meaning is not of a psychological character, in
which case its reconstruction would be impossible, but a construct based on social
agreement and conventionality.

Szény cites John Manning's collection of essays entitled Aspects of
Renaissance and Baroque Symbol Theory (1999), which offers the case of Claude
Mignaut who, at the end of 16th century, gave 17 different definitions of 'symbol’,

( claiming differences between 'perceiving' and 'seeing', and socially conditioned and
constructed cognition, and of recognition of differences in the authority of signs, as

crucial to its function,) in support of his view that whilst the rise of scientific




165

observation subverted a post- medieval concept of the 'Book of Nature', no aspect of
Renaissance or Baroque life was free from an emblematic way of seeing which
determined both the logic of artistic expression and the semiotics of everyday life -
from domestic decoration and ornament, fashion, religious vestments, the
iconography of the procession and pilgrimage, body language and gesture, the
symbolism of entertainment and carnival, tournament, tilting and dance to the court
festival, royal funeral, witch-burning and public execution, etc.

Duchamp's abandonment of pictorial emblematics, effectively in 1915, should
not be obscured by the hangover of the pragmatic Large Glass, which Duchamp
described as a 'delay'; this vielle salopérie was, after all, just a quit-rent. But his
privileging of Roussel's method of encryption, represented by the Three Standard
Stoppages, or Erratum Musical, meant that he could also inscribe content into things,
with no more aesthetic judgment than it takes to encode, transmit, receive and decode
the contents of a telegram.

This is confirmed by cryptographic work Duchamp produced, such as Rendez-
vous de Dimanches 6 Février 1916 and The, for Arensberg, attention to whose
cryotgraphic interests was first drawn by Frances Naumann, in 1977. " This,
notably dismissive, assessment by Duchamp himself ,of Arenberg’s method, is taken

from the interviews with Cabanne already cited,;

His system was to find, in the text, in every three lines, allusions to all sorts of things;
it was a game for him, like chess, which he enjoyed immensely...I think it was mostly the
conviction of a man at play; Arensberg twisted words to make them say what he wanted, like
everyone else who does that kind of work.

Whilst dismissing his friend's obsession with a typically esoteric
dissemblance, Duchamp is here, fifty years after the event, pointing to a method of
text analysis in which, as Naumann informs us, Arensberg saw a close literal
connection between the word and the object, affirmed, in The Cryptography of Dante,
by the view that the form of the Italian word omo, ‘man’ (actually uomo) is written in
the human face, the two o’s represented by the eyes, and the M represented by the line
of the nose and the outlines of the cheeks. Irrespective of what conclusions we might
draw as to the scientific basis of Arensberg's linguistics, the fact remains that however
flawed his method was deemed to be after the publication of his magnum opus, it was

none-the-less predicated on the indexical status of signs standing for specific
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meanings residing in established sources, as the further examples which Naumann

cites make clear.

The telegram is then an apposite analogy for Duchamp's semiotics, not merely
because he liked it, bemoaning its exorbitant cost to his sister Suzanne in 1916 ‘® or
could play chess with it remotely, but because it rhetorically inscribed his motif-d-clef,
the Transubstantiation of the Gnostic Involution-Evolution, the heart of the operation
of the Grande Oeuvre, no less, since its function depends on the conversion of the
phenomenal into the noumenal, and its magical transmutation back again, with
nothing lost in translation, so long as subjectivity, a result of interference from
medium or agency, is removed from all stages of the operation.

But Duchamp was hardly untypical in his symptomatically alchemical
investment of occult significance in the mundane, since this had qualified the

1 . .
(79 examines in the

telegraph's popular identity since its inception, as Richard Noakes
case of Cromwell Fleetwood Varley who;

in the years following the failure of the first Atlantic telegraph ( in 1858), sought to
build confidence in two schemes that had been greeted with skepticism or ridicule as occult;
the construction of a commercially workable Atlantic cable and spiritualists' practices of
communication with spirits of the dead. In the Early 1850's, the British public grappled with
mysterious spirit communications at the same time as new telegraph companies told them it
was possible to use electricity to contact friends on earth. Spirits of the dead rapped' out
messages on a 'spiritual’ telegraph, much as messages on the electric telegraph were
exchanged by Samuel Morse's code of raps.

Noakes was addressing Varley's attempt to make credible claims about both
telegraphy and spiritualism involving dissipating popular misgivings about strange
new forms of communication and finding earnest and respectable participants in these
'occult’ arts. In this context, William Thompson's definition of telegraphy as the art of
interchanging ideas by means of dead matter occupying the space between two

intelligent beings has both the ring of the spiritualist, and of Gleizes and Metzinger's

definition, in Du Cubisme, of a work of art as a passage between two subjective states.
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8. Endgame: Terminal considerations.

The formal diversity displayed by the different forms of my practice are not
the result of an egoistic ethos requiring the continual rebaptism of instincts, but of the
application of the same rule-of-thumb method which produced the formal variety of
Duchamp's, at the heart of which is the semantic core of a traduction Juxtalinéaire, |
the algorithmic recette, both a recipe and a receipt - formula, prescription, means of
attaining an end and list of ingredients. The former marks a beginning, and the latter,
an end.

Thus the subject of any example of Duchamp's expression is enfolded within
the convolutions of its superficies by the algorithmic structure of his method, as in
traduction juxtalinéaire, in which any privileged, but contingent, discourse is
sequestered within an exponentially greater matrix of redundancies serving as its
allegorical appearance.

The form of any of Duchamp's discrete enunciations is then analogous to the
relationship between the totality of the potential invested in a chess- board before the
opening move and, retrospectively threaded through this, the published moves of the
resulting game. Since a successful outcome required discernment rather than mere
choice, we can see now why, for Duchamp, to whom, we might suppose, the
eschatological imputations of Judgement and Election were evident, chess was better
than art.

Perhaps Duchamp talked to Southard about this in 1916, over chess games at
33 West 67th Street, or the Marshall Club; he clearly did not articulate the meaning of
‘Mlle de I’Escalier’ through a simple linear narrative, but one which concealed one.
Given his occult predilections, it would seem apposite to use an electro-mechanical
metaphor for Southard's conceptualising, for his describes a structure in which the
nodal points of the semantic matrix are fused in a network of cross-connecting main
and branch lines, junctions and switches, a metaphor surely not lost on the macro-
microcosmic occultist neurologist.

In his description, meaning pulsates along pathways through the matrix, easing
through delicate tributaries, coursing along broad confluences of conceptual material.
Ideas spark and flare, flowing through homophonic and synonymic junctions of
predicates and attributes to dissolve away, their essences finally settling out as

deposits on a surface made of language. Successive waves of images crackle and arc
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across the synapses of accumulators, condensers and transformers of key concepts,
until form and meaning coalesce, exquisitely poised on the threshold of
crystallisation.

Remove any single element and the circuit is broken; add another and the
matrix shifts the core of its meaning.

In 1916 Duchamp was an enthusiast for the work of Richard Wagner, whose
mature theory of operatic semiotics embodied the concept of the work permanently
suspended at the point of orgasm. The technical device from music theory that
Duchamp borrowed from Wagner - suspension — was itself purloined by him from
Schopenhauer, for whom suspension meant suspense; in Wagnerian aesthetics it is

applied to the penultimate chord occurring just after what the listener thinks is the

penultimate chord, which is invariably a discord, in tonal music, an insufficient chord
which requires resolution on a concord, which is what the listener is expecting. But it
moves onto another discord, which only then resolves on the tonic. At the point at
which discord moves to discord, the tension is prolonged and intensified, ultimately
producing a heightened satisfaction. The first chord of Tristan, known as the Tristan
Chord, exemplifies this, containing within itself not one but two dissonances, creating
within the listener a double desire, agonising in its intensity, for resolution. As

Schopenhauer says of the effect of suspension,;

This is clearly an analogue of (the) satisfaction (of the will) which is enhanced
through delay. (180)

Perhaps then it is no accident that in a work Duchamp described as a ‘delay in
glass’ we find a suspendu.

It would appear then that Duchamp composed works, analogous to those of
Wagner, predicated on the way suspension operates. The traduction juxtalinéaire
proceeds dialectically, from discord to discord, in such a manner that the senses are
always on tenterhooks for a resolution which does not come - Southard's " no
decision rendered" - since for Wagner, expression was the equivalent of the un-
assuaged craving that is life, each discord resolved in such a way that another is
created, the aesthetic sensibility simultaneously satisfied and frustrated.

Southard's construction was elaborated in his description of Duchamp's
exegesis of a work which he admitted took as its model a poem whose subject was a
failed alchemical Operation. According to Southard, the form never sets but,

constantly dissolving and reforming, assumes the appearance of a Symbolist field of
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relationships slithering in and out of focus according to the analyst's progress, the

consumer's shifting perspective.

This would seem to advance the concept of a work as a magnification of
material reality, and so serve as a metaphor for the refractive and recalcitrant

Philosopher's Stone; as Duchamp later said to Cabanne, the work is a "sort of constant
euphoria.”

A conversation between Ralph Rumney and Francois Le Lionnais ‘2" throws
interesting light on this, apropos Duchamp's chess compositions of 1911, in which
two minds form the core of a four-dimensional matrix. Le Lionnais, who had both
seen Duchamp play and played against him, was asked by Rumney to describe
Duchamp's qualities as a chess player; Le Lionnais was, variously, a construction
engineer working on telephone cables, chief engineer at the French Ministry of
Works, scientific adviser to the new Larousse dictionary, a member of committees for
the restoration of works of art in French national museums and Radiodiffusion
Television Francais, and author of numerous books on science and chess. The
following synopsis gives the sense of his response;

In his style of play I saw no trace of a dada anarchist. To bring Dada ideas to chess
one would have to be a chess genius, not a Dada genius. In my opinion, Nimzovitch was a
dadaist before Dada. He introduced an anti-conformism of apparently stupid ideas which
won. For me that's real Dada. I don't see this in Duchamp's style. What I did find was
considerable honesty; he was very serious and applied. This may have been a fundamental
trait in his character.

When he represented France in the Chess Olympiads, he was always up against
stronger players than himself, international players, and this prevented him from playing
brilliant games; it's easier to play brilliantly against weaker players.

He was not an innovator. He applied absolutely classical principles. He was very
conformist, which is an excellent way of playing, if you're not a genius; it's safer to be a
conformist.

He liked talking to people with a scientific background, but until the end of his life he
was stuck at Henri Poincaré. He'd read a lot of books, not mathematical texts, which he
wouldn't have been able to understand, but popular science, philosophical musings of great
mathematicians. This influenced him a lot. In his work there is a quasi or pseudo scientific
approach; there is always the margin of error which an artist can't avoid because his culture is
inadequate.

The serious appliqué side of Duchamp shows up everywhere. I regard it as a
characteristic of Duchamp and I liked it better than Picabia and Tzara, though I admire them
both much more than Breton, who seems to be lost in the mists of the bourgeoisie. Duchamp
seems to me to represent a tendency to combine a simulation made with scientific methods
but applied to an area which is not science.

The same thing might be said of Raymond Roussel.
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List of illustrations.

Preamble.

The text 1s not illustrated, in the conventional manner, for the following
reasons.

A vast literature on Duchamp, including dozens of exhibition catalogues, and
the internet, provides ample multiple access to high quality reproductions of the
works cited 1n this text. Thus, the following list acts as a synopsis of the complete
COrpus.

Comprehensive catalogues raisonné of Duchamp's total corpus, ' complete' for
the time, particularly by Arturo Schwartz, (see Bibliographic entry No. 134.) are
readily available; examples of different editions are held on reservation at four
locations within twenty minutes walking distance of The Old Mining Building School
Office, the School Study Centre, the Boddington library, The City Art Library and the
Henry Moore Study Centre.

The Text, and the accompanying Pinacotheca, express, in different forms,
analyses of the semantic structure of key works, which serve to elucide, exemplify
and make illustrious, i.e., to 1llustrate.

Works by Duchamp cited in the text, in order of appearance, with initial
location and ownership.

This information, and the itemised numbering, is taken from References and
Sources, entry No. 69.

Tum’ 1918 (New York). Katherine S Dreier, West Redding, Connecticut. 1918. (114)

Fania (Profil) 1916 (New York). Coll. Louise and Walter Arensberg, New York
(probably acquired around 1915.) (104)

Absent. Vous pour Moi ? 1922. (New Haven (CT), Beinecke Rare Book and
Manuscript Library, Yale University Library.

Broyeuse de Chocolat No. 2. 1914 (Paris). Frank Stella between 1915 and 1918. (93)

La Marie mise & nu par ces Célibataires, méme (The Large Glass.) 191 5-23. New
York. Coll. Louise and Walter Arensberg, New York, 1918. (133)

Trois Stoppages—Etalon 1913-14 (Paris). Katherine S Dreier, West Redding,
Connecticut. (94)

La Béite de 1914 1913-14 (Paris.) M Duchamp. Paris. (90)

La Marie mise & nu par ces Célibataires, méme (The Green Box). September 1934.
(Paris). Edition of 300. (142)

A L’Infinitif (The White Box) 1967 (New York) Edition of 150. (170)
Absent.Posthumously Published Notes. 1983. (Boston)

Le Printemps ou Jeune Homme et Jeune Fille dans le Printemps 1911 (Neuilly).
Mme Suzanne Desmares. (Rouen) (47)
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Moulin a Café 1911( Neuilly). Raymond Duchamp-Villon, Paris. (61)

Portrait du Docteur Dumouchel 1911 (Neuilly). Dr R Dumouchel, Rouen. (38)
Nu Debout 1910 (Neuilly). Mme Ferdiand Tribout. Rouen. (36)

Apropos de Jeune Soeur 1911 (Rouen). M Duchamp. (43)

Le Buisson 1910-1911 ( Neuilly). Dr. R Dumouchel, Neuilly.(42)

Paradis 1910-1911 (Neuilly) M Duchamp. (40)

Erratum Musical 1913 (Rouen) M Duchamp.(77)

La Marie mise a nu par ces Célibataires méme Erratum Musical 1913. (Rouen)
M Duchamp. (78)

In Advance of the Broken Arm 1915 (New York). Original lost.(102)
La Bagarre d'Austerlitz 1921 (Paris).Mme Marie Sarlat, Brussels.(132)
Pistons de Courant d'air 1914 (Paris) M Duchamp. (98)

Flirt 1907 (Paris) Private Collection, Paris. (20)

Absent " La critique est aisé, mais la raie difficile.”

La Mariée mise a nu par ces Célibataires 1912 (Munich) M Gustave Candel,
Paris.(72)

La Marie mise a nu par ces Célibataires, méme. 1913 (Neuilly) M Duchamp. (82)
Recette 1918 ( New York) Coll. Louise and Walter Arensberg, New York. (113)
Machine célibataire ( Elévation) 1913 (Neuilly) M Duchamp. (80)

Machine célibataire 1°en plan et 2° en élévation 1913 ( Neuilly) M Duchamp.(81)
Encore a Cette Astre 1911 (Neuilly). M Duchamp.(F C Torrey 1913) (60)

Nude Descendant un Escalier No. 2 1912 ( Neuilly) M Duchamp. (F C Torrey 1913)
(64)

Nude Descendant un Escalier No 1 1912 ( Neuilly) M Duchamp. (61)
Jeune Homme triste au Train. 1911 ( Neuilly) M Duhamp. (62)

Pour une Partie d'Echecs1911 ( Neuilly) S Duchamp.(55)

Etude pour les Joueuers d'Echecs1911 (Neuilly) M Duchamp.(53)

Le Passage de la Vierge a la Mariée 1912 ( Munich) M Duchamp. (71)

With my Tongue in my Cheek 1959 ( Cadaqués) R Lebel, Paris.(162)
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Neuf Moules Malic 1914-15 (Paris) M Duchamp. (98)

Cimetiére des Uniforms et Livrées N° 1 1913 (Neuilly) M Duchamp.(86)
La Mariée 1912 (Munich) F Picabia. (75)

Vierge N° I 1912 ( Munich). J Villon, Puteaux. (72)

Vierge N° 2 1912 ( Munich). B Poisonnier, Paris. (73)

Absent Jura-Paris Road text.

Feuille de Vigne Femelle 1950 ( New York) Man Ray. (154)

A Bruit Sécret 1918 ( New York) Coll. Louise and Walter Arensberg, New York.
(107)

Roue de Bicyclette 1913 (Paris) Destroyed. (86)

Rendez-vous de Dimanches 6 Février 1916 ( New York). Coll. Louise and Walter
Arensberg, New York. (105)

<<The>> 1915 ( New York). Coll. Louise and Walter Arensberg, New York.(102)

This group of works forms a hypertextual algorithm at the core of Duchamp's total
corpus, a Rousellian parenthesis serving as the foundations of the history,
historiography and hagiography of Duchamp's ultimate oeuvre. Their subjects, genres,
provenance and locations in turn function as the 'mots’ and ‘paroles’ of "touts les

étages’ of the text to which they are annexed.
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Key to Pronunciation.

The use of italics signifies the following.

(1) Titles of works.
(2) Words in French.
(3) Words in languages other than French subject to French pronunciation.
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