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The questlonﬁ

ﬁaptly put by Janet Hobhouse, one of Steln slf

‘ fographers, 1s whether Steln s relatmonshlp w1th the agtlsts was merely“'

L -

o R B o g " ~ -
'f; one of "gllt by a330c1atlon.‘;, In a, suppiement to tran51tlon magaz1ne,_ TR
: : B R

the edltors of the magazane and the artlsts, Matlsse, Salmon Braque and

“oRt

i The Aut*é liraphy of Allce B. Toklas _‘ j '. ‘-_ 2t R

“a

- engaged 1n the same movements as Cezanne and Plcaséb Cﬁrtalnly Steln :?’;.

"ﬁb'Hoifmaﬁ npfes{f

7[_Analog1es between the arts are one of‘the swbe paths to 9‘-“'
lerditical- difficuyties. ' That gudh anaaogles must’ be attemﬁted

“. can hardly be axgjded ~however, ‘when one is confronfed with,
_“the "portraits. "landscapes,"’and "stlrl llfes" of thlS ;§j
“‘“perlod of Gertrude Steln s wrltlng., AR P D

L

. I)

» The seeoﬁd chafter deals w1th Three lees and Stéﬁn‘s clalm to."v

o %K

hav1ng been 1nsp1ned=by the work of Cezanne.; She also clalﬁed lneplratlon

’Lfbrlef look at Flaubept s 1nfluknce 1$ also 1ncluded" The maior tenets of

B )

gqgffSteln'e aesthetlcs appear to have beaalderlved from Steln's kﬁowledge of




'. Allce B. ﬁToklas" In The Antob_;g; hy5 Gertrude sags, "cublsm 1s a

because I was expre351ng the same thlngs 1n llteraturé'(Plcasso, p 16)

\fondness for Plcasso 1s such“ﬁhat she
REN !\\l'

i; Plcasso was a: fruend Steln regarded &1th be ot
- N ' ?ggﬁ

', .

M ',- ”ﬂf

throughout her llfe. As B L Re;d has p01nted out; hlS "name appeaﬂs

-~

R . A\ 24
., .ﬂ..

purely spanlsh conCeptlon and only spanlards can be cublstsiandsthat the

.,‘v

3 o "

3
only real cublsm is that of Plcasso and«Juan GPIS.. Plcasso created 1t‘

“q

: and Juan Grlsnpermeated lt wlth hlS clarlty and hlS exaltaunon.o.f{:.}j,]dm
_ H. 4 ’

- amer;cans can understand spanlards.w,, they are the only two western
natlons that can reallze abstractlon“ (The Autoblography of Ailce B. };_Wi

P

Toklas,?p 91) _ In Plcasso, Ste;n also wrltes of the beglnnlng ofm Q,Th?

. &
a

Plcasso s cublsm, "I was alone at thlS tlme 1n understandlng hlm perhsps$

)

Steln never calls herself aaﬁfblSt but crltlcs haee labelled T e Maklng

" el ks
.

. on- her wrltlng and on the deVelopment of modern art

of Amerlcans her flrst cublst work ThlS p01nt requlref examlnatlon

Slnbe the art of the new movements proceeded ﬁﬁom an aesthetlc,

that is, 1t attempted to fulfll certaln aesthetlc gaals, and 31nce Steln Np?7'~

“n

was, as Wyndham Lew1s sald "comfortably at the heart é% thlngs" and
i . : R ; R ,._'_

%.

'f"assoc1ated w1th all the maln act;v1t1es of the tlme," lt 1s~conce1vablev“

i

that she was, 1n fact, 1nt1mate wlth the aesthetlc developlng'around her.u“;t:'

BN i g *wn»vu-".
In the tran31tlon supplement Marle Jolas askedeof S¢e1n "Why

has she sought to bellttle so many of the artlsts whose frlendsh;p made

1t poss1ble for her to share 1n the events of thlS epoch?" ("Testlmony

. 3
§




;; agalnst Gertrude Steln,y p 12)j~ One anSWer 1s, perhaps, that Ste;n
. . . g. BTN ‘é R
ﬁéllttled the artlstslbecause those same frlends had never ﬁelped to -
..v SR R ERRNE | R Y. = B i
R advance Ste;n's career fn the puhilc eye and had ‘never agknowledged her
B L . . $

'hh_ﬁ"a n aesthet1c1an and as an artlst, ln the de;e}spment of modern L
) ' -7# . . t
. * . ,‘sﬁt . PR

_”[art.. Steln s dlsparaglng commengf about the artlsts 1n The Autoblography ,;""

h \' . . ; ‘gh‘?' %4 : %b Catt ~

_ may have been a result of the lack of credlt acéorded her.fwi'qd b", e
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e

L : 2Mlchael Hoffman The Development of Abstractlonlsm ln%the
}~ Writlngs of Gertrude Stein (Phlladelphla Unlver31ty of Pennsylvanla,,
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CHAPTER-I . .° -
. INTRODUCTION

: : g S
% . 1 . . ool : . N * i
a. rose full of ‘treachery"*.

ATmos \ r volume of art hlStOPy deallng w1th -the beglnnlngs of

-pmodern art 1p the twentleth century mentlons Gertrude Steln., Almost all
';volumes of cr1t1c15m deallng w1th the wrltlngs of Gertrude Steln mentlon
the names of those who have become venerated as- tltans 1n the h1story of

: modern artmv.In the.art books thetcommentS‘on'Stelnﬁare relateduto her v{

n.patronage o@ these artlsts., In the volumes of llterary cr1t1c1sm the ’

comments are concerned thh the.p0551blllty of Steln's wrltlng hav1ng

ubeen 1nfluenced b;iher assoc1atlon wlth these major artlsts Steln

“T'allled her creatlve work w1th that of the artlsts 1n the G F P and ln.,d

l

'v"her comments on: her work in The Autoblography of Allce B Toklas ﬁer~:‘”

._.,

'jdremarks in The Autoblographx drew a protest from'several artlsts who‘ff;

fﬁ publlshed a pamphlet denylng her 1nvolvement 1n the formulatlon of thevjp’

Wg'alms of the new m0vements 1n art. The extent of Stein s part1c1patlon 1n

f

BRI

g the development of these new movements 1n\modern art needs examlnatlon.'ﬁ

i_Ben Reld ifArt by’ Subtractlon._ A.Dlssen,

Jg’ plnlon of Gertrude Stelnfe.

v_poses questlons (though he does not really attempt to answer them) é‘ip‘ .

iwrltes A

The question of Gertrude Steln s. relatlonshlp to paldtxng is . :
another thorny one... ... Miss 8tein's lecture on “Pictures" SR
‘is the most appalllngly empty thing she ever. wroté if
communlcatlve manner. The fundamental questlons here are




”!how thoroughly she understood palntlng ‘as- an art and to what o
e 1extent the 1nfluence of palntlng lS operatlve in, her creatlve
. ,work l g : , , . .
These are: the questlons whlch need to be examlned '.7_:b:'¥fﬁ'“‘rf-ffj‘?”;“?

Steln wrote two of her ma]or works d'flng the flrst decade of

. _.\"--

thls century, the perlod ln whlch the revof“tlon yn art was beglnnmng

s T 0

: D - .
' It lS these two works whlch wlll be examlned 1n relatlon to the artlsts

2!

w1th whom she allled herself Steln clalms that Three lees was wrltten

e

ngi~nnder_the;in .-'nce of Cezanne and Flaubert It1w1ll be necessary to

'fvestlgate the alms and the work of both of these men because thelr ['

names are often llnked by crltles as. jOlnt founders of the new movement

had become an 1nt1mate frlend of Plcasso and durlng the years 1n whlch

1

vh cublsm was developed Tth study WLll deal w1th the pOSSlble 1mp tus

Steln s knowledge of these two artlsts 1n partlcular may have gl en to

o her work Flrst hOWever the cr1t1c1smboffered by the dlssentlngvartlsts

1n thelr rejectlon of Steln as: belng one of them w1ll be rev1ewed.-

The "Testlmony agalnst Gertrude Steln" publlsheﬁ as a Sp

: supplement to tran31tlon maga21ne contaLned denlals by Bugene and Marla
—A—-—-——~.—-—,—

\

" .in art and llteratu?e The Maklng of Amerlcans was’ wrltten after Steln ijx‘

Jolas, Andre Salmon, George Braque Henrl’Matlsse and Trlstan Tzara.z- L

of, ccuracy and agalnst her cla1m that she was "1n any way oncerned w1th

) . /

di] the shaplng of the epoch she attempts to descrlbe" ("TAGS U8 p. 2)

,»-»"' R Vo

’spec1f1c detalls mlght be

Surely Steln s lack of accuracy 1 ‘

tolerated since, she was wrltlng twenty—flfl

‘years after the events.zQAsf;,:ﬁif




in onSequentlal

-

- o g R 3
. corr ctlons of fact " Matlsse for ple, protest31that an 1nc1dent

QQL,Ttook place at Boulevard des Invalldes not 1n Clamart where Steln had

,:‘iplaced 1t Matlsse too however as Mellow#p01nts out 1n hlS blography

4.

':f{of Gertrude Steln, even makes an’ error or two of th -OWn in . hls protest

,pFor 1nstance, Sally‘ teln dld\not 1nst1gate the purchase of "La :e@@é‘éuﬁ-\*

w;Chapeau," Gertrude and Leo dld Andre Salmon protests belng descrlbed ash‘*

[

ﬂ ‘ﬁdrunk at the Rousseau party ( TA?//" p 14) Howeyer though Leo Steln
jln hlS autOblography aménd///ertrude s whole descrlptlon of the party,

_ I L e EUTE

”"‘does not refute Salmon s belng drunk He mérely savs,v ;,_nkey ate the o

“aflOWer coff Allce s ha"not_Salmon " “;':, moreover twenty years laterﬂf

ff'fMatlsse too sums up The Autoblography as an act of personal vengeancé _ “g,j7

p——s

P

jngHe clalms only Sally Steln ever understood hlS work and“says "Steln had

‘”ja sentlmental attachment for Plcasso. Wlth regard to myself she_has

B

("TAGS " p. 7) L




*T{i]havxng been 1ncluded rn lt Ironlcallyﬂ Steln s rebuttal to thlS argu—‘
'1‘ LA

t f:/prther about them Ln the next vo'ume '

‘ . tq..‘

////’she wrltes 1n Everybody s Auto 1ography "I knew that Marle had not'been“u”

pleased that I had spokel:of all of them and of the old days but then I f_\

- ~ . 5 iv]
knew palnters wer_‘ 1ke that " Bgt Tzara in- hlS rlghteous 1nd1gnatlon

v--v e P~

'-Qtests too much._ He wrltes "The depraved morals of bourge01sjlf

'hflsoc1ety are now opposed by the strong loathlng Wthh 1s felt by a few

\ )y

:f_ rare belngs who have p031ted the problem of manns destlny and dlgnlty

wlth a rav1ty ;? " ("TAGS "ib 13) ' Presumably Tzara sees hlmself asftfﬁ'

one of these rare belngsﬁaHJ_51nce he was relegated by Ste;n to belng

merely "a pleasant and not very‘excmtlng ‘cou n" and was glven only flveffﬁ;f

fw;ﬁ sentences 1n The Autobloggaghz hls annoyange'Ls'understandable. ]_f{"

".f The envy thé artlsts felt for one another'has been recorded by?¢5f7

s

accords hlm no such credlt 6 She almost totally 1gnores hlm 1n The

Autoblograghz

"We did not look at the plctures o:;Braque but/we-began




-;sang as belng somethlng he had sald but 1t is not the same thlng" (EA

I
t

p. 35). R o g . ‘ft

Slnce these artists obv1ously felt neglected or. abused in The

Autoblography, it is not belng presumptuous to say that thelr remarks
i, ‘l

that Steln understood nothlng and was not a part of the movements An art,
3

‘are weakened in: credlblllty She acknowledges that the palnter and’ wrlter

s

. ought riot to 1ndulge in attemptlng to&explaln each other s concerns.- ln
-rebuttal to Marle dolas she says wlth mock: agreement "the palnter can‘
only include what he sees,'he has only one surface," though later she
conoedes that Marie was rlght,'"The painter does not.conceiye'himself as.
eXlstdng ln hlms;lf; he'conceiyes‘himself,as a reflection.of-the objects ;
‘hevhas put intoAhis pictures."7; Steln apparently feels that the artlsts

dld not understand wrltlng elther Her 1mmed1ate rebuttal'to the .

protestors. occurs 1n The Geographlcal Hlstory of Amerlca in 1936 where

\2she wrltes, .i.-; there are no: w1tne$ses to the autoblography of any one-

. {
" . ! x>

that has a human. mlnd n8 "ﬁ;
However, the oneffigure noticeably_absent from the. protest'waS»
Picasso, her darllng protege, for>Ste1n certaanly saw herself as-his
protector. Watching his progress.carefully, she admonlshes hlm 1n'her
.?second,portralt, "If I Told Hlm," to be careful to stick to "exact
.resemblance" (see page 16 Plcasso for explanatlons of her fears) But
.she makes no clalms about 1nfluenc1ng Plcasso—‘although she flaunts her.
influerice on severil wrlters——and he in turn says nothlng in support or .
o denial of her comments about hlmself or his work She does clalm to have
N put Plcasso before the public eye by wrltlng about h1m~-both in her': |
’portralts of hum and in her explanatory ‘book on hlS work and development.

Art hlstorlans seem to c8ncur that Steln and Leo were among the flrst to

Bl



L

apprec1ate, patronlze, and proselytlze the work of both Matlsse and

Picasso. (See Four Amerlcans in Parls ) Steln revels in taklng credlt
LY .
for this herself as "Allce" explalns "Two Amerlcans happened to' be in

the heart of an art movement of whlch the outSLde world at that time knew

nothlng "g But it was flve years after The Autoblography that Stein made

~ her most grandiose clalms w1th regard to Picasso.: She says that they
together, Spaln and Amerlca, das -she calls them "were the natural founders
of the twentleth century" (p, p 12) and she says UI was alone at this
tlme in understandlng hlm, perhaps because I was an Amerlcan and as I
say, Spaniards and ‘Americans have(a klnd of . understandlng of: thlngs

, whlch is the same" (P p 16) It is ‘these two assertions, that Steln

understood Plcasso and that she "was expres51ng the- same thlng,' which

: w‘seems to demand 1nvest1gatlon

Steln did not come’to her acqualntances with these artlsts
.acc1dentally ' Ellzabeth Sprlgge, in her blography of Steln p01nts out
"It is 1mportant to remember that she dld buy their plctures before she

met them nl0 Stein’'s educatlon ‘and background 1n art has been documented

by her blographers "See G. S. Raffel in the Prlmer for the Gradual

Understandlng of Gertrude Stein. As a youngster ‘she had toured European

.museums of San Franc1sco which at that time had a con51derable reputatlon:
for s12eable coilectlons of art and for tourlng exhlblts In Everzbodz ’

Autoblography she wrltes of hav1ng been taken to see Millet's ”The Man

w1th a Hoe'" and of the Japanese prlnts available 1n San Francisco.

burlng unlver51ty vacatlons Ste;n tdok trips from Ba%tlmore to New York
to . see ‘the operas and museuns. Accordlng to the accounts of her
biographers, her v1sual 1mag1natlon had a/rlch env1ronment .In Parls,

- She was well-informed 6f the develapmentstln art By her assoc1atlons.n1th

\



Leo; berénson"andthe:art'dealersra Steward and Hoffman haye pOlnted out,
in thelr studles'on Steln that she was also well- 1nformed of all the
l'ﬂma]or act1V1ty 1n the 1ntellectual cllmate }hat was developlng all.over
'j:Europe.' So if Steln, with her background of 1nterest in' the v1sual arts
:iand her fPlendShlp wlth.the ‘artists, could make' the two clalms that Spaln
and Amerlca ushered in the twentleth century and that she was d01ng the
same thing.in llterature these two claims are worth examlnlng )
The Steins had begun buylng work by Cezanne in 1904" and 1n the

Autumn Salon of 1305 Gertrude and Leo found Matisse's "La Femme au L |
Chapeau' whlch they purchasedf Sarah and Mlchael Steln began then to
collect Matlsse s work and as Steln puts it, ﬂ?he friendship wlth the
_Matlsses grew apace" (AABT p. ul) The'famOus'Saturday night ealonsxT
began then too Accordlng to Mellow one of Steln s bloéraphers they
were establlshed in order to. regulate Matlsse s hablt of just dropplng ln;
" The Stelns qu1ckly acquired a reputatlon for holdlng these gatherlngs of

‘their coterlenand for collectlng paintings which had outraged critics.

Mellow writes:

> - So familiar .was the a33001at10n of the Stelns with everythlng
"~ radical in Parisian art that French art CPlthSv—hOPrlfled by
the so-called infantile smears of Matisse's paintings and’
casting about for explanation--claimed that such work was
clearly 1ntended only for gulllble and benlghted Amer;cans;

X,

Art hlstorlans credlt the Stelns with great fore51ght 1n
encouraglng the new revolutlonary palnters by buylng theiir work and by

support;ng them. It seems that the question of whether Stein: understood o

‘v,_ .

”

palntlng is answered by her. own place as a patron 1n the hlstory of modern -
palntlng Jean GUlChan Melll dlscus51ng Matlsse s flrst patrons, the

‘Stein famlly and Shchukln ‘and Marcel. Sembat wrltes



..a small group of collectors had actlvely 1nterested
'themselves in Matisse's work. " The critical role played by
‘these clear-sighted and.courageous patrons must be under-

,lined ‘Like all true lovers of-art . they were ahead,

not

only of contemporary taste, but also of the artistic.. . .- .
‘discoveries 1mmed1ately precedlng them~"whlle the impres-
sionists,. Gaughln andwCezanne, .were still belng debated,

. these collectors were already looklng ahead and percelVlng

* the meaning of ‘subsequent. discoveries at the very moment = -
whety these were belng -decided. An extremely rare -gift, nd
‘one of the hlghest merlt, sihce it ant1c1pated ratlflca

by publlc oplnlon by thlrty to'forty years

The questlon ""to what hXtent the 1nfluence of palntlng is

her creatlve work” stlll demands an answer

This'stpdy:will’be limited to~8tein’s tQO'major

Three Lives aﬁd‘The Makiﬁg of Americans; Chapfer II'Qill'

Tt

‘ ground work Steln found lald for her 1n the’ aesthetlcs of

operative in

early works,
examiné»the

Cezanné.and‘the;_

.p0531ble 1nfluence of hlS theorles on Three lees Chapter III w1ll

examlne " the p0531ble 1nfluence on The Maklng of Amerlcans

of Plcasso s

'theorles of cublsm " The conclu81on w1ll take a brlef look at some of thev

tenets of phllosophy Wthh were a part of the 1ntellectual cllmaterof the

tlme;and.at.the aesthetic whlch Steln was evolving for her'own_work.



" FOOTNOTES

,”p . 7-1 R B bﬂ‘“'..* V:f' . ; o \‘ o
LA Gulllaume Apolllnalre,‘"Un Fantome de Nuees," Calllgrams,
L,[trans Anne Hyde' Greet (Santa Barbara, ‘California: Unicorn: Press, 1970),
. pp.. 36~ 38. ' The epigraphs at the head of ‘each chapter, and the subtltle,v
-are’ “from thls poem which ‘is reprlnted in the Appendlx.: Apolllnalre wrote
this.poem about ‘the period before World War I when he and. Ris friends, o
_fPlcasso, Braque, Jacob -and’ Salmon ‘felt the. new century was . on the threshold
. of great new things. - He' wrote in "Tree"
. ';Everythlng 1s sadder than 1t used to. be
o Abl earth’s gods,are grow1ng old
' And hew belngs are ar131ng
~Three. by three (p ll)
"Phantom of Clouds" seems to me’ to be about the artists whose revolutlonary ’
experiments. were 1mpre851ng themselves on the art world 1n the flrst
decade of the twentleth century
lB L Reld Art by Subtractlon A Dlssentlng Opln;on of o :
Gertrude Steln (Norman Oklahoma .... of Oklahoma Press, 1958) PP 161 62.“

_ ‘ 2"Testlmony agalnst Gertrude Steln;" supplement to tran31tlon "”
.(The Hague ‘ Serv1re Press,_1935) ‘Feb., p. 2. Hereafter Clted in text
s "TAGS."™ L T S T

P e

3Rlchard Brldgman Gertrude Steln 1n Pleces (New York Qxford-]
Unlver51ty Press, 1970), p. 218. o " S

-«

, LLJéme’s'R ‘Mellow, Charmed cifcié Gertrude Steln and Company
'(New-York: Praeger Publlshers5 1974), p 402 : :

- Gertrude Steln Evegybody s Au;pblograpgy (1937; Tpt. New York
B Random House, 1973) p 34 Hereafter c1ted in text as EA-ij“

gln'her portrait of Braque;, Stein%gives him;veryflimitedfére&it:a
Brack ' Brack is the one who put up- the hooks and held the
thlngs up and ate his dinner.  He is the one who did more:
He used-his time and felt more much more-and came before
7~when he came after. He did not resemble anything more (it
- .Geography and Plays, p. 145, c. 1922 dated '1913 by Bridgman).

BEEN



S 7Gertrude Stelp, Plcasso (1938 rpt BOSton' rﬁ?acdﬁiPaperbaeks; ;
' 11959), p lu Hereafter c1ted in’ text as P SRR ‘7@;51‘***w”'5” T

‘ 8Gertrude Ste£9= The Geo§ phlcal Hlstorxiof Amériea (iéééa"
i qrpt. New York 5Random House, 1973 p Hefeafter 01ted 1n text as

VRS

o Gertrude Steln, The - Autoblography of Allce B. ?ukias (1933~ "__
rp: New. York Random House, 1960) p..28; Hereafter c1tedaiu text as
AABT.. , 3 : ; ERRPRTR

o v l Ellzabeth Sprlgge, Gertrude Steln HerHLifefandwarktﬁméw ffH'f’
York:. Harper and Bros.}Pub s 1967), P. 59. .VL T e

lﬁlMe,i_l_ow‘,‘ ® ._{_‘ 6.

SRRP SRR 12Jean Gulchard Melll, Matlsse (New York PraegéfuPub;lrn¢.,;w§f,'
Q;.1967), p su "*f e T 22‘_@_u: LT étijf
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-:_,STB»_IN ,',‘FL_A'UBE'RT AND ‘CEZANNE: . 'TH‘R_EE;. IVES L
B ﬁﬁ”He bore hls whole heredlty in hls face"
e » ;’-— G Apolllnalre i
;zﬁj:.' Steln attrlbutes the 1nsp1rat10n for Three LlVes her flrst -

._,.-

ma]or work to Cezanne and Flaubert She says, ”she had begun as- an

’

S exerc1se ln llterature to translate flaubert s TPOlS Contes and then she"

Cew el

C v

,“‘come to terms W1thfherself ahd her romantlc entanglements*‘whén'shefread

,,',.v

had thlS Cezanne [portralt of Mme Cezanne] and she looked at 1t and

under 1ts stlmulus she wrote Three lees" (AABT, p 34) She also says U

"Everythlng I have done has been 1nfluenced by Flaubert and Cezanne, and;l

; l»A

thls gave me a new feellng about compos1tlon."lv Flaubert she explalns

B

also ”had a llttle of the feellng about thls thlng [compos1tlon]" but he-
was‘”there as a theme. Before g01ng on to loo for correspondences to

Cezanne s. 1deas in her work lt 1s necessary th to have a brlef look at\'

the correspondences to Flaubert's work

ven the tltle of Three lees

alludes to Flaubert's Three Tales O 1g1nally she chose to call 1t Three
—_—nE i EE

'Hlstorles.hut'was persuadedfby'her _ubllsher><F, N; Hltchcockflto renamex-

; the tltle Three Hlstorles was "much

1t Thrée Lives. (Hltchcock thoug
——.—é—n.—___

too formal” and was concerned tha _1t would be "confused w1th hlS flrm s

1f'real hlstorftal publlcatlons;'") ;;?7‘"¥§‘“'-3”~“' S
. .. a ol o . e N s 4;‘9" T S
Steln had wrltten only Q.E.D and Fernhurst '1n an. effort to R
A e

ETH .‘5: i ¢g:. PR e-q.-" e : * ;&ga;,,x, : t;_{%
Flaubert's Three Tales._ Flaubert's character Pellclte, remdnded Steln )
N —-—f—-—-——*- ,
g g«‘?{“ : nm R R, Y i BEEF e g P Y

‘._qf the servant women Stexn'had known in her;household““'"neriCa énd S0

R ~ e - .
. .““"' R . - e P . »..‘._.: . - T B . - e A



'}she launched 1nto wrltlng portralts of two of them. ‘The possibilityiof‘a.

idebt to Flaubert 1n these storles has been appralsed by Stein’ s crltlcs
i‘and scholars.( For example, Janet Hobhouse notes; "the exerc1se of trans— .

,latlng Flaubert had ylelded for Gertrude new 1nsmghts 1nto the narratlve

=form and the relatlon of the story teller to hls characters "3 Brlnnln,z

'however, wrltes that "Only a few styllstlc c0rrespondences suggest that

_r\

»she had any thought of dlrectly 1m1tat1ng Flaubert "u Ben. Reld 1s 1n

;agreement. He wrltes

" The derlvatlon of her title is obv1ous, nd Flaubert s L
.simplicity .of style and hlS sympathy for h;s characters were
‘doubtless. of welght .in Miss Stein's® approach to her first - ’
~writing.: “She departs radlcally from Flaubert, however, . in
observing from, within- the minds o% her people and in beglnnlng
" her technique of rhythmlc repetltlveness.- It-may be that
- Flaubert's: ‘contributioniwas finally no more than'a suggestlon,g'

v _‘%” 6f the- p0351b111ty that she, could write and a suggestlon of
Ayt~ the kind of character that she could ‘imitate from her own * .
- experlence. " The questlon is really unanswerable and of
B ~temporary. lmportance, “for Gertrude Stein- rapldly sloughed off
her best but most derlvatlve manner.

B Rlchard Brldgman is even more cynlcal about Steln s debt to Flaubert He : -
© says, "To account for it, she 1nvoked the names of Flaubertsand Cezanne.t
For anyone then serlously concerned w1thlllterature; the respectful
mentlon of Flaubert was. mandatory e Other than glVlng Three lees lts
orlglnal 1mpetus, Flaubert was of mlnlmal 51gn1flcance for Gertrude Steln..6
o Steln appears to have been honest in credltlng Elaubert s
influence-as4to'theme, and the correspondences whlch are obvxous 1n "The
.ood Anna" are: also present in the other two portralts._ Steln does’ share )
several of Flaubert's themes All three of ‘these storles are concerned

v

wlth martyrdom and sacrlflce and so are Steln s. Neafly all of hLS

I

Y . B

e characters haVe dlfflculty because a klnd of Adeallsm thwarts thelr L

acceptance ofy'tﬂings asﬂthey are Thls too can be found in Steln's

e



~Three Lives.

. ,

The story of Anna ls a varlatlon on. Flaubert's "A Slmple‘Heart "

lee Fe11c1te, Anna 1s a dutlful servant. The story shows Anna in- her

4

-varlous pOSltlonS as, a servant. But Anna does not merely submlt herself

'\‘

) to serv1ng“her mlstresses and masters. ~She does her job with respon31blll

but ‘she w15hes to. manage both the households and the people she serves.s

, Eventually she works and worrles herself to death "The Gentle Lena" is

a varlatlon on the same theme. As a servant she cheerfully does her duty

but when she ‘is glven 1n€irmarr1age to Herman (her man), who cares: llttle

for her, she gradually w1thdraws from llfe and after bearlng three

';chlldren she dles 1n chlldblrth

Melanctha is’an Eve for- whom there is no, garden of Eden - She

-

wanders w1dely” in search of d@sdom | Even the subtltle ”Each One as

v~} She Nay,",rem;nds us of the Blbllcal Eve for whom eatlng the apple led to -

fthe neces51ty to make ch01ces.~ lee Flaubert's romantlc, Frederlc, 1n

2]

her search for the ultlmate love she lS led by her de51re and ot her
reason “The story of Melanctha's relatlonshlps with men and women is one ’
hundred flfty pages long and one hundred pages of those are devoted to

her relatlonshlp w1th Jeff Campbell and the confllct between her pa551on—;

W7
ate and his ”tender hearted unpa351onate and comfbrtable nature "

[

"

Melanctha is. much like Mme. Bovary who has a romantlc 1deal and a longlng

'for ex01tement She dles of consumptlon-—her pa531on has consumed her.

There 1s a klnd of fatallsm or determlnlsm in Steln s, storles

as’ there is in Flaubert's tales Even Steln s éplgraph from Jules Laforgue

suggests thlS Donc je suls un malheureux et ce n' est ni ma faute ni

celle de la v1e" (TL;vp 5) : Hoffman says, "A very strong 1mpress1on that

‘ one gets from a readlng of" "Melanctha" is that there has been no



.

‘equlvocatlon p0331ble of the pattern of her llfe.f Melanctha could go

through a thousand 1ncarnatlons and 1n not one would her llfe be very

dlfferent "8 ThlS is. preCLSely the idea that Steln intends’ to convey

' The characters are v1ct1mlzed by thelr own natures or persOnalltles
fJust as FellClte is doomed to be’ hardworklng and falthful, just as Jullan

vlS doomed to suffer because of h1s lust for blood and power,and just as

Herod Antlpas lS doomed by hlS lust Anna is doomed by her deSLre to
domlnate, Melanctha 1s doomed by her romantlc 1dea11sm, and Lena 1s
doomed by her easy subm1ss1on. Steln is not suggestlng that the

characters’ lives are fated by the gods, she 1s sugé%stlng that thelr
[

‘ llVeS are determlned by the permanent and bas1c structures of thelr

.personalltles " She uses- thls theme agaln 1n The Maklng of Amerlcans

"where she tries to show that "It is hard llVlng down the tempers we are

‘» - . @

‘7born with."9 For both Flaubert and Steln actlons and events do not e

depend on- free Wlll but on a force whlch dlctates them Thislforce;is.7‘

simply the basic human nature of the characters.

In ascrlblng lnsplratlon to Flaubert however, Steln does not
-t

'-Agstop at ]USt the thematlc 1nfluence She says she also learned about'

CompOSltlon from hlS works as has- been noted Steln explalns her new

,feellng about comp051t10n for both llterature and palntlng. "Up to that
ftlme compos1tlon had con51sted of a central 1dea to whlch everythlng

else was an. accompanlment and separate ‘but .was not an end in 1tself and

Cezanne concelved the 1dea that in comp051tlon one tthg was as 1mportant

as another thlng Each part is as 1mportant as the whole" (TAI, p. 15)‘

Thls can be 1nterpreted to mean that the whole is more than just the sum,

of - 1ts parts. As composers both Flaubert and Cezanne use a k1nd of

harmony and a kind of counterp01nt 1n creatlng thelr works. Everythlng



d1n thelr norhs.has a part to play 1n the unlty of.thelr composltlons‘
-Flaubert for 1nstance . uses counterp01nt when he plays off Madame f»hf
:Bovary s‘rendezvous w1th.Rodolphe agalnst the agrlcultural show and whenb.
Frederlc v151ts the country w1th Rosanette durlng thevturmOLls of 1848
'>Par1s vSteln also uses'comparlson wlth the.other“characters ln her 3'.;dha

.'pOrtralts, that ls,'she portrays the characters i relatlonshlp w1th ﬂf*~f

" others in order tb descrlbe them'“QFor example, she contnasts Anna w1th

"TMrs. Lehntman or’w1th Mrs. Drehten;' Steln s concept of "decentrallzlng "

v;lof wantlng "each one to have the same value"_(”TAI " p. 15), or of.wanting

- the. "evenness of everybody hav1ng a, vote"'(”TAI " p. l7), ‘seems to be ]ust

a de31re«for the flgure and ground to be 1nseparable Th}s ldea of
decentraliiation soon becomes an lmportant aspect of cublst'theory

. "‘\
Desplte these remarks on comp051tlon by Steln, 1t is more !

llkely that the aspects of Flaubert's comp051tlon that 1ntrigued her were

those he: remarked on . humself He sald that he was str1v1ng for the

]uste mot' and that he aLm d for ob]ect1v1ty ' He had fussed at great \

"“length over hlS sentences and paragraphs and over hlS prec1se detalls..

Ste}n was, to brood about the resources of. the language 1tself She /

concluded that it was not the preclse descrlptlve word Whlch mattered sof
“much as it was the prec1se 1m1tatlon of the 1ndlv1dual's speech patterns“””

ey

"'by\whlch a- person reveals hlmself Brlnnln explalns ifbagai“ ~f'.fui”?5j

‘The ba51s of her style was rhythmlc 1terat10n of thought and
speech whlch, she - ‘hoped, would match the pre01se ‘colorful '}7“ 2
. details that: glve visual sharpness.to. 'Flaubert 's"story. -The: LR
.-~ vitality of. her stories would lie in the degree of deftness PR
, with which she might ‘catch the 1llus:1.on of. speech ‘and thought
-~ ds they were. dlrectlx/percelved .She had observed, under.
laborarory conditions, the ways in which, repeated rhythms of . »
an- ind1V1dual's speech 1dent1fy ‘him, .indicate his. attltude S
_toward. reallty dnd - his approach.to- experlence.s Sh‘“had a:
: strong feellng that character was revealed less 1n '

e B e S /_'."‘

- o R T ERTEEY I



‘”f,f < ’ing modes of 'speech she felt she could express character e

i 16 '

psychologlcal chartlngs than in the casual half conscmous,
" spoken: phrases and, rhythms- by whlch 1nd1v1duals artlculate
" their- feellngs.-»Thlngs said might’ make a conventlonal
_'.]narratlve but ‘more 1mportant, she felt, was’ the mannér: 1n
'uifwhlch things were said; the meanlng of a really 1nterest1ng
. ..‘story was not® somethlng lmbedded in the .conclusion but -
~ﬁsometh1ng alive ‘in- every moment of the‘telllng . By- recreat-‘

-, with a clarlty and force no compllatlon of blographlcal
'J:detalls could match l S e .

Certalnly Steln attempted the.object1v1ty that she found
'_Flaubert Flaubert strove for an object1v1ty or . 1mpersonallty ln'

“[descrlblng hlS characters : Sypher says "He almed for no lyrlcism no. ;p“

¢

comments,'and the author s personallty absent wll Alan Russell supports-"

o :thlS and puts 1t clearly He wrltes._;;

-

o ‘ , e I 4
PR he lashed hlmself to a scrupulous objectIVLty Instead
. of 1ndulg1ng in overt. satlre,mhe forced'hlmself to show people
' talklng, thlnklng, and acting as “People- do” talk, think} and -
‘act.  He trled to. ellmlnate hlmself entlrely from his. work

V’Flaubert 1s not;a»w ys‘successful HlS 1ronlc and bltlng tone shlnes =

‘ through. But he does make hlS characters talk and thlnk and act as

"¢ o PR

: people do and 1t is thls creatlon or recreatlon of the 1nd1y1dual's own

BN «

4modes of thought and speech and actlon that enllvens hls work : AlOng

“wmth the thematlc 1nsp1rat10n then Steln may have learned a llttle

about decentrallzlng, about technlque flttlng the sub]ect and about

pob]ect1V1ty from Flaubert

Slnce these co, espondences to Flaubert s work can be seen in.

Sy

' LSteln 5. wrltlng, we can accept her stateﬁént that hlS work was a’ source

LA e

. of 1n3p1ratlon to her But what aspects of Cezanne s work ;nsplred o

Steln, partlcularly Sane hls art is" 1n a dlfferent médlum° Answering

'h“»thls questlon lS not so dlfflcult as mlght be expected, perhaps because d;”h

{i“Steln was not the only person to llnk the names of Flaubert and Cezanne.



f5ﬂhbound hlmself 1n art to a

~]Art CPlthS and hlstorlans often mentlon the two together.\ Meyer

;*:,‘

'Schaplro for lnstance, discu551ng the,§1mllar1t1eS\between one bf

B Flaubert’s descrlptlons and a’ palntlng by Cezanne sayss,'; Plaubert3

;llke Cezanne, knew the alternatlves of contemplatlon and despalr, and

‘”

exactlng dlSClpllne of reallty and the world "13

-‘;'?,{'_Rogep Fry p01nts ou‘t that all -"the ’modern' aI‘tlS'tS pald homage to bot_h' of .

'these men“ He wrltes o

Both were chlldren of .
subllme and here

e’Romantlc movement both s

aith.in.art which that movemént| .'
ed;” its-devotion. and absolutlsm. Both foun% thelr
;',way by an: lnfanltely Iaborlous process- out of the. too facxle S

__formulae of. thelr youth to. a somewhat 31mllar R051tlon to:
* . "ams art based on passionate. study ofﬁactual life, but ending”
'{1n a complete transformatlon.of its data.f;‘.;. They are both/
qprotagonlsts in that. thrllllng eplc’of individual prowess'
against the hoard whith marks the ‘histoky of - French artIn: . o
“the’ nineteenth. century,;bAnd both-have become ln a- sort: the e
v patron salnts of thelr confraternltles.

' he flrst questlon that arlses 1s how well Gertrude\ﬁteln

'funderstood Cezanne s work and hlS methods . Thls mlght be answered 1n f;;if;i

Av-part by the 51mple fact that Steln led by Leo, had collected Cezanne s

waork before the publlc 1n general dlscovered hlm , Gertrude 1s proud to

) »
&

','relate how she and Leo bought Cezanne s palntlngs at Volla?d's shop

i}before they had aroused publlc 1nterest She tells her vems1on 1n The

s

t'vkégngéggraphy of Allce*B Toklas, where "Allce"

tes of the collection

”"Mlss Steln had when she flPSt met her_g;.h

ithere were only Cezannes, Renoxrs,'Matlsses, and Plcassos, nor as 1t ‘was:

;even later only Cezannes and Plcassos.h At thathtlme th e Were a great
. /

f deal of Matlsse, Plcasso Ren01r and Cezanne but there.were also a great




many,other thlngs" (AABT, p. lO) Cézapne;hweﬁare tOldQ'had'earned.the‘g

llfe-long respect of Steln’

therary crltlcs have examlned Three Lives looklng for corres— .
—‘———L___

'1} pondences to support Steln s clalm that Cezanne”s work was her 1nsp1ratlon

Brldgman wrltes, "Two thlngs about Cezanne s art 1mpressed her his

sklllfully crude»deplctlon of elemental subjects and hls attentlveness to

o all the detalls of hls compos:.t:.on.,’Yl5 Ben Re1d flnds a; SLmllar conclu5101

e

He wrltes

We can trace Gertrude Steln s creatlve debt to palntlng in
two.main portlons of 'her work! - in Three Lives and - in the -
' »period. that runs roughly from- 1910 to 1920. . . . Although B
.~ this sort of Judgment is hlghly peculatlve, .one would - r?
.suspect that Cézanne suggested the ‘technique of development
by succe831ve, artlculated brush strokes, the use .of strong
dlstlnct colour areas, and - perhaps even the. basic: earthy,. .
. conceptlon of character Agaln -much of ‘this is. in Tr01s
:\‘Contes “and all -of it was natiye  to the people and the
‘experlence MlSS Steln was’ reoqﬁdlng SRR -

I ".
Tres

These comparlsons do not reach to the heart of the matter however : Steinf

>

. was. to draw the ba31c tenets of her aesthetlc from Cezanne L :.f v A

“ ;: i

e /,' . Before looklng at Cezanne s 1nf1uence on Three lees it 1s ,

: [necessary to examlne the work of Cezanne, hls aims, and the crltlcal

oplnlons of hls achlevements Even the untutored eye cannot help

‘“Jhnoticinggseyerai*things“infCé annef

artlsts who preceded hlm Flrst of all hlS technlque lS notlceably

' dlfferent from that of the past masters ln that the brush strokés are

' obv1ous there 1s no attempt to- conceal them.; Hls draftsmanshlp ls"ﬂﬁ

-~ -,'-

clumsy and odd Accurateqdraw1ng aécordlng to the laws of perspectlve

had formerly been a goal for palnters but 1n Cezanne 's work an apple or

- be dlstorted so. that lt appears to lean towards another

object, though somehow not an Cezanne s knlves should by reason
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of his drawing fall off his tables and yet something holds them there and

we do not fear: their fallJ_ng

J

Cezanne s pictures do not tell stories they are not anecdotal
or illustrative——another departure from the previous art. His ‘intentiony,

that is, is not to give an 1lldstration of country liVing in France or to

)

: depict a story his planes of colour and geometric patterns force the
eye to examine the form of the’ object. A good example of” this is the
Portrait of Gustave Geffroy seated at his desk. A flower in a vase on the

desk leans along the.same line as one arm, while behind him a row of

o
ey

books accents. the pOSltion of his other arm, These objects accentuate

l ©

the triangular form of the man. Instead of u51ng pale colours in the

background Cezanne illuminates the background and casts a shadow on the,
foreground .in his landscapes .He. does not emphaSi?e a light source; that

is, the sunlight does not" illuminate his subjects from a particular .angle,
as in- 1mpreSSionist paintings. And out of all these peculiarities, often'

»

giVing the pictures the appearance of unfinished prellminary sketches
one sohmehow gets the 1mpre531on of solidity and mass in nearly all his
paintings and, more 1mportantly, the impres51on that this artist has an

intense feeling for each of his subjects.
. - - e o O,
We are fortunate to have Cézanne's own remarks on - what he was T e

b4

' attempting_to do, and although art critics are adept at prov1ng where he”.

.

was unsuccessful in fulfilling his aims,,they more often find evidence
that he had achieved hlS goals. In his letters to young painters Cézanne

repreatedly adVises them’ to observe their models w1th a fresh eye. He

urges fhem to observe.both their subject and:* the """ "means~of expneSSion "".

© S

o “ = -

« - .

o Hegalso urges thecyoung painter to-"express himself according to hlS "f ST

- oA .

personal temperamenfﬁfand to forget the way the old masters had reached i ﬂg.a
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their goais and_.instead to "'render the image of what we see." Following -

are excerpts from ‘those letters:

The Louvre¢ .is’a good book to consult but it must only be an
intermédiary. The real and immense study that must be taken
up is the manifold picture of nature (p. 236).17
¥ Literature expresses itself by abstraction whereas painting B
by means of drawing and color, gives qoncrete'shape to ' T
sensations and perception. One is neither toé scrupulous
nor.too sincere not roo submissive to nature;’ but one is
more or less master of one's model, and above all, of the
means of expression. Get to the heart of what is before
you and continue to express yourself as logically-as
possible (p. 237). :

To achieve progress nature alone counts and the eye is
trained through ‘contact with her (p. 239).

I am able to describe . . . the obstinacy with which I
pursue the realization of that part of nature, which, coming
into our line of vision, gives the pictuye. ' Note the theme
to develop is that--whatever our temperament.or power in the
presence of nature may be we must render the image of what .
we see, fargetting everything that existed before us (p. 250).
. : : : . . . IS
. The Louvre is the book in which we learn to read We ‘must
C not, however, be satisfied with retaining the beautiful"
formulas of our illustrious predecessors. Let us go forth
to study beautiful nature, let us try to free our minds from §'
them; let us strive to express ourselves according to our
personal temperaments. Time and reflection, moreover,
' modify little by %ittle our visions and at:last, comprehensian -.- R s
comes tckﬁs (p. 339). e R TR S

.
0 . s

- D

7 Trol thiy BAVicE, £ 1 oTear that CéZannessharedtwith Flaybevt a belief -

:‘fhagféﬁbé}ﬁ?étjséientifiC'investfgation'ihto'hiSJSUbjéctsiwaé mandatqu;

‘The "immense study.of. nature! or the Vgetting. to.the .heart bf[what-waS"7

before him" was as necessary for him as accurate medical or historical. .. ..

details were neceséary'fbr Flaubert. They also shared an insistence on

u

the importance of form and a fastidious attention to the techniques of

their respective crafts. And the imporfance of Cézanne’s advice to

- PRI - «

."exppesstouréelves according to our. personal témperamenrsﬂ;tOUmodern art :
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' was monumental. Steln summarlzes Cezannevs contrlbutlon to-art in
dellneatlng her own goals. ". . . it was not solely the reallsm of the
vcharacters but the‘reallsm of the comp031tlon which was the 1mportant
thing, the reallsm of the comp051tlon of my thoughts”~fdﬂﬂﬂfjrj;i_16) In
5 asse551ng Three lee_,jmyfﬁnr' ind evidence that Stein also shared these |
//mﬁ;cz?{si/
The portralts in Three L;ves are ev1dence that Steln got &to
,the heart" of her models. She “even acknowledges thelr sources 1n her two -
;autoblographlcal books. She had come to know the lmmlgrant servant* womenf
in her llfe in Callfornla and Baltlmore (Among the letters written to
her.ls one from Lena Lebender who_sent her. crocheted sllppers wlth a P S.
”Jack and Rags send love ”) Melanctha s prototype she had found in theﬁp»
publlc wards of the hospltal whlle she was in medlcal school . Steiri's -
"eye was trained through contact w1th nature" and as Haftmann says of

Cezanne, she "sought out the" essentlal reallty behlnd the casual appear-,

19 e Sam
-_,anceu.}. The-psyehologrcal motlvarlons and resodnses of‘her characters" .

1T )
v e ¥ N
-, P P R 3 . " y

would not be dlsputed today Melanctha for 1nstance has an 1nabillty to I

2 -'

-remember‘rlght‘” that is, .she forgets what she Wants to forget - Anna 1s ’\;:;

irthe orlglnal 'martyred mother' sacr1f1c1ng herself unhapplly tQ séerve

others untll her frustratlon exhlblts 1tself 1n her phys1cal symptoms

an e e e e

such as headaches and stomach—aches.. Lena becomes depressed and w1thdrawn

<when she feels that she has been shamed and reallzes that she is a chattel

Steln too, strove llke Cezanne to'"express herse f ac ordlné

a"J"*‘P:s

e’

to her personal vtemperamem" ‘so that I‘.eo“'s orl‘tlc:tsm of her WOrk-;as she- = . 7.0

ta L m
- a

phrases 1t was "He sald it was nat lt-lt was I. "2 Already in Three Lives

oﬂ_Steln is uslng the slow ‘pace and the medltatlve style that will be her

.

Co- SLgnature. For 1nstance she repeats over and over agaln certaln phrases

.

- . - ) . . - “
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"Anna had always a flrm old world sense of’ what was the rlght way for a
glrl to do" (TL, p. 24) "No, not one of - them had any sense of what was -

the rlght way for them to do" (TL p 73) ”It was all a peaceful llfe

o for Lend, almost as peaceful as a pleasant lelsure.,. . .« Yes 1trwas all

\

v

LN

-

a peaceful llfe for Lena" (TL, pp. 240 and 241). And she repeats. :
adjectives as- in "the: patlent Mrs. Drehten " In_the midst”of a predomin;‘
ance of Smele sentences or of sumple, run- on sentences‘ ételn 1ncludes
an inverted sentence whlch forces the reader to pause for example,-

“Stlll it was pleasant ‘all this llfe for Lena" (TL p. 240) Though the -

'\- sl0w pace and medltatlve style is approprlate to the characters belng

\-

déscrlbed there is also a suggestlon in the slow repetltlve style that

Steln is already beglnnlng to 1ns15t on "expressing herself according'to
, ‘ SN N o . o : o

her personal temperament "_;

Steln 'S sentence structure 1s notlceably 31mple almost a

Chlld—llke - Her“s1mple sentences ane certalnly dlfferent from the 1ong,v‘

complex sentences ‘of Henry James, for example,‘and whlle her style su1ts3

' the characters she,ls descrlblng, thlS approach also remlnds us of

Cezanne s dlctum ”Let,us strlve .o'express ourselves accordlng to our

©

P R -

o

. personal temperaments’f It 1s thls Chlld llke style and/or approach that

led Wyndham Lew1s to call her a "faux-nalf" But Roger Fry explalns how’
- e

‘i the "eye" must be retralned to look at thlngs afresh He'says:

‘We were glven our eyes. to see thlngs, not to look at.them.,
‘Life takes ‘care that. we all learn ‘the lesson thoroughly, so
that at a very early age we. have acqulred a very considerable

- ignorance of n;ua,,l appearance.’ .. . “The - sensge ‘of Slght

‘ suppliesmprpphetlc knowkedge of wHat: may affect the  inner
fOPtlflCathnS, the more 1nt1mate sense  of taste and touch,
where it may already be too late to avert disaster. So we
-learn to read the.prophetic message ‘and. for the sake of

Coe economy ta neglect all-else, "Children have not learned it

fully and so they look at thlngs with some pas31on
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' Perhaps thls is why Steln takes thls chlld llke approach 1n much of her .

. wrltlng

SR

Steln may have chosen to reveal her 1deas 1n what appears to,be,

a nalve or prlmltlve style but her studles are 1ntense and complex

-

=

Cezanne sald "I am the prlmltlve of the new’ way " afflrmlng hlS A

clums1ness : Steln and Plcasso later use paraphrases of this statement as

apologia. Steln wrltes, ny ,'; as Pablo once remarked, when you make a
‘thing, it is SO compllcated maklng it . that it is bound to be ugly, but

those that do it after you.they don't'have to worry about maklng It_and

'they can make. it pretty .., " (AABT, p 23) NRoger'Ery-protests against‘A

“:accusatlons -of clum31ness and:. 1ncapac1ty made againstVCézanne and other -

| ' -7

“7fpost Impresslonlsts He wrltes:

o ;Such darts, however, fall w1de of. the mark, since ‘it is not.

_the object of these artists to exhibit their Sklll or proclalm
‘their knowledge, but only to. attempt to express by pictorial ‘
and plastlc form certain spiritual experiences; and .in convey- . -
ing thése, ostentation of 'skill is likely to be. even. more
. fatal than downright incapacity. . . . most of the art here -
.seen is neither naive nop primitive. lt is the work of hlghly

" civilized and modern men trying to find a plCtOPlal language

: approprlate*to the SenSlbllltleS of the modern outlook

Werner Haftmann says this in another way, ”To its blologlcal task of
ireproduc1ng.someth1ng v151ble was added the new splrltual task of maklng‘
somethlng v151ble in the flrst place.”23h And though Steln may see as‘a 4
: chlld sees, her style is not merely Chlldlsh ‘ It is: searchlng and
contemplatlve. Just as Cezanne struggled to achleve hlS' reallzatlons'
as he called them——hls pure renderlng of the way thlngs appeared to -him--
. Steln struggles to flnd the rlght phrase to express her 1dea. ,Pbru"
texample_ when Rose flnds Sam is more and more: sympathetzc towards TR

MelanctHa Rose gropes through several pages of dlalogue to flnd an

excuse to be rld of Melanctha -and concludes Melanctha is not "real honest’

] . . . - - LR
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~with it" (TL hp' 228)' Slmllarly the narrator gropes through repeated
J

. and altered phrases untll she h;ts on the accurate descrlptlon
v‘Just ,as Cezanne encouraged hlS dlsc1ples to 'learn to read 1nv

‘@the'Louvre,' Steln clalms to have studled narratlve wrltlng w1th sOme
o 1j.ntensity-from’Chaucer.to Henry James. And Like Cezanne she was not T

,satisfied to retaln the beautlful formulas of her 1llustrlous 'p
.;predecessors B "As narratlveﬁworks, the storles of’ Three lees‘contaln
few_events. They are almost wholly descrlptlons o;%characters,kand
events are used 1n a flashback technlque lee Homer who was happy that
'hls audlence was - famlllar w1th the plot so that he could develop the
»story along more 1nterestlng llnes, Steln 1s not concerned w1th plot.ﬂ
Settlng,‘to whlch pages had been devoted in nlneteenth century

writing as in- chkens Conrad, on even Flaubert is glven in. the most

economlcal way p0531ble 1n Three lees When Melanctha and Jeff talk
_________._J g
“for 1nstance, they 31t by the flre or -on’ the steps or wander together 1n '

.“the ”brlght flelds" and woods. The most detalled'descr;ptlonjof_a.place
occurs on. “the- flrst page R R : o
It was a funny little house one ‘of a whole row of all the

- same ' kind, that made: a. olose pile like a row of dominoes -
that a- Chlld knocks ‘over, for they were bullt along.a street .
whlch at this p01nt came down. a steep hlll They were funny
llttle houses, two' stories hlgh w1th red brlck fronts and

. long ‘white Steps (TL, p ll)

oA

Even the phys1cal descrlptlon of the women lS llmlted to those 1tems that

~--~,-'- soe e

'7dellneate character. We learn llttle more than that Anna is th1n~llpped




e woman s "troubles" an.‘each ends thh.the rellef whlch Steln says the
' Cllmax of narratlon afords.wff.None of the storles ends Wlth the - ,‘[?

-, : EETI
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galety transflguring all that dread i

'Ihere

1s only pathetlc endurance and 1n death _rellef for the women from thelr."’v

‘ troubles. R

Voot \‘llhm cd S o e e

_notes "were outcasts of SOClety-—bllnd beggars,'ltinenant mu81c1ans,'a G e

1 tramps—-those who spend ‘their llves -in wretched poverty or’ humble
d' serv1tude “ f . those on the frlnges of soc1ety "26 Certalnly in these

portralts of oppressed women for whom opportunltles are llmlted Steln

!
is not crusadlng fon women 'S rlghts. In a letter to a frlend Steln had

1
»

declared the women s movement was borlng AIn Three,lees_she'ls merely L

presentlng llfe as she sees 1t. ol
. : [ : c : -
Cezanne s dlctum to "treat nature by the cyllnder the sphere,

the cone"-—to reduce natural forms to geometrlcs--ls the result of hlS L
o search for the fundamental laws of nature s structures. Just at he df

reduced nature to these 31mple forms, Steln deflnes her characters by the

' oldest and 51mplest methods——as types.» She .uses eplthets, references to,

the bodlly humors, the symbollc values of the names,of the characters
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"ﬂthe people real but 1n the essence or,vas a palnter would call 1t, value"

("TAI " p 16)
;;¢f-hg;.‘ f The use of eplthets ordlnarlly shows llmltS of character devel—
'aakwefopment‘as ;n the old ballads or folk tales for example :"True Thomas""lnft
‘A:?"Thomas Rymer "lwhere Thomas 1s characterlzed only by hlS falthfulness orf":{'

";loyalty 27_ Steln, however uses eplthets 1n a varlety of ways.

";iSometlmes she uses them llterally, sometlmes almost patronlzlngly as the

Goe et

i :reader feels the characters' frlends“mlght do, and sometkmeSvqunlcally;'a{u}}

'SIas Fomer dld 1n hlS namlng of "stalwart Pandarus" who was really a foolf‘

They'hlnt at an 1rony whlch isg gradually developed Paradoxxcally, Anna s o

P

goodness" is not her domlnant characterlstlc | On the flrst page we .are.
told ‘that she is. con81dered a tyrant by the shopkeepers we soon.learn
that she feels herself a martyr because of what she must "put up w1th"
Vwe learn that she buys her frlends by- lendlng them money and prov1d1ng
'”5Lthem w1th good thlngs to eat as 1f by helplhg them, shebcosld galn.a

'klnd of power over them and 1t is p01nted out that her maln satlsfactlon

‘15 p0wer and control over another s life.

Steln s use.of the types of personalltles as deflned by the.
Renalssance humors in Three lees also somewhat llmlts the character
development but it, lS as 1f Steln wanted to restrlct the characters

‘jsomewhat in order to explore thelr ba31c nature or "essenceL" Melanctha 's

name remlnds us of the melancholy temperament whlch is gloomy and

._m'.' e 4.--‘1-

th a meilnchol ftemperament are sallow 1n complex1on, o

Ve

':ﬂMelanctha 1s restless and eften depressad or "blue" as

Anna has the attPlbuteS\Of the cholerlc temperament‘ﬁhich:!}?yft

S B

B T



) . - . . . . - : . .. ,“ ..x . ‘-~
and .Anna's ”skln stalned ltself pale yellow . ,.5 She was always tlred

 at_her work and her temper grew more dlfflcult and fretful" (TL p 31).
Anna has the allments assoc1ated w1th the cholerlc temperament too.dehe

) suffers from headaches, backaches and stomach aches Lena is descrlbedl
as "brown" WthhrlS suggestlve of thevcomplexgon'of.the sangurne tempera—'

ment She "was a brown and pleasant creature '.'33“% Ler. 1nner peace
P . - . : "

: e .xf
showed 1t3elf ‘in’ fhe "earth made pureness oﬁ ‘her. hrown, flat, soft :ﬁ;

featured face" (TL, pp 2“0 and 2&1) She had the cheery nature of the

sangume temperament and rouSed the famlly she worked for w1th her 31ngmg

<

Steln s use of the hUmors, whlch are generally held to be obsolete

.vaphy51ology, may be~curlously llke certaln tWentleth century developments .

' e 1n psychology E Herbert Read notes .

o

F# Jung still dlstlngulshes\four baSlC types of temperament
' . though by indicating the’ dynamlc direction of these ba51c'_ o
- types (inward or outward)- he. elaborates to°8 types. Modern
phys1olog1sts and psychologlsts have resumed and at the
same time enormously elaborated the study of types but

n.curlously enough they do not depart essentlally from the e
"tradltlonal categorl DT IR A R

LI . . . .
v L v : ) . - o7 B Y
o S e . R ~ e -
. S R oot REERCRp PO

. Stein's slmpllflcatlon to types has become legltlmate in the new sclence v

“of- human nature
Steln also dellneates her characters by thelr names. “ ' Lena ls a
dlmlnutlve of Helen ,whlch means ”brlght" in Greek and like her Greek
ancestor Helen of Troy, she is respon51ble for a war in the household of
Herman 's (her ‘man’) famlly. Lena also suggests "leanlng", she was very'
1mpre531onable and tractable ' Melanctha suggests the melancholy humor
-,‘ and it. also suggests the pen51ve Romantlc writers and/she is certalnly a

romantlc.. Melanctha also carrles a pos31ble allusxon to Phlllp Melancthon D

3 German theologican of the‘ReﬁormatLon who was the leadlng representatlve

e e s A e . o . Sos g, . < R
- “ . o e e c L e . n
A -__"‘,. :' ..". ooy 3 . 'Q. . R
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bf Synerglsm whlch dealt wathrthe nature and staths of ﬁhe fallen man -

S e e de

-e

and how he mlght achleve "grace e Synerglsts belleved ln the Pelaglan

-

, doctrlne of free w111 and denled orlglnal sln We shouId'remember that

TRRNUREN

the subtltle of her story is. "Each One as. She May " Anna s name means

grace" and she is: always trylng to do "what was the glght way for a glrl

- to do" 1n order to. malntaln a. state of grace (TL p 2u) .‘. ' '”

we ol L .
N ‘4‘1‘ .

e~ =

T ‘ Other characters are dellneated by thelr _names: as well for

_—

example,- Jem Melanctha' gem” of’a man and her frlend Jane Harden (hard

N N A

of her story, suggestlng Stendahl’s The Rose and the Black where the

bcolours represent two warrmng factlons, the clergy and the state.

| Natlonallty is used to characterlze too Melanctha ts.mulatto,
of two races Her mother was whlte heryfather black,.and she‘has a
'mixture of their»traits. -Both Anna and hena are german,' comlng from a
culture Steln characterlzes as hard worklng, clean and strong | Thelr .

: germaness"'empha81zes thelr belng 1mm1grants'1n a forelgn land

AP . .,q...'"

These 51mpllst1c methods'tovdellneate,character do- not however -

9

. Wl

'_result in: flat, stereotyped characters < Speaklng of Three lees and -

.

,'Q E D Steln says she‘"sought to grasp 'ba51c natures' and struggled to -

flnd a way to externallze 1n words and w1th exactltude, all these very

1nternal states" ("TAI," Y./ But whlle she 31mpllf1es the characters
pP.

. tor flnd their ”basrc natures" she com oses com lex ortralts of them
np P p

Hoffman sums 1t up, rather well He explalns .ff}”{f'”4

'~fFrom Cezanne she seems to have learned that the deplctlon of |
external reality does not depend on the amount of detail: - - o
included, but ean bg accomplished by abstracting *from the.
‘welter of detail that; appear to the’ senses the repetitive

. properties that constitute the sina qua non of the external.
~object. For Cezanne thls sina qua non- con31sted of the .

-

’*one) Melanctha lS carefully contrasted w1th Rose 1n the flrst two pages,?ﬂ~

Tt . . '
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. L ot WL e
o J ba31c geometrlc pattern underI?ung each thSlcal object' '

we s % “Fop. Gertrude Stein .the coﬂflguratlon is composed of the

L o basic. attrlbutes that .she feels make: up the- pePSOHalltY

Y. v 'whose portralt ‘she -is- creatlng, ma'inly through the - 7~ ' .

. - [
L e it

gA;‘;-. consc1ous manlfeStatlons -of personalaty tralxs 9 7’ﬁ&vf'

- =

Ceds Sl PR S

Already-ln Three lees, Stelnils"comPOS1ng portralts of her characters .

ey

in thelr"states of belng S '_";_ﬂ ; _" . T

Roger Fry, speaklng about ope of Cezanne 5 portrélts of

Comn

fto extremely s1mple elements and to retaln v1tallty by the mlnute
“'1mpalpable.play of the Surface and.by the quallty of the contours "30
Steln S technlques for handllng language are part of the. revolutlonary ]

-

l.way 1n~wh1ch she handles her medlum. In The Autoblography Steln tells us

:that after readlng her manuscrlpt of Three lees the publlsher sent a

s & - “"

' representatlve to ask her lf she dld not know Engllsh very well Notl:”:,

Ve e

- P
B EEI

twentleth century ‘ Sfeln assures us. repeatedly that she 1ntended to use -

.1CODSdeUS.a wrlter'that she 1nvests hen Smele language w1th an almost

‘;‘\ S

”-lfrlghtenlngapotenoy For example, even the use of the Smele artlcle

PR A
- - ;

B

L "the" 1n the tltles of two of the storles may be taken to 1nd1cate an R
attltude toward the hlStOPleS of "The Good Anna" and "The Gentle Lena "

.JSteln seems to have had 1n mlnd the klnd of thlng Yvor W1nters means when

he says "One may state 1t as a general law, moral as well as metrlcal

iR . s .
ot e el T

- L
SRS - . . . PR . S e e e e e r

Words llke "good" and "poor" and "rlght" resonate w1th myrlad

connotatlons as well as thelr denotatlons and force the reader to examlne

: MméI'Cezanne,vnotescu-”; P Cezanne s tendency to refer all the forms‘?j"'

doubt the Smellclty and the repetltlon were shocklng 1n the early e

ronly the slmplest vocabulary But Steln is” ‘s0- dellbenate and self‘sl“”"-?f'* "
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; ‘; really whatfeach o;her means hy what we are alwaysusayingﬂ CTb, I?BQ

-*,51gnal of the 1nten51ty of Melanctha and Jeff's feellngs and contrasts }},y_.'

j#~ wlth‘thear contlnual uncertalnty about thelr relatlonship ”“f&;?° L‘“iff

'»:K‘
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;J »thﬁ judgments, standards and values,they usually represent. Anna 1s

N

"good" 1n that she does her duty and abldes by her own rules of conduct
such as how one should dress but she has llttle tolerance of those who
do not share her standards. Though she leads a "dog s llfe" herself

she 1sla»cynlc%\tneatlng,pepple "llke dogs.", Lena ls pqpr.Ln herwfrlends,m i

- . '«.“aeﬂ».

in her flnanc1al dependenCy and in. the lack of splrlt necessary to cope

.‘w1th her trlals. But her frlends who call.her poor Lena w1th plty,‘ﬁ.3“ _i;:
cannot understand her unhapplness since she has ‘a good husband, chlldren;‘.
and a. home The conversatlons between'Melanctha and Jeff are examples

of how complex1ty results even from the use of the 31mplest language for

Jeff says,;"l certainly do- wonder MlSS Melanctha if we know at all

,&ﬂ( a“,,.“)—‘»-.»-.a-u,'_

The repeated ‘use of the. wbrd "certalnly" becomes, among other thlngs,

.‘.,-- <

Steln"stuse of'81ﬁpleid1ctlon and almost contorted syntax =

seems the result of a clown llke pose._ She seems llke Plcasso s Harlequ1ns

PRI
,_d~ *__,_.e~,->’ PO P .1.. -&: B AP :
- :

~

1n thelr worlds of 1llus1on., But as‘W1th most clowns thlS 51mpllc1ty rs

only an lllUSlOn for behlndithe s1mpllclty 1s a serlous 1ntentlon. ‘In“'"' '

L]

her Chlld like clown-llke approach she 1s re—evaluatlng the language.;

Dante posed as an lnnooent to create hlS heaven and hell Steln looks at

Vf; the world w1th the‘fresh v1s1on of a Chlld and sets about to "forge'the

2 . )
consc1ouSness of her race;ﬁa? JUSt as Cézanne and Matsze used prlmary

colours and trled to make colour "autonomous," that 1s, o make colour

~-as Fry explalns not juﬁt an “adjunct to form, as somethlng 1mposed.upon

Ny

- ‘form but as- theudlrect exponent of form,ﬁ Steln is: here beglnnlng a llfe—3“'””

- ’
el ; . ) :
«___ . .,,_ . .

long campalgn to awaken language.QS, Bdlth Sltwell descrlbes thlS for us-

R _.;:.3~Vv;,;uala
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# el T

—1In the hands of the minor: craftsman of the last twenty-flve,
w0 years of the nlneteenth century, and the- flrst decade of
”~f3? - this," language, as. we have seen, had settled down into
: - stagnant rhythmic patterns, and patterns to which our’ eyes,
S oL our mlnds,'were ‘50 accustomed’ that we no: longer notlced
B “them; they were unllv1ng and 1ns1gn1f1cant Language had
@Qﬁ become, notgso much an abused medlum, as-a dead and outworn
-jthlng, in: whlch there. was no living muscular 'system.’ Then
‘came the’ rebirth of the- medium, and-‘this was ‘effected, as.
far ‘as actual vocabularles were concerned,. very largely by -
“.such prose wrlters as Mr.. James Joyce and: Miss Gertrude: h._ R »
Stein. . the anarchlc breaklng up_and rebulldlng of . o el
sleepy famllles of ‘words and,phrases for which Miss'. Steln
Lis respon81ble, the creation of a mew ‘vocabulary, for' ‘which -
Mr. Joyce is respons1ble ‘must’, in the future, affect poetry
’ .very greatly B :

-Stein'says '"I‘began to play w1th language then" ("TAI "'p l7)

In playlng w1th language in, Three lees, w1th grammatlcal_construct1ons

iy - g o o
E ./A PPN S I A T A . ¥ . P e v
L= - -

o anﬁ‘syntax and rhythm Steln 1s attemptlng to. recharge the language..uu j~53“*

“ 2 . .

‘hoffman llStS the varlous contortlons 1nto whlch she puts lathage; He

-i, notes that she "wrenches words from thelr ordlnary lex1cal meanlngs ".g.? S

T uses 1dlosyncrat1c punctuatlon " "drops the capltals on proper nouns o

Lo

.é;the hlgh pralse'-j;ﬁff

"'I‘)‘.‘ v

35
uses no connectlves and reorders sentences m

rt,whlgh has been‘accorded Three lees as a book 1n whlch character develop-}

ment 1s'accompllshed by 1m1tatlon of the characters' speech and thought

v

processes, thls character developﬁ§nt is not what we. notlce at flrst | =
L
It 1s, rather the words and the language patterns Wthh obtrude them—'_f

'

selves onto our consc1ousness.«,Sutherland explains,that theftwpvgo hand
1n_hand: ° E N 1'5* EREEE

"'Gertrude Steln 1n thls work [Three lees] tried to coordlnate,
- the comp081tlon of .the language with the" process of conscious—
- ness, which, we have seen, ‘was to her a-close reflex of . the.
‘total llVlng personallty. If thls was to be done ‘at.least
‘two serious things had to happen to the language FlPSt the.
word had to have not its: romantlc or llterary meanlng but the
. ;" immediate meaning it had to the contemporary using -it, a °
115~f-”“'11teral ax10mat1c meanlng conflned to the. 31mple s1tuatlons

Lot



of’ the average llfe.::‘ The second nece381ty was to destroy
'f'nlneteenth century syntax and word order, which could not _
follow the movement,-of &. consc1ousness moving naturally, thlS--

",movement belng, in the early twentleth century, of the utmost
";mportance .

Just as Cezanne had dlscovered that he could "retaln VLtal;ty"'

. vby the "mlnute 1mpalpable play of the surface,” Steln was dlscoverlng B

_.that she could retaln v1tallty and create movement by her ‘use of 81mple

'.Repetltlon'"' She says

_language and by varlous syntactlcal -devices.- Along w1th these elements,

2 »1‘ K

‘she toyed w1th the use of repetltlon to create movement and v1tallty.

She explalns her use of "1ncremental repetltlon" in ”Portraits.andf”

. . .. N s

Is there repetltlon oh: 1s there 1n31stence S but once.
‘started. expre351ng this thlng, expressing any thirng ther
‘can’ be no.vepetition because the essence of that expressh
."lS 1nsxstence, ‘and if you. insist you must each. time-use
. empha31s and if you. wée emphasis it is not. p0551ble whlle'”4
anybody,* a Ive that they should use. exactly the same

'eln s use. of. repetltlon makes the wqrds reverberate w1th max1mum

meanlng for w1th the 1ns1stence there 1s often altered meanlng The\

) repetltlon of phrases llke "good Anna" are 1ntended to force the reader"

to examlne these.Judgments : ThlS is one of" the reasons that Thornton

“Wllder one of Steln s supporters flnds 1n Three lees:"a challenge to =

LS

a llveller collaboratlon .on’ the part of the reader.".a,8 The 1n81stence or-

‘repetltlon forces the reader to*be objectlve. Steln s repeated confl— :

' dentlal .asides, llke those of Homer, keep us at a dlstance from the"” .

actlon.' For example the repetltlon of the p01nt1ng flnger "Remember f

g ”Mrs. Lehntmann~was the romance in Anna's’ llfe."J Just as Brecht (as Well

‘as modern French mov1e dlrectors) ‘uses technlques of allenatlon, such as

\ A

e

maklng the stage effects obv;ous in’ productlons of plays, Steln, too, is

v'f .\5 -
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attempting to keep thefreader from becoming sentimentally involved. She

. is already‘expldring whatAuill become a permanent part of ber aesthetic,
that_fhe object sheuld be.communiceted to the reader But.that'the”reader
gﬂéﬁld bé kept~eware fhat this is a work of art and not an imitetibn of
life. /This brings.us to two;more.aspects of . her technique which need to
- be mentioned--the use of repetitieu te ereate immediacy and the role o%'
thelnarrater; Together these two techniques led to the>creation of an
”autonomous” composition.
Stein‘s repeti;ion snd her attempF_tp write in the present;,
tense were ways of dealing with time and«sequeuce.- She says that in: 
Three Lives she got only so far as a ”prolouged rresent”ron‘ﬁer wa&-to‘

a

the "continuous present" she used in The Making of Americans (LAMN, p. 25).

Brinnin explains that this is how she created a sense of ”immediecy":

William |James had said that the utmost of rationality was
the "feeling of the sufficiency of the preésent moment,'" and
her own experience had confirmed his observation. Immediacy,
then, would be the flrst and final thing to achieve. To
experience her meaning one would not depend on following
tension§ of plot development or absorbing details highlight-
ing aspits of dress, deportment or décor. Meaning would
come by participation in the struggle within character that
gives character its peculiar force. She would attempt to
create a continuous present, demanding from the reader a’
continual arrest of attention, a prolonged dwelllng on ideas
that could otherwise be stated in a moment.

And Brinnin finds that Stein succeeds in creating a sense of immediacy.

B s

He writes, "Immediacy ‘is one of the results, a continual sense ®f h
. ’ . . g

‘éaring

and overhearing the parficular quality of consciousnez; thatmﬁeiehgs to

each subject ntt0 St91n-tells us in The Making of Americans that she L
g : '

discovered her 'kb’asnc ,na’tures’y ‘tendlng to "th repe&tg:mg that comes ,

/'N

out from them" (MA, P lQI) * In -a sense she is 51mply trylng to recreate

the” process by whlch she leanneg the "basic nature. :To some- extent .
' . .. ) ; i.[, ] L



' torfeﬁﬁerﬂﬁolidity Qn a f%at Cénvaé. "He called his new means of creating

:Tdeptﬁy"modplating?h ‘ﬁ%:buiff'upaigyeréwéfgcgiéﬁr to strictube an -object™

Brinnin explains:

PR g . “‘q - w & R ¢ S e R L Bov e .

3k
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Stein' is: here doing with'words what Cézanne did with colour as he tried

" "'afd to create a fgeling of "life" inside the object. For instance, he

uses brush strokes of overlaid colours.to render a round object. Stein

is building up layers of ﬁrépeatedlbeing,” trying to create a sense of

¢

-the present.

Q

Sfein's interest in éomposition, in the apchitectufe of a
composition, led her to the othef important technique. This was to make
the narraforvseem a part of the stories. Stein's narrators speak and . i
think in the sgame speech éﬁd thnght patterhs as"her characters.l This is

very different from Flaubert's omniscient, superior and ironic .narrator.
. . . - [

R

The world Gertrude Stein's characters inhabit is strictly
limited to the range of their personalities and their
intellectual capacities. It is not extended, as in the case
of Flaubert, by the all-seeing eye of the author and thus
demands unusually intimate reader-participation.?

Brinnin'also suggests that in Three Lives "the sense of a narrator is all
but effaced,” but this is not so.u2 The world Stein's éharactérs inhabit
is limited and iﬁtenéified by the presence of the‘narratof~as a partici-
pant in thg}r world. For instance in the same modé of language.as the
;haracter?s speeéﬁ, the‘narrator_says, "Anna did not abprogg.tgeir slack

expensi?e ways-of doing" (TL, p. 72). Or for example, Jeff says, "You

"can't help it,vaﬁybédy ebgr_thé wayvthey;are'feeling.:‘It's all right

:now'ﬁelanctha, you believe me, good-night now Melanctha, I got now to

leave you, good-by Melanctha, sure don't look so worried to me, Mélanctha,

I come again soon.to see you." The narrator then tells us, "And then

LY :
T

e
k.
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Jeff stumbled down the_steps, and he went away fast to leave her”.(IE,
p. 2047) . The.language would tend to show Stein. as a peer of the
»;ohaganénsfnwflgpberté:ip_bi§yattempts‘at;objectivity;»had not.been able - -
to eliminate his own voice from the narrative and his ironic and
superior.tone constantly creeps int Stein knows that this was difficult
to dvoid so-she just plays the tole of afpanticipant in the narnative;
,Hoffman notes that‘she ""does not ‘care to.pretend that no one WPote ner
‘books and éhe assumes'diffenent\narrative guises in her various words.”q3‘
.:'This technique'of.including the narrator in the supporting cast

further unifies»the work._ But hav1ng achieved v1rtual anonymlty as the

uauthor ‘she occa51onally 1ntrudes as author dellberately into the
: narratlve and shlfts out of the role of a friend or acqualntance of her
characters. The lntru51ons arevrare but they are frequent enough to
‘"remlnd‘us agaln that thls 1s art, not an lmltatlon -of nature; these are
composed storles, not merely dlarles of true stories. Agaln thlS is llke
Cezanne 's works in which he had made no attempt to’ conceal his brush-
strokes and had left blank spaces to remind the viewer that his palntlngsb
were not an attempt at. illusion but were paintings.
‘This attltude on the part‘of Cezanne was also respon51ble for
‘ hls "dlstortlons" or "deformatlons"'as the art hlstorlans call them.Q&
oCezanne produced distortion by mlsshaplng objects which he dld to p01nt
out the ten31ons between forms.L\For example, a carafe or pltqher is
mlsehapen, bulglng toward anotner object Thls dlstortlon made it elear
that thls was not an attempt‘at“an imitative reallsm or reproductlon.

»

Brlnnln sums up the reasons for similar dlstortlons which he says occur

e

in Stein's work:



‘ \\, B 1)

While science had provided the behavioristic conception of. . _
»character underlying the design of Three Lives, her intentions

were now those of an artist for whom the potentiality .of the

medium suggests.the form of eéxpression. In following the

example of Céqune, she was_aligning herself in creative- < - - -

- o

R Y

- " .éndeéavors with oné of the first 6f theé’great moderﬁ’pain'érguf im A \
to regard nature as something to reshape, distort, or other-
wise arrange according to the dictation of his own feelings.

>

CIt is this emphasis on reshaping nature-according to their vision which .

‘ushers in the modern movement in the twentieth century. As Brinnin notes,

in Stein's early works she is torn between a scientific. perception and a
desire to express "cerebral projections," that is, her own response to
. 46 ' e ' " . N

the object. However, the beginnings of Stein expressing the '"thing as
she was Seeiﬁg It" are present in Three Lives. Brinnin attributes her -
close examination.of her -subjects to her scientific training and this is
“partlyuso'but it is also from Cézapne'slexample.'

For Stein, "expressing a thing as she was seeing it" was to.

s . P

become a major tenet in her aesthetic. She made note that the camera
records things as eVeryBody sees them, so that the business of the

artist,is to portray things as he sees them.' The roots of this expression
are visible in Cézanne. Ozenfant explains:

While the*ImpreSsionists were trénslating-ﬁhe sensations.that
came to them from without, Cézanne was seeing in nature's
vocabulary the means of expressing his .interior world; some-
thing very different. Therefore Cézanne chopses from nature
what best expresses Cézanne.“47 ' '

Rbgeerry'expreéses the same thing, "He wérked'asoye all, to find
expfessién for the~agitation‘of his inner life, and .+ « . he sought to
erreés hinself as much by thé'chqiée'and'imp;igafions of his figﬁfes.as ;
by the flaétic EXpoéition of théir forﬁs."ge‘ -K ‘;-_‘ ; f'- .
‘Howeyér, Cé2anne;g:a£ﬁ in éompositioﬁ;.éé‘égfstle'Ma§k §dts if;

R -
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=art.'

"was not prlmarlly the representatlon of nature as it: appeared to ‘his .

i eye, but the composxtlon of an aesthetlc organlsm..gg For Steln,

coai s

composx:tlon meant "assemblmg a MboLe ath:.ng ¢Ou't~ oﬁ ':‘Lt~8 parts. ,,?59- . The

‘Q'q, 3 ﬂw oﬁ, g-,p iP“' m"‘c-.';&‘ - :.&;ua -37 __u'-vo R I SRR

: comp051t;on of a work of art was to be based on the ‘urhion of technlque

and~sub]ect~matter;,'ComPOSItlon ‘as Ste1n-def1nes~1t, 15'"that'thatd

3 . L =

of. deSCPlpthD had to contrlbute to the whole for Flaubert and Cezanne,

for Steln, at this’ stage in her wrltlng career, technlque and sub]ect

" must -be 1n'perfect harmony. A comp051tlon Wthh achleved thls complete—

ness as an aesthetlc organlsm and whlch was self—contalned w1thout-~-

1.reference to anythlng else, came to be known as an "autonomous work of

By

-2

The "autonomous" plcture, says Haftmann, was a result of
CoE
Cezanne and Seurat s "subjectlng the structural elements to- an exact

analy51s" and comlng "to conceive of the plcture as an organlzatlon of

rhythmlc coloured forms, so preparlng the stage on whlch thlng could be

51
“transformed lnto'form." Ste;n has reachedvlnto;the resources of

language and made them autonomous 1n“Ihree lees just as Matlsse and the

. Fauvist palnters made col?ur autonomous, She has removed the rules from

”the technical aspects of-wrltlng. Speaklng of her later wrltlng ln her

."emulatlon of the cublst palnters," Hoffman says,’"she wanted: the

palnter s freedom to create ‘her own reallty, so that ‘her creatlon would

be subject to no conventlons other than those she lmposed or that 1t

4 . ’ R . . - >

-
a

,1mposed upon 1tself n52 This also applies to Three Lives. Kahnweiler,

“who belleved that Steln was a cublst *wrltes. )

el .

s e,

R 2 ]
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'“What the Cublsts knew, what Gertrude Steln knew was. that

2= the work of art.is.not an imitation of . somethlng else but R

© . exists by’ 1tself while 81gn1fy1ng somethlng else “The =~ 0t e
" ‘work of art ‘to’ exist; must preserve its’ unity. lt wag te i v

':thlS -aim that the struggles of - the Cubist palnterﬁg llke

L Y

ir-those, of Ger;nude Stein,, were. directed .’ She: gpated x5 ) ", ¢

B A
- clearly in her lecture "Comp031tlon»as Explanatlon " The -
‘title: by 1tself is reveallng M
Werner Haftmann explalns what he calls Cezanne S "monumental‘
’ deflnltlon,” that ”Art is'a harmony parallel to nature " He says 7{“? -
. : . R iy .."' N ‘

Slnce art 15 not ”reproductlon' but repﬁesentatlon, 1t RN C e -
,follows logically that 'Art is a- harmony " parallel“to nEFUPE; 1 e - T

" . The- plcture sis',subject to.. its: own lawss It is’ realized on

the formal plane,,whlch runs.parallel o, pature. Cezange e e :

“repeatedly . stressed the formal.element: ' 'A picture should R

- first.of all represent nothlng but. colour © Stories, -_. .. ',fﬂ,'i i
' psychology DA all ‘that is impllc1t in "the plcture AR

» -Roger Fry seeﬁﬁa%o‘%aVe understqod thls 1ntentlon : WritingJOn“thenpost-‘g
Impresslonlsts he explalns '

B B N,

. ow these artlsts do not seek to. glve what can, after all,

" be: but a. paie reflex ‘of actual appearance, but to arouse’ i
=Lthe -conviction of a neWpand deflnlte reallty : They::do not
seek to. 1m1tate life, but to find" an equlvalence for life. -
© By that I mean that, they wish_ to make images which by the R
SN clearness of their logical structure, and - by their cloesely-<" y

knit unity of texture, shall appeal to our.disinterested

-and’ contemplatlve imagination with something"of the same

- v1V1dness as the things of actual life appeal to - our

practical activities. 1In fact they aim not- at 1llu31on
but at real;.ty,55 g 4 :

 Speaking of Cézanne's "complex and well-poised" constructionsvhe_repeats

this: . . | | . ) o . p &

He it was who flrst, among moderns at all events, concelved PRI
A thls method of organlzlng the infinite complexity of appear- ’
L ance by referring it to a’ geometrical. scaffoldlng. Though
B it must be always- remembered “that thls is not an a priori..
scheme imposed upon the appearances, but rather an interpre-
tation gradually distilled from them by: prolonged contemgla—'
) tlon P thls was llfe 1tself and no mere 1m1tatlon.



Haftmann concurs w1th thls ldea. He says Cezanne and the post—

Impressmonlsts won for later artlsts the 1n51ght that "art 1s not nature,

: ' 5 7.
”'art 1s transformatlon of nature by the formatlve mlnd "5 Steln was"
attemptlng a presentatlon of llfe and she was attemptlng thls‘by us1ng

_i*“_*“-all the.resqurces of her language. Leon Katz 1nterprets Steln s

> e 3 °-e e e e Rl ‘a"..-»‘ EE T I I S
PRL N SN S ‘ e . — . . . R . :
. ~, % = PR o;n_.-? b c KA a..--. o S Lot e o Low o

evaluatlon of Cezanne s deflnltlon" ‘ ’

His" [Cézanne' s] approach focused on the empha81s on
colour, simplification of forms, and ‘subordination of .
| ”1llustrat1ve -interest to. purely ‘compasitional: qualities.. .. ., .
o " For Gertrude, Cézarné"s ""Pértrait of Mme.,Cezanne"b T m
o manifested an altogether. revolutlonary sense of composi- .
© tions whose - "reallsm" superceded the -reality of the | '
objetts represented :As.she saw. it Cézanne was treatlng
u,‘,q’ . composition 1tself as the essentlal aspect of reality--as
"the "entlty"; and thls method of treatment:t was- incumbent
on twentieth- centUry writers. to pursue to its. ultlmate
consequences 58 . : L 3

. Steln s Three lees is generally con51dered her masterplece.

X

Even Robert McAlmon who\wrote bltterly about Steln and her wrltlng said®

.

ST myn admlratlon for "Melanctha" was great . Her
"Tender Buttons" I found amusing enough, but by this time
she had written only ‘one sound book, and- that was Three’

- Lives. The second llfe was that of Melanctha, a Negress; S
and her romance with .an’ 1deallst1c 1ntellectual and dumb. : :
Negrs doctor 'and I conSLdered it a masterplece. It ' '
reiterated, stammered, but moved with a pure force to the
conclusion. Melanctha's annoyancesat the lack of sensual
understanding in the doctor, and her wanderlngs, and her

" end. In this: story, all of Gertrude Steln s slugglsh but

' v1rlle, feellng for llfe emerges.Sg

In thls surglng v1ta11ty we can See why she llkens her work’ to that of ~

Matasse.. Steln wrote to Mabel Weeks about Three leess "I thlnk 1t 1s a

2 -
»,
LA S

noble comblnatlon of Swift and Matlsse."soj Matlsse hadufreed colour and,-'
made 1t autonomous as a means of expre551on"8te1n freed\the language ln‘”'

her weav1ng and Juggllng of words. Speaklng of what she t ught 'many

young wrlters, Steln sald that "observatlon and- constrUctlon make



‘,1mag1nat10n" (AABT, P 76) : Iﬁffhrée’hives she-makes;if;diear;thai'ﬁhﬁ QLQ;L..T

can observe Wlth aculty and she\makes 1t clear that she can compose-er
. i J . . . -

"COnstruct'llke an artlst. f LT Lo Lo

-

" sented a moment of victory in Matisse's comtinual- ‘strugglel

.o

Brihnin'sums.it up:

'

For Gertrude the palntlng [Le Bonheur de Vlvre] repre~ ﬁg:.

She,saw in it -an example ©of the creative wrestllng in whlqh

‘her most abiding .interest .was. centered.’ Hls distorted - * T

drawing, for all its violence, was & ‘constant effortin the

-direction. of clarification and 51mpllc1ty, she felt, and shé

admlred its naked ugliness. Cezanne,-she believed, had come

- to the poxnt of .unfinishedness and distortién by an

inevitable develoment of his way of seeing once he .had been
disabused of the necessity for»fraditlonal forms; Matisse"
had -come ‘to the same point by dellberaﬁlon by & knawledge-

" ‘able reappllcatlon of ‘what Cézanne had discovered.

Brinnin means, of course, Picasso. And the next section will attempt to

deal with the deveiopmeﬁt of Stein's ideas insofar as they compare with |

Immersed in the creative experlence and meanings of
Cezanne ahd Matisse and in her own parallel way, involved
in the. aesthetlc reVolutlon they represented, Gertrude was

fat the p01nt of meeting one of the major influences of her
creative: llfe, and for many years, one of her dearest
‘frlends ~ L

’ Picaéso{S“developments’of_ahalytical cubism. -
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CHAPTER IIT

Ly

.~ STEIN AND PICASSO: JUGGLERS IN CONCERT

e %, . . a tiny juggler . e - : o
. © And when he balanced on a sphere . : - ~
. . that music of shapes - ST
'ﬂf Destroyed the music of the mechanlcal ’
organ"

«

In a letter of re]ectlon the edltor of the)Atlantlc Monthly

wrote to Gertrude Steln 1n 1932

We live in dlfferent worlds Yours may’ hold the good the .
beautlful, and the true, but if it does their gulse is not
for us to recognize. Those: vedettes who lead the vanguardA
of plctorlal arts are understood, or. partly understood,
- over here by a reasonably compact followxng, but that
followlng cannot translate their" loyaltles into a corres-
ponding literature; -and it would réally be hopeless for us

to set up thlS new standard I am sorry 1
. - a

Mr.hsédgwick apparently believed that-Stéin was'dolng4in'literature what

the palnters were dolng HOWeV§f, other than a few rather amblguous

'remarks 1n ‘The - Au%oblograph§f»i;ke Picasso's remark~that "we 1nvented . e

camouflage" for whlch S;

'not glve the pronoun reference, Steln ;}'i-ﬁ
does not ever" really allylb w1th any palntlng style. ‘And it must. ‘ _ s

‘be remembered that 1t was not untll flve years after The Autoblogra hy

that she made her clalm in Plcasso that she-was "expre331ng the same
thlng 1n llterature" as he was in- pamnt;ng .The tran51t10n supplement

came out in 1935 two years after The Autobl_graphy, Steln s rebuttals in

- The' Geographlcal Hlstory of Amerlca (1936) and in Everybo_zﬁs Autoblography

f(1937) preceded Plcasso. Steln does compare herself w1th Plcasso 1n The ?§

o
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Autobiography but only by referring to similarities inwﬁpaﬁiéh and,,

American vision. In Picasso she expapds her .claims to genius 'and makes

»

her statement that "Spain and America were the natural founders of the
. . ’ s\~,‘*'_ : o .
twentieth century" (P, p. 12),- She does: not ever call herself a cubist,

howeyer,. although several CPitics; such as Sprigge and;Kahnweiler,'dg;

o,

Even Leon Katz, who demurs_at calling her a cubist though he says she’

was "a passionately involved partisan in the cubist movement," writes:

One must be cautious in appralslng the relation between the P
art of Picasso and that of Gertrude Stein. In her understand-
_ ing, their orientation towards the most significant prioblems
" of-art was 1dentlcal but certaln%y they shared nothing of
manner or metler and the writer's solutions were not based
on any imitation of those of the painter. 2

Stein herself acknowledges the difficulties in comparing painting and

writing in her usual periphrastic manner:

The literary 1deas of a painter are not at all the same’ ideas
as the literary ideas of a writer. -The egotism of a painter
'ig.entirely a different egotism than the egotlsm of a writer.
The palnter4does not conceive himself as existing in himself,
he conceives himself as a reflection of the objects he has
put into his plctures, a wrlter a serious writer, conceives
himself as existing by and in himself,fhe does not at all
live in the reflection of his books, to write he must first.
of all exist in himself, but for a painter to be able to
paint, the painting must first of all be done (P, p. 4).

This somewhat ambiguous quotation deserves thorough discussion, but it is
sufficient for the purposes of this paper to note that Stein was
acknowledging a difference between painting and writing, albeit perhaps

—

"as.a disclaimer--since her‘AutobiograpEy had called f-rth such rejection

of her by the artists. But Stein's references tn 'uoing the same thing
in writing as-Picasso" had been predated by her G.M.P. written just after

she concluded work on The-Making of Americans. In the G,M.P. she had

- RN

obviously aligned herself with Picas$o. Leo Stein certainly agreed that

‘u

e
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they were allies, for he thought that Gertrude was producing the "“same

©

godalmighty rubbish" as Picassou Writing to Mabel Dodge of the

w.

"dlsaggregatlon" of his and Gertrude's relatlonshlp, he sald "TQ this

El

have been added my refusal-to’accept the latter phases of Picasso with
whose tendency Gertrude has so cloéely alliéd herself.h3
‘:However awkward or impossible it is to compare different ' N

disciplines there was a new and common set of goals for artists,

musicians, and writers involved in the new movements; as Stein noted in

Paris france, there was a different spirit in the air in the early
twentieth century. Werner Haftmann says, "Cubism corresponds to that new,
modern conception‘of realify which it has been'thé aim of the whole
pictoriél effort of the twentieth century to expresé iﬁ visual ‘cerms."t‘L

. Wylie Syphér,hamong others, cogsiders the cubiét movement invelved twé
disciplines--art and literature. The French poets, Apolllnalre, Max‘

Jacob, and Pierre Reverdy, called themselves cublsts. In his Introduction

to Conteﬁporary Music, Joseph Machlis notes:

This emphasis on the structural aspect of art was not limited

. to music. A similar trend can be observed in painting and
sculpture, in the cult of pure form that came to the fore
with the constructivists and cubists. . . . Musicians
abandoned -grandiose themes--the new matter-of-factness
demanded more sober subjects and quieter colors--restraint
and quietness of gesture in every department of mu81cal
expression.

The new art movements, most art critics agree, .sprang from the
‘theories of Cézanne and/or Gaughin. Haftmann, speaking of Fauvism and
Cubism, says, "The pioneering work had been done in‘the previous decade.
.+« . The groundwork of the new style was furnishedABy the continuing
operation of earlier stylistig‘tendencies."6 It'may be conteﬁded that

those things which Picasso extracted from Cézanne's work for his purposes

¢
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were those that Stein too  found served her needs. Before g01ng on to
1nvest1gate just what those thlngs were it seems necessary first to
remember the frlendshlp of-Plcasso and‘Steln.

Stein's relationship with PiCasso has heen studied by'her'
biographers at some length Speaklng of her close association with

)
Plcasso and her wrltlngs on him, Leon Katz and Edward Burns write:

She is never unsure of her analysis of PlcaSSO. Her commgnt
on him is based on a certainty that’ grew out of complete
absorption in his problems, both personal and creative ard
out of a complete 1dentlf1catlon with his struggles 7 '

Brldgman belleves that Stein found Picasso a source of lnsplratlon and he

wrltes - o ‘ . -

Pablo Picasso would furnish Gertrude Stein aesthetic stimu-
lation, although not as a supérior or competltor but as a
friend and equal. Through him ‘she could keep in touch with
avant-garde activity, without being bludgeoned by his
opinions, as she had been by Leo's.8 .

Stein writes about Picasso with love and respect throughout all of her

A work and desplte her.egotlstlcal clalms to hav1ng ushered in the
twentleth century and to being a genius, she makes no clalm to a part in
the origin of cubism'herself. ‘In regard to cubism she says only and

repeatedly that "Picasso created itn (AABT, p. 90).

~ T~
A // v

In evaluatlng the relationship of Steln and Plcasso as artlsts,
two authorltles on Stein 1ndlcate that the developments in Stein's wark
“toward abstractlon parallel Picasso' S. Bridgman writes, ‘".‘. . as the
pace of innovation quickened in painting., Gertrude Stein's methods“of
portraiture underwent:extreme revision. - The examples of Matisse; Picasso,

and'Braque utterly transformed her writing."g Donald Sutherland says

that Picasso's palntlng was "a corroboratlon not a model" for Stein's



work.lovhof all the Stein scholars only Scott Tay;or seems to' have noted
“that. it is possible that Stein influenced'Picasso and led the"way:into
cubism. Taylor says,ﬁ"Although crltlcs are qulck to deprecate Stein as
hav1ng been 1nfluenced by cubism, they have never suspected the opposrte‘"ll
Perhaps the’greatest 1nd%catlon of the relatlonshlp between Stein and ®
Picaeso as to leader and follower is’ that Stein, who'usdaily flauntsdher
influeﬁbe‘over other writersvnever mentione Pioasso in fhie light. She
never claims to have influenced him;‘she claimsionly to have‘been with
him and she clearly had respeot for hiSl"genius;"':The.closeSt she comes
to taking any credlt for- 1nfluenc1ng Plcasso is to-say, "Spaln dlscovered
America and America Spalnﬁ (E;sp. 24) And-P;casso never bothered to
argue.with her or to refnte‘ani’of.her claims although hevdid say in
later years, ungratefully and with irony as Janet-Hobhonse peoints out,

"Ah rhose Steine'howpfhey.did exploit me,"%zpyAfter.Picasso's grand
_success hejeeemevtobhare forgotten his need for £he patronage that'the
Steins gave him. For example, i; lQQSVPicasso had written fo Gerfrnde,'
ﬁAtithe end of fhe month i shall go to see yonr brother”because I‘Very‘
much need help. Greetings to yon hoth.and ali ny friendship.";?' Eveﬁd
Leo Stein who called him;ﬁfhe Phoenix Picasso, who:had no fatherdfagreedf
with‘many of thenart;oritice,lsuchhae Michaellhyrton, that "Picasso
borrowed:his working capital."ll+ Leo refers to Picasso's horrowing of
ideas,hnot noney. So it is possible that eome of Picasso's ideas came
from Gertrude Stein.15 o | |

Steln had ‘been 31tt1ng for Picasso's portrait of her dnrlng the

writing of "Melanctha."- Accordlng to. Brldgman 5 chronology she posed

during the.Lastntwo months of wrltlng Three lees in 1906 and during the ”

beginning of the final draft of The Making"of Americans. It is possible

4 .



.:that durlng the conversatlons these two shared, the major formulatlons
that cublsm was to embrace were p031ted Slnce these were 1deas deéveloped
from Cezanne s. work and- aesthetlc and Sane Steln had‘an Understanding of
Cenanne 's work whlch she demonstrates in Three lees,'dt is pos51ble that_'
Steln was dolng the leadlng Slnce Steln has muddled her dates, her,
words must be taken w1th.caution when she says it was in 1907 and -1908

'(P pp 8 and 12, and AABT, P: 89) while . Allce was type:rltlng The Making:

of Amerlcans that. Picasso- palnted the flrst cubist pictures. But most

art critics do date cubism from 1807, the date ‘of Picasso's DemOLSelles.

d'Av15non | Since The Maklng .0of Americans began as a ‘sort of loélcal
extenslon of -the portralts of Three lees at this tlme it is not presumlng
tod much‘to consider that "thelr orlentatlon towards.the most 81gn1f1cant
problems of art was 1dentlcal" (as quoted prev1ously, from Leon Katz) '
The two thlngs whlch Stein's work has in common w1th cubism are
those whlch she had begun to experlment with 1n Three lees The flrst
of these involves a reappralsal of the relatlonshlp of the artist to hlS
subgect and involves a search for the‘essence of an ob]ect-—the'search e
for the Splr‘l't or reallty behlnd the appearance. The- second is the ‘\ .
. reappralsal of both technlque and style—-form-—to create a work whlch had \
a llfe of its own Con51deratlon of the technlcal aspectsiand her belief
in the autonomous nature of the. technlcal elements of the- artlst s medlum
led Steln to attempt ‘to create works whlch would also be autonomous--that
is, completej!s "entltles." Flaubert s search for the "]uste mot" may
have perhaps helped create Stein%s awareness of words and the need to
recreate and renew them and have led in part to her experlments as to the

autonomous value of thelr sounds. But 1t was Cézanne' s theorles—-that

by analy51s and reductlon to the 51mplest elements, an archltecturally



'cause—-that Steln appears to have been attemptlng\to practlce.‘

U500

ordered construction mlght be achleved whlch would be an "autonomous"

entlty on 1ts own and from whlch.emotlon would result rather than be the

o
"

:>Certa1nly her deflnltlons of compos1tlons that are tlmeless and endurlng

in value,as dellneated in her lecture "What are Master-Pieces," thirty’

: 16
.vyears later are based on these tenets We can see how much use Stein

was able to make of these theorles by examlnlng the portralts in The

Maklng of Amerlcans.-

-

Flaubert had attempted ob]ect1v1ty, dezanne had used an almost
sc1ent1f1c approach and Stein, whose formal educatlon ‘had been 1n the
sc1ences, was to extract érom thelr work' and from.her OWn experience and
the bellef that ob]ectlve observatlon and research lnto the- object to be
presented was- a nece881ty She also learned from the masters that ""one
has no 1dent1ty when one 'is in the act of doing anythlng" (LAMN p 148).
There must be only "entlty" 1nvolved, Says ‘Stein, and no‘"relatlon " tbat
is, 1nvolvement, on the part of the creator to hlS subject or to hlS

[
audlence (LAMN p. 151). Only then could the artlst create masterpleces
whlch "ex1st because they came to be as somethlng that is an end in |

1tself" (LAMN p lSl) Perhaps since Steln was deflnlng masterpleces

after a long career of wrltlng she was 1nclud1ng her own work' To make

it clear that her relatlon to her subject was ob]ectlve, Stein even

begins The Making of Amerlcans as a sc1ent1f1c study, a theory duly

supportedﬁby examples. She makes the hypothe31s that there ‘are two klnds

of basic human nature and then glves examples to support her theory
However the major tenets whlch Steln took from Cezanne were
her bellefs that the flttlng.sub]ect for a work of art was the essence or

essentlal reallty behlnd the casual appearance"-—she’called'this essencef'
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. "Entity”-—and that "composition-is eXplanation”,invthe sense that the
"human mind" by archltectural structurlng 8% by 1ntellectual method- could
-create a work which becomes an'autonomous entlty Before going to examine

these concepts at work in The Maklng of Amerlcans, it seems appropriate

here to' review ]ust how the ‘aims of cublsm have been defined, since cubism
/, :
4seems to be-based_on thesevsame two concepts.

. Peter Selz says that in cubism there "ex1sted no external L

relatlons," that. lS, that these palntlngs made no attempt’ at reallstlc‘

N

,'.representatlon or-at ;mltatlve art and he notes that the stress was of
"the fact that this is a palntlng."l E, H. Gombrich agrees and says:

Cubism, I believe, is the most radical attempt to stamp out
.-amblgulty and to enforce one readlng of the picture--that
of a man-made constructlon 'a coloured canvas. If illusion o
is due to the interaction of clues and the absence of contra- 3
dictory evidence, the only way to fight its. transformlng
. influence is to make the clues contradict each other and to
prevent a coherent lmage of reality from. destroylng the
pattern in the plane .. . the painter drlves home the
message that this 1s an exerc1se in paantlng, not an
1llu51on 18- S

- /l - . ' . : Tt "
Wylie.Sypher aISOHagrees with Selz and:Gombrich.‘ He deflnes cublsm ‘as a

‘”quest for stylelti. . whlch undertook to represent the object in 1ts

total ex:.stence.",;‘9 He writes:

. At its extreme purlty--ln Braque 8 work--cublsm is a study
- of 'the very techniques of representatlon-—palntlng about the
methods of painting, a report on the reality of art. With =~
Braque's intelligent and lyrlcal V151on cubism ‘devoted
itself to what the French call tableau-tableau—-the palnter s
'palntlng—-whlch lnvestlgates both- the object .and -the means
of palntlng the object

Sypher‘quotes Ozenfant, "Cubism is;painting conceived as related forms =
‘which are not determined by any reality external to those’related‘formsf"2l

' Sypher sees cubism as an attempt to show that "thought enters things," to
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show that '"life and-art coincide . . . at the points we call objects"
and he says the cubists "relied on certain technicalvdeyiogg".to}démon—"

strate‘this.?2 4 - ‘h‘ o o S , )y
Even Roger'Frygga contemporary of the new‘movements, who

appears a.littlewmystified'as to their purposes, is able to-noté‘thatd

.these artlsts almed "not at 1llu310n but at reallty v23 ‘And hefappiauded

@ )

the d1501pllne of the technlque for he was happy to see that "Des1gn
rhythm texture, they were in agaln as in Flaubert, as in Cezanne ”24.
* Fry, who took an 1nterest in Stein's work, had. looked at the post—
Impres510nlst movement and tried to "read books by the light of 1t" as

'-‘Vlrglnla Woolf notes ln hlS blography She writes:

He found glarlng examples in Shakespeare, in She ', of the
writer's.vice of dlstortlng reality, of “importin ure
'assoc1atlons, of contaminating the stream w1th adjeCtheS
_.and metaphors. therature was sufferlng from a plethora of
old clothes. Cezanne and Picasso had shown the way; writers:
should' fling representatlon to the w1nds and follow suit,

rd

' ' 26 :
Haftmann too finds cubism requires dlsc1p11ne - He notes that

in the post Impress1on1st movements space, llght and atmosphere had ”to

be dlvested of thelr lllu31onlst1c character" and "had to\be glven repre-
n27'

sentatlonal autonomy. He says "While the pr1nc1ple concerﬁ”bf the

;’Fauves was the analytlcal 1nvest1gatlon of the autonomous potentlalltles

. of colour the main preoccupatlon of " the Cublsts was the analysis of

form."28 Haftmann s explanatlon of the aims of the new movements agrees

with that of the other art hlstorlans o : B

The desire for a new style sprang from dissatisfaction with
the reproductive picture . . . . It was a question of
- eliminating the 1m1tat1ve, illustrative character of
painting- and -of. replaC1ng the reproductive by the evocative |,
function,. This’ at once involves a new conception of the ™
'.whole plcture, It had to cease to répresent a fragment of
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reallty, ha o be complete w1th1n its own llmlts as. a self—
"sufficient organism reproduC1ng nothing but representlng an
1mage evoked by the arrangement of plctorial means.29

2

Modern palntlng is "studlo palnflng" anpugh and thncuéh

- It does not come into being in the presencé of nature-and ,
the subjzgt but 'in the studio, in the cell, the product of
meditation and recollectlon and laborious manlpulatlon of
artistic. media. 30

NN T
w

In summary then the art critics and hlstorlané seem to, ‘be in

agreement that cublsm was.an attempt.to discover the essence of the
object and an experlment with the means of painting'the'object.' Given
these defimitions-of'cubismls aims and Stein's‘own~explanations ofvher
aesthetlc we can now examine The Maklng of Amerlcans to see 1f 1t 1s

‘K

p0551ble td call it a cublst work.

Some scholars such as Wendy Stelner have grouped The Maklng of

._Amerlcans w1th Three Lives and Q E.D. as all of a plgce. 'This grouping

- of all these works 1nto one "early" erlod may serve a useful urpose but,
Yy P p

]ust as her blographers have p01nted out the very dlfferent condltlons of
Steln s personal 11;e durlhg these ten years, the contents and the
’technlques used in these three works differ markedly and 31gn1f1cantly
Though Q.E.D. was perhaps Steln s flrst major effort at writing, she
wrote 1t before she- had become acqualnted with Cézanne and the modern
artlsts,so that there seems no need to dlscuss‘SbEsz. in this'study. The
stories'of Three Lives which'Were discussed in the previous chapter might
however, be diScusSed individually iflone is trying to c;assify or “group
'Stein's works because "Melancthaﬁ for instance is an attempt to do.

' something quite(different from "The Good'Anna‘y It is in "Melanctha"
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that Steln beglns, w1th a vengeance, to examlne the polarlty of relation-
ships and to explore the technlcal aspects Qf llterature—-repetltlon,
rhythm' and an attempt to renew and reoreate everyday words. The Making o

of Amerlcans as it beglns is an exten319n of these things. ‘But it too

¢

develops and changes into somethlng more than she perhaps originally 'set

out to produce.

"If The Making of Americans can make any claim to ‘being a -
monument in the history of modern llterature, 1t is as an architectural
folly " says Mellow g1v1ng credlt at least to its dlsplaylng
‘archltecture. ?l "If the formal structure of a.mwrk of art was a worthy

con51deratlon to Stein, as it was to‘the'cublsts, The Maklng of Amerlcans,

because of its bulk, seems’ to belie'this concern It appears to havéd
3,
lxttle or no overall formal structure. Brghgman calls: it an "lmprov1sed
3 | | : '
work” 2 and so it seems -on first readlng For instance, rambling
dlgre351ons 1nterrupt the hlstory of a famlly s progress and passages of

lnordlnate length about seemlngly unlmportant or irrelevant servants or

governesses are 1nterspersed in the midst of descrlptlons of a major
character. The sub]ect matter of. the book other than the trlptych of
portralts, appears to simply 1nclude whatever was of concern to Stein in
, her medltatlons at the time of wrltlng But these chunks of wrltlng
lmmedlately brlng to mind the- geometrlcal chunks or planes of the cublst
pictures, where it is almost 1mpos51ble to get a feellng of cont1nu1ty

unless one absorbs the plcture as a whole. The Making of Amerlcans is an

improvised work perhaps in that the methods change and the 1deas grow and
develop,‘but the structure is clear as the.hlstorycof a family's progress.33
That she began the book with one purpose in mind--to tell the

k]

”hlstory of a family's progress"——an allusion perhaps to Pilgrim's Progress,
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'1s ‘evident in her title and subtltle and in her third and fourth para—
s S
'graphs.t,"The old: people 1n ‘a new world, the new people made out of ‘the.

v -l

old that is the story that I mean to tell for that is what really is

and what I really know" (gé} p;13). There is no progress'of'course3~just”‘

~

a progression._ Progress is no longer 1nterest1ng, says Steln.- There is

just a passage from beglnnlng through mlddle to ending llVlng, w1th moral .

/

and spiritual deterioration if anythlng, rather’ thanvprogress The'/
generatlons almost show progre581ve degeneratlon Though Steln calls it
avhlstory; there are almost'no events. There is so llttle actlon“that
she must remind us,periodioally.of the story line. “The history isfan.

internal history; character is the preocCupation." Brinnin writes:

She made a composition, "covering" tlme as 'if it were a flat
surface upon which she was free to work. In the tail-
swallowing movements of her sentences and paragraphs and
chapters, she retained just ‘engugh propos1tlonal content to
"remind her reader that she was telling a history, "The
History of a Family's Progress," in which actual events
actually occur. These events, like the fragmented features
of portraits or landscapes in early cubist paintings;,.
served as links between her individual view and the common -
“view. Like the cubist paintings, her composition demanded
continuous activity' upon the part of the observer. ‘Points:-
of rest--points of" 1nformatlon dramatic turns of circum-
stances, passages of descrlptlon-—are few and far between
as hours of abstraction overwhelm moments of representatlon.

The "propos;tional content" sometimes appears to be included just as;
touehstones;'juSt as the cubists include some recognizable features in
their portraits like a handvor~a nose or thevscroll'of a violin.:
, N '
Stei: begins the book w1th her ver51on of an old legend of a
:son’dragglng his father-—she uses it almost as an eplgram. (Bridgman
”pr01nts out that it came’from Aristotle.) Scholars have debated thg"w |

meaning “i the old legend. Bridgman sees'in her-usebof this story and

the line "our own sins writ -large" an indication that Stein intended the



novel to concern itself w1th showlng "that it was dlﬁflcult to overcome
ylnherlteducharacter.”as In Steln s usage, "s1ns" does seem to mean flaws .
_in temperament.‘ As in Three lees, Steln 1s deallng with determlnlsm
:here, too,v Heredlty plus env1ronment makes the character Wthh cannot be
escaped altered or repudlated It is a novel of the hlstory of the‘
‘progres51on of the people of a new: world but they are "new people made

";oat of the old."

\ o Steln used comp031te models for her charzfters, as has beenv. o
_.Jh0wn by the research of Katz and Brldgman 36 For example; Alfred is
.part.y Michael Steln and partly Blrd Steln s flrst husband They are old
people (romantlcs) in a new world and they are new people (her own
creahlons) madeeout of old;' Bridgman sees it as a "psychologically

liberating work" for Stein.37 And perhaps 1t was undertaken as a

,dellberate exercise, llke O Nelll's Long Day s Journey into nght o

- exorcise the personal demons of her famlly as Q_ELQ_ had been a pomlng to
.grlps with her- romantlc affa;rs. But it is more llkely that in 1ts
1nceptlon it was to be an attyﬁpt to banlsh her memories or to batten
down’her "1dent1ty" S0 that she might get on with. herself as:’ "entlty "o
The book's flPSt two paragraphs puzzle readers because the :?
eplgrammatlc story seems to be forgotten as. Steln goes on. HoVever, it,
must be noted that she does base all the portralts of the book on the
"tempers we are. b&éﬁ'ﬁlth " The major portralts of Martha and Alfred

'llke those -in Three’ lees, show the "tempen" in 1nteraction-—and analyze
'—_—-—'—.~——p

;'complex relatlonshlps, whlle the flnal portralt of Dav1d 1s just a

1t of "belng " The dlgress1ons serve, as Gombrlch notes the;f
”;cks" of the cublst portralts serve, to remlnd the reader that these

¥ 3
are "an exerc1se in painting not an 1llus:.on.".8 lee the palnter who

L~
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attempts "to do away w1th peep show conventlon" Steln is constantly
: 39 e

.

telllng the reader that thlS is no "sllce of llfe" novel.

. First Steln lntroduces the grandparents. W1th the 1ntrodUctlon _

of the leSt Dav1d Hersland she tears into the matter of ”1nd1v1dual
‘feellng" (MA p llS) Today we mlght call this "1dent1ty," as the
‘psychologlsts of the sixties and seventies. have -defined lt but Steln
dlsmlsses 1dent1ty as essentlally’unlmportant :Hersland-;s "as big as

: .
all the world in his feel;ng" (MA p: 119) The name’ Dav1d means beloved

-

and there is a dense in whlch thls Dav1d thlnks of hlmself as '"the .
beloved of the country He becomes dlstracted when he is’ dlspossessed
of hlS p051tlon and hls sense of hlmself "in relation” to- others by :

maklng ‘the move to Amerlca He'loses control as head- of the famlly in
E '/ N
Amerlca and Steln goes on’ to hls 'son, the second Dav1d Hersland Like

o

- his father, thlS Davld also has a strong egotlstlcal sense of hlmself
'but hlS 'sense of ldentlgg is® occasxonally shaken, howewer’fand then he
must "begln agaln" in- order to get back his "blg as all the world"

feellng.' His w1fe FannthISSen (hls 'en), is content w1th her p051tlon

in Gossols because sgéﬁfeels the "1mportant feellng" in her ‘position :

whlch the -Shilli

1nsp1red Bergsonqand who stressed the importance of lntultlon) had first
stlrred 1n her. Stexh says "Anyhow it 1s very hard to know of most men
and to know 1t tn@many women in’ the mlddle of thein llVlng what there is
in them ~what there lS as a~bottom to;}hgm yhat there 1s-mxxed up 1n31de
'them" (MA, p 139) She is examlnlng the bottom nature and has heen f?;i
,dlfferentlatlng between klnds of bottom natures Wlth all the lnflnlte

-variat 1ons .

- The whole firSt'sectioneisﬂdevoted to the\grandparents'and the

k]

: '(sgflls perhaps or Shelllng, the phllosopher who had,,

AN



'parents‘and the "repeatlng‘of belng " that 1s, the baslc nature both
,tW1th1n and W1thout. The second section or d1v151on begfns on page one‘
hundred .and flfty and on page one‘hundred s1xty flve Steln‘makes her
,~"d$pendent lndependent" and "1ndependent dependent" cla551f1catlons

She leads 1nto thls dlstlnctlon by descrlblng "how some men have lov1ng

.”Vas attacklng in them R To explaln her cla581flcatlons Steln uses the

governesses and servants ef the Hersland famlly as examples.. Steln explalns,.

the roots of these dlstlnctlons in her Autoblography as she explalns her

loss of. lnterest in Matlsse L

4 >

Matisse- 1nt1mated that Gertrude Steln had lost 1nterest
in-his work. ‘She answered "him, there is nothlng within you *
that fights itself and. hltherto you- have had the instinct to
produce antagonism in others which stlmulated you to attack.
But now they follow. .

, That was the end of the conversation but -a beglnnlng of
an’’ 1mportant part of The Making - of Amerlcans (AABT, p. 65)

o

: Thls sect‘ n;of The Maklﬁg;gf Amer%%ans closes w1th dlscuSSLOns and
_examples of‘people w1th "negatlve egotlsm"——that fs not enough egotlsm
to; be really re31st1ng because they have "lazy, vague bottoms in them"
and w1th "1nstrument belng"--that is, 11v1ng through someone -else (MA

+ .;.

hpp 231 and 250) These are two of'the more 51gn1f1cant varlatlons on
the dependent 1ndependent categorles. - o _t; . G»fifffﬂ'

- Steln had dlscovered 1n her personal relatlonshlps thatlln.a
. dlalogue between two people or‘two groups of people one always assumes‘a
»role of leader and the other.that of follower——the pOSltlonS of domlnance
and submlsslon as 1n teacher/student master/servant aggressor/v1ct1m

E relatlonshlps. And she saw that these pos1tlons may change frequently ‘

durlng the course of a llfetlme or of a conversatlon. In Three lees she

1nvest1gated these relatlonshlpsf

fThe Haklng of" Americans beglns w1th

.80

.
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her investigation‘qf her theory that people_afe‘of'two kinds, with
infinite variations on those two kinds, in their essenee or basic nature.
There are those who act and those who are ected upen, deers andbthinkers,
aggressors and victims, aed she makes it clear that those who seem to
‘take the passive role and seem to resiet may- be like:Melville's Bartleby
-simply using "passive aggression" or "passive resistance" ae the pecifiste

came to call it. She says:

There are then two kinds. of women, those who have dependent-
independence in them, those who have independent-dependence
inside them; the~ones‘of_%he first of "“them always somehow
own the ones they need to love them, the second kind of them
have it in them to love only those who need them..ﬂ; . (MA,
p. 165) e

The seemingly simpiistic eiaseifications which Stein used to"
categorize her Characters,had a logic%l.development. Her categories of
independent and dependent personalities had their beginnings in the
. relationship of Anna to her.ffiends and to her ehplbyers and in
Melanctha's relationship to Jeff. Bridgman'explains that: the roots of

these categories went back to Stein's university days:

Ideas that she first concelved An the Psychology Laboratory
about the essential nature of human beings, were fusing,

“deep in her consciousness. ‘In "Cultivated Motor Automatism,"
Gertrude Stein had divided her subjects into two types, the
first nervous and easily aroused, the second anemic and:

~phlegmatic, She held persxstently to this basic duality-

. throughout her early career as.she moved towards an
ambitious study of men and women. At the same time she was,
fashioning a style capable of embodylng her understandlng
of how people presented themselves to her consciousness.
-The one problem was inseparable from the other.

e

, By attending to "the repeating that comes out from them . . . that makes
a history of each one always coming out of them," Stein attempts to .

penetrate to the ‘essence of: her eharaeters with this "geometry" of -
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personalities (MA, p. 191). Her theory of a "bottom nature"'isiexpleihed
by Hoffman who says, "Eech character at all témes‘keeps.eepteiﬁ.v |
- characteristics permanent and unchanging. Within thie permaneﬁce 55
quality, there are possibilities for a variety of actions aﬁd responses
consistent with the permanent quélities."ul These are the natural la%s
Stein sets out to uncover.

Stein's bellef in b@ttom nature has curlously been re§1v1f1ed
in very recent yeats by psychologists and anthropologlsts allke Fot
instance, Levi- Strauss '"believes.at the deepest level there is an L
1mplacable pattern ingrained in the human lntellect; unchanged stnce '
primitive times, and lt is not perfectable as the humanists believed."uQ;

-,

Llonel Tlger and Robin Fox in The Imperlal Animal explaln thelr belief in

implacable, 1ngra1ned patterns of behav1or that they call "blogrammar "43,
B. P. Nichol explalns that "Steln'ls talklng about emotions about |
emotional.forces as if they were solids as if they were observable

~ phenomena in the real wqpld this would have seem far—feteﬁed in 1908"

‘but he says of Stein's "descriptions of emotional substances in people"
that ﬁcontemporary scientificAresearCh bears out whatxstein is saying,
i’e.; emotional forces create visible ﬁeasurable effects w1th %any of the

qualltles stein mentlons." " He goes on to 1llustrate thls w1th examples

4y
of the current .research on thermography and on auras and on bio- energetlcs.

These categorles in The Making of Americans 1mply a d‘ffégent \\\\\\

type of determinism from that of Three lees Michael Hoffman explalns:’\*«

The  emphasis on personality,‘claSS and racial types, a concern
important to The Making of Americans begins in Three Lives.

- « . There are types of behavior indigenous to each natlonal-
ity. . . . Finally, there are types of personality that simply
exist with no necessary psychologically determined patterns of
behavior. . + « These personality types are to take over in




63 -

The Making of Americans, as "attacking" and "resisting" and
Myielding' types work their wills on one another. - This type
is more real in many instances:to Gertrude Stein than the
individualy because the nature of the individual's behavior,
thought, and ‘émotions is always determined by the class of -
personality, ndtional, or social ‘types to which he belongs..
Gertrude Stein's psychological determinism'goes first from
the class.to the individual, rather than the other way.

Since Stein's characters are second gengration middle-clas's Americans,
race and social class are not of much consequence. They are "ordinary"
people, she says. But the determinism.that affected a character's

responses -to situations is now.a pure basic nature that is gzven and is

\

fixed or unalterable.

- Since the book purports to be about "living down the tempers

«

we are born with!" and about. the new people made outiof'old, it begins

-

-~

with a description of the grandparents and p?ﬁegtﬁqv They are given onei_
hundred fiftyipages dealiné'ﬁiﬁh the;";gpoffant‘feéling of themselveé to
- themselves' inside them." Thé,séédﬁa seéfion as has Beén noted deals with
a chéragtgr's essence or "bo%é@m}nature" and éxpléins the fheory‘df‘
attackiﬁg aﬁd résisting kinds §f péoRle Fd all the“permutatiqns-and

combinations. She writes:

-

There are many kinds Qf méh and there are many kinds of women
and some of the millions of each kind of ‘them have it to be
‘made only of the ‘bottom nature of their kind of them, some
have it in them to be made of more or less mixing inside them
of another nature of them, some of them have it in them to
have the loving feeling in them with their ways of thinking
coming from sthe other kind of nature or other kinds of natures

in them not from the bottom nature in them (MA, p. 154).

Bridgman notes that the language Stein'chooses helps her to incorporate -
: s o . - : +
the exceptions to her theory into the book. He writes:

LEN

~



Throughout the book teénsion is felt between those words that
convey wholeness and assurance and those that express
tentativeness. '"Completely" and "certainly" must fight off
the threatened encroachments of "almost" and "in a way." -
Gertrude Stein's quest for,demonstrable and final truth was
perpetually undermined by.%er awareness of exceptions until
she found a way to incor?orate them into her writing."

The  bulk of the book consists of the éortbaits of the three'

Hersland children. Martha HerslandAgééé two hundred‘pages} Aifrgd“anﬁ

*his wife, Julia, get threé hundredlfifty—two pages, and the laét_be
. . . ) " )

hundred belong to David. The sections on Marthé and Alfred,ﬂlike the

preceding section, are concerned with relationships; with the bottom

nature in relation to the rest of the world. They are about how attacking

kinds "relate" to resisting kinds, and so on: (;

more and more . . . everyone will understand it how everyone

'is connected with everyone in the kind of being they have' in

them whjch makes of each one one of their kind of them.

More and more then this will be a history of every kind and

the way one kind is connected with the other kind of them
(MA; p. 180).. ' :

These two sectionswére ;lso~§till about thé(re;ationships of family
.relations, just as Qé say'little,Geofge has Uncle'Julius“stgbborn nature
or little Debbig has her mother's bad temperl Mr. Hersléﬁd found ",
Martha was annoying to him beingias she was 6f the ‘same kind Qf being as

the being that was in him" (MA, b.‘410);

+

The penultimate section of The Makiﬁg_of Americans on David

Hersland shifts to a new focus. It is here that Stein makes her most’

" radical changes from her earlier works both in content and form; ~And it
is here that she most appears to pUt'info”action the aesthetitc that: she.
N . B H |

shares witbfZLbism. -In this section there is a noticeable ch@ﬁge'of

'style. There are no names other than David's, there are no -events, there . :




,

is no actlon and there is an 1ncrease in the use of both part1c1ples
and 1ndef1n1te pronouns.

Stein opens the section with-avpu221e which suggests that David
.Hersland is a bastard—-the closest‘%he ever comes to judging her
characters. This might, be lnterpreted as an attempt to remove fron
cons1deratlon any psychological determlnlsm whlch she has prev1ously
always 1ncluded vSpeaklng of Afred:she had said, "He was the‘eldest son

}but not the eldest childwas_l was saying; and that had some effect on him

-~ as T was saying" (MA, p. 540). But now Stein 1s dealing with entlty

A

alone—-w1th the character w1thout relatlons, in both senses of the word
The second paragraph contains a statement about certalnty——and self- fiﬁil
deceptlon, "I am B llev1ng that I am not certain when I am‘saylng some-.d
<
thing from being one elng then.belng lov1ng that ‘I am meaning anything
by what I am then saylng, I am'not certain that I am not then hav1ng
belng ‘in belng one belng lov1ng that is being that is hav1ng the meaning

> of belng of what I am then saylng" (MA p 524).” Stein questions herself

much as a depressed person asks hxmself whether reality is the way he

- oo

sees theqaorld from his depresslon or~the way he sees the world when he
is happy. After the puzzle Stein goes back to dlSCUSS agaln what‘she
dlscussed in the openlng pages, that no one is to himself a young one or‘
-an-old one but each is the same to hlmself through all his life;l Then
sheAbegins in earnest. "Thls is then to be a descrlptlon of Dav1d
.Hersland of being and llstenlng and talklng and belng llked and dlSllked

and remembered and forgotten and g01ng on - belng living and dylng and

. being a- dead one" (MA, p. 727)

The characterS'in the first sections of The Making of Americans’

take their identities partly from thelr positions‘in"their’families.

. ‘ ; v
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Martha has a role as a wife and as a daughter;.Julia is seen in relation
to her mother, her.father,'and hér*hus@ahd. But gradually‘Stein lets go
of‘thé'partiéular relationshipsjbetweeh'people. She attempts here to
search out pure entity--as she,eXpIainsvhéréelf,ﬁﬁan entity is a.thing

. ? A

‘not in relation" (LAMN, p. 151)! As Brinnin notes:\
As a scientific demonstration of Gertrude Stein's belief in
the final absolutism of human character, The Making of
Americans carries the weight of its conviction, and. the ‘
conviction of'itSfenormous weight. As a work of literature,
it is all but swept bare of the felicities of detail, colour,
and anecdote that beguile the attention in great books as
well asfmino; ones. But-fGertrude Stein had had enough of
the picarésﬁﬁé trappingz/jgd sentimental diffusions that . .
recommend'novels to the insatiable reader. She wanted to
come to essentials--to ideas in action rather than ideas
comfortably couched in formulation, and to character as an
entity alive rather than chardcter as an identity pinned
'to the wall like avbutterfly.“7 :

David then no longer has thejéonfextldf a fémily as relations
in this portrait of him bﬁt he appérently is self;sufficieﬁt.‘ David is
always thinkihg and feeling and thinking about his feeling aﬁd he sgems"
~to be one who lives completély within himself. But while David is
describéd nof in relation or contrast to another speqific-chafacter,lheA

ié deécribed by.coﬁtrast of comparison to all‘other people. ~Stein
'disdusses.ngidls_every possib;e.qualify;‘trait, preference or.aéf%Qity;-v
in relafion to every one else's. She dées not describe éveryfdifferent
way of.thinkiﬁg orifeéling or acting or eating or feééhing or iearning,
ét;cetera, but she lists them,kall of theﬁ. .It is a book of "ni¢é 
__diétinctions."'f P o i ‘ - .

David's problem seems to be that he "was one wanting to be

anWihg that thing, that he was one" (MA; P. 868). Stein tells us that

he '"was never certain that he was one- of them” in the b@ginnihgfof his

v
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. middle living (MA,vp. 876).‘»Stein.let hin die becanse'he wasidiSillusioned: |
"Disillusionment in llVlng is flndlng that no one can really ever be
agreelng w1th you completely n anything" (MA P. 483) She has prepared
‘us for his dylng four hun ed pages earl;erm__"Lv‘ . there wili be
completelyfa history/o%/the disillusionment of such a realining and the
dying then o:{jnat/one, ofryoung Danidiﬁersland then" (MA, p.'484).

Stedn's sub]ect matter is "Amerlcan Gothic'--the more or less

ordlnary A/erlcan middle-class descendants of German forefathers. -~ Her

three jportraits present us with the all—Amerioan.glrl who has the freedom

of;'n education but an old wonld morality that‘inhibits her cnoices, the
’éressiveiunethicai'busineSS man -in a land of opportunity,Aand.the
sensitive thinker who Qg:omes "dead" because he finds no star to hltoh
.hlmself onto with any_certalnty. They are portratts constructed with no
referenée to any myth.g Stnippeobof any real roots or of a sense of
position, neither country nor city(dwellers,,theifasimpie;middie—class
peopie find America a olace‘not of freedom but‘of oonfopmity (just as
Stein had found it'in‘her personal life). JStein treats America as a
blank canvas——justvas the EUbists were exﬁioring space,on their canvases,
St€in thought "of herself as explorlng the large, flat land of Amerlca
whose people, Iike thelr llterature, had no real tradltlon.

In Plcasso, Stein says she and he saw the twentleth century as
theirs because artvin the twentieth would;be interested-only in ooncep-‘
' tions not in .emotions. - This is rather'iike an extension of Cézanne's
:dictum that‘emotion should be the resn;t not tne cause of a wonk ofeart.
- Stein also saw Amebica aS'a flat plaoe--a:blank canvasresince.there was. .
no literary tradition that was particular-to America. Therevwas no plece

for'literary_allusion. Since it was a large young country,of new people

5
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she could brood on Amerlcafand 1ts people to her. heart s .content--with ne
A"nece551ty‘for a. narratlve line. (Of course, lllustratlve art, anecdote

story- telllng, had been abolished by Cezanne for palntlng and so were

onger criteria for llterature elther ) Ident;ty was not SLgnlflcant
country'where,the people were predominantly middle class and eniity:
Awas,all that:it,nas necesaary to exnlcre, vSutheriand-says, "She was
determined to express the eésential being,‘the'final mode of existence in
people, as a thing in itseff and sufficient in ita?af, indepen@ent,ofl
their:hietcrical and social condi%ions."u~ o

Since it is the midile-ciass Stein says she aspires to describe
--the ordinary,.common livesf—she uses no unusual or dramatic events but
only the fdaily livingg of her characters, a similarity tovthe cubists!
use of nnndane everycay objects_in their still life pictures,“Since she
“is not dealing with heroics here she‘usescthe simple words cf everyday
speech which is alsoisimilar'toﬁthe restrained hues and quief colors used
by the cubists. |

o . ) >

Stein had'written Three LiVes'as an objective narrator with a
persona'of'a character from the éame'social class. ‘She employed the same
Rind of speech as herruneducated or inarticulate characters, as if the

‘narrator had been one of their frlends, whlch glves tremendous sympathy

to the c,haracters. In The Makmg of Amerlcans, although- she employs the

81mple everyday vocabulary’ as her mlddle class characters, she takes a
dlfferent approach as narrator, True to Flaubert's ldea of. an objeCtlve
narrator, she does not ]udge her characters, and her own personailty‘gs
'not dlscernlble. The narrator is a. presence ‘here but an anonymous
presence. She is doing what, for a tlme, Plcasso and. Braque trled to do

 —-they had a formal schema, an archltectural form,,and they attempted to

g
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paint anonymous pictures using this formal schema, from which the identity
of the painter would not be discernible. Stein writes as a scientist,

Hoffman quoting Haines writes:

-

-"Even in The Making of Americans, however, Miss Stein, like a
scientist, let the reader understand what it was she was doing.
A scientist doesn't merely repért- the conclusions he has
reached; he tells also how he reached .then. The scientist is
‘at all times a part of the picture. And- the novelist, Miss
Stein, was a part of the picture of her book all the time."

It will be valuable to keep this astute observation in mind.
It is not only Gertrude Stein's constant explanation of her
methods that relates her technique to the scientific, but

other things such as her use of definition, hypothesis, and

demonstration. . . . Gertrude Stein's function as a
narrator constantly has her telling us what she is doing.
She tells us her definition of history . . . tells us

her method of characterization.“49

-

*

Though she does not judge her characters she does intrude into
" Fthe_narrativé.. The intrusions which had .begun in Three Lives, for
eXample,v"Remember Mrs. Lehntman was the romance in Anna's life," are

extended in The Making of Americans. Her intrusions or digressions- tell

us only that the writer is ded%gated tovgsgertaining some kind of truth
--a truth which will be'“;élt" when At isla;curate, like finally "hitting
the nail oﬁ the head" after gropiﬁg apouﬁd: TShe say§;§”Whénvi’haye not
been right thefe'must_bé.SOﬁethiné‘wﬁpgg"b(ﬁéjaé; 575). ;She.sifs‘ |
éonfemplafiﬁg her subjects like ; Budéhé'and her'ﬁIh'ié an'andnymods’WI"_
--simply the'”eye." As'narréﬁor shé often laughé or weeps and speaks ofGI
herself,as a wise‘obserQer. Fof-exaﬁple, "So then any éné céq kno? that
béing éne.loving hearing Seeing feeling répeéting has made of,mé a very
wise. one" (MaA, p. 710). But she‘spéaké from 'a role, like the mask of a.

- clown, which keeps her separdte ‘and apart. Picasso's use of a mask in

his portrait of her is appropriate since she was to do much of her writing

'



from behind a mask.

As narrator in The Making of Americans, Stein insists upon her

"

presence even more forcefully than in Three Lives. Her presence is an
: o ’ : ——— VeSS v

attempt to keepvthe reader'from.achieving empathy with the characters.

. Brecht called this technique "alienation" and it is a way of keeping the

reader aware that this is art and not life. The palnters, from Cezanne
on, had also striven to keep viewers aware that it was a palntlng they
were viewing and'not a slice of llfe.v Stein saw that“inkFlaubert and in
Henry James, for instance, no matter how much these wrlters had'tried to

keep the narrator's.voice from intruding, the readér-was always aware of

his présence, by hlS tone.'if nothing else, or by hlS perspectlve which

if omnlsc1ent makes the reader interrupt his readlng to ask, "How does

he know this is what his- character is thinking?" or "Where is he that he
sees all‘this but is not involvedfinhthe action?" There could be_no more

posturing or pretense if a narrator's position were known and he was
; ¥

clearly visihle-—he could.not play at being God or pretend to .be non-

existent. The narrator need not .be a part of the actlon like"

Rlchardson s Pamela elther - He might 51mply'make’felt his presence as a

story-teller,

This dlstanc1ng, resulting from a de51re to present what is

peal comblned with a desire to. keep the reader aware of the work as

llterature, produces a tenSLOn. The subjectlve method applled to the

'objectlve prop051tlons almost keeps the reader from believing that these

* are Objective'propositions. This tension operates between the ‘factual

and bleak content and the detached, ironig; humorous,gexplanatory tone.

4

Stein's interjected comments remind us of the conversation of

a medium in a trance waiting patiently for the object to become clear to
' : ' : s R
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her. - The following are examples of her intrusions:

. now I am waiting a little for an, inspiration about this
thing to.explain completely my feelingg(ﬂé} p. 530).

Now T will begin with the being in Alfred Hersland. I am not
yet quite full up with the being in him. Again I am beginning
waiting. Again I am beginning a little to feel him. I am
still hoping to be more certain in my feeling. - I am waiting
and waiting, I have not in me now any 1mpat1ent feeling.

Pieces having existence in being, whole ones in being, words
saying what I am wanting, words having existence in them to
my feeling, Alfred Hersland .and the being in' him and the kind
he was of men and women all these things will come soon to be
.more completely in me, that is certain (!é} P- 541)

R

-

Hoffman says no distinction is necessary between the narrator

and Stein:

The narrative method of The Making of Americans proceeds
directly from the nature of the narrator. In the previous’
two books, we differentiated between the narrator and
Gertrude Stein herself. In each of theé books it seems that
Miss Stein was accepting the conventionalized notion that
" an author “Keep at least some distance from her book. As a
- . result, in each book she adopted the tone that would seem
* appropriate to the particular social world she was describing,
and she emerged from this tone only occasionally. In this
book; tco, she adopts a partlcular stylized form of speaking
. which she maintains with even more consistency than she did
- previously. However she makes no attempt whatever to remain
on the sidelines of her book. e takes part in every bit
of the telling from the very f t pages. In discussing The
Making of Americans, then, we shall make no dlstlnctlon T
between the narrator and Miss Stein. In fact, the most
fruitful way of discussing the narrator's technlque is to
view it as Gertrude Stein's taking us for a tour through her
own creative pqgcessefuso '

> oa

But although Stein says in "What are Master-pieces" that perhaps all
masterpieces are autobiography she is not referring to the personality
'fpf the artist but to his'dgvelopmént; It would be impossible, even

.

ridicﬁlous, to try to understand Stein's own character from what we learn

. . * . N . N . - l K
of the narrator. Stein achieves sympathy for the narrator as a story-

teller who laughs, cries, thinks, strdggles and has "being" but she does

P

34

T S,
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not simply lay out her private self for inspection. - Hoffman is quite
right .when he says thatv"fhé'mOStvffditfui way of discussing the narrator's
technique ‘is to view it as Gertrude Stein's takiﬁg'us for a tour through -

her own' creative processes.": (See above) This is‘preciSely what she -

_.is doing.. The name of the boék, The Makingvof Americaﬁsé is indicative

.of this business of creating, as well as indicative of the’recording of
the history of new pedple made out of old. It is the artist and the

process of creation which she wants the reader to be aware of: /.

I have been seeing some, I hdvqueen knowing some, ‘I ‘have -
. been hearing about. some having'attacking being in them and s
' I'am not realizing of theim the way sensitiveness. is in them. :
"I have not been loving any of this kind in men and women, I
‘would like to be loving some one some, of this kind in men
and women. . . . I will hot now .be telling my troubles to
everyone. It is enough that I have been saying that I am-
not understanding all the ways sensitiveness is in the '

attacking kind in men and women (MA, p. 63u4).

thly Stein's'"entity" is discernible--not her ""identity," which is being
. )
/"' . r

forged, -

More important in The Making of Americans than the subject

matter or the position of the narrator is Stein's unusual syntax ahd__, .
- repetition. One néeed only reéd passages at random to get an idea of the
, sopbrific if not hxpnotic effect. Leon.Katz notes that the means becomes

more ihmportant to Stein than the matter:
Without knowing it, in the years before .1908, Stein's work »
was moving precisely .in the direction of :Picasso's painting.
This movement was toward describing reality in terms of an
iconography of such pervasive force -that it commands
aesthetically a position in the compasition equal to the ' . “
objects it describes. Gradually, the .iconggraphy becomes ‘ :
not the element that subsumes the .composition, but itself,
- the primary element out of which the compos;tioq is made.

3
A -
-

- '\_’ <
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‘I may not understand Katz' use of the term 1conography, 1f he means a
conwentlonal sort. of symbollc representatlon : On the other hand Katz
may be useful to. thlS study of Stein and. Plcasso if his remark may be

~ taken to mean Smely that for both Steln and. Plcasso the methods become
":of more451gn1f1cance than the_sub]ect of thelr portraxts. -Stein says:
4"TakevSherwood Anderson, Hemingway, Fitzgerald, in all.these it is the
tltle and form of the book that you remember rather than the. characters‘ :

in the book" ("TAI " ..21). Among the technlques Stein uses in The

Maklng of Amerlcans are those it shares w1th Three Lives: the renewing
‘of the word, word games,vrepetltlon, and . rhythm Those technlques whlch
she 1nvest1gates here for the flrst tlme are those pertalnlng to space
and movement,‘she called it "the contlnuous present" as opposed ‘to the

prolonged present" oijhree Lives. What follows is an examination of
some of these techniques and some postulatlons in regard to- slmllarltles
- to the technlques of ‘cubism, |

. ' . - » > . . ~->
Steln’s efforts at "awakening the sommambulistic sensorium," as

. Taylor puts it,lare put to task with alwengeance in The Making of

Americans.s? She "is. renew1ng the word as’ Mabel Dodge sald by u51ng

v

prlmary colours 1n word palntlng "53 Steln,Sald,v"Every word I amfever
using in wrltlng.has for,me'very-ex1sting being < o (MA, D 539)

"Sprlgge says Steln s goal was "to reassess prlmary factors" and - Sprlgge
. L . .
‘writes;
»

There then  she sat making her enormous sentences; a democrat
of language using simple everyday words with a reformer's
urge to'emancxpate them from the fetters of tradition,
association,. rhetorlc grammay, and .syntax. She knew them
intimately, carried them about with her to caress and
medltate upon, - 'every word I am ever using 'in writing has
for me a very existing belng,' and each time she found
“herself u81ng a new one she: was dlsturbed ‘as when a stranger

L
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;301ns a’ c1rcle of old friends. This pa351on for words was
'balanced now by her 1nterest in human’ character but it could
transcend everythlng :

N .

Vlctor Shklovsky dlscusses the 1dea of defamxllarlzatlon or.the
renewal of- perceptlon." He explalns that "perceptlons are normally

automatlc, mlnlmal ‘wWe learn to, 1gnore—~1n ordlnary prose we feel

.«.

something is wrong if we notlce partlcular words;".-ﬂe says, "This

"

purpose of art is to force us to notice; art deVelops.techniques to

inpede perceptionnor to call attention to themselveéf“??_ Shklovsky s

e

deflnltlon ‘of art has a remarkable correspondence to. the cublst aims:
Art forces awareness--it attractsvand-holds our attention so
.that it bears then more than just meaning. Perception is an
end ‘in itself. The good life is the life of the man fully -

“-aware of the world. Art is the record of the occasion for
that aware‘ness.56 ‘ S . . i

'He goes on to dlSCuSS “how wrlters can- make the famlllar strange by word
play or by varylng “the usual rhythms. His artlcle conld have-been.about

Stein’'s work.' He explalns-that an artist's images. are not intendedr”to

-

express a. meanlng of the object" or to make us percelve a meanlng, but

.are lntended to create a spec1al perceptlon of the object They "create
--!

a visien of the object 1nstead of . serv1ng ‘as the means. for know1ng it.

v

VThey are not just presentlng the unknown in terms of the known ”57
Shklovsky s comments are not referrlng of course ‘to only the art of‘thls>
century and Stein Wasinot the first wrlter to dlscover that the word in.

* common usage might be exploded to resonate afresh in tne reader s ear.
jSteln is not only uSLng ‘a. palate of prlmary colours llke Matlsse and the
Pauves, she is- also attemptlng to make the word have an autonomous_”

. quallty.asfflrsteCezanne and_tnen*the ?auvesfdld Wlth~9°1°ur'bef°re her,;

.Stein‘nsesithe§words'with only rare allusions, just as the’
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palnters were attemptlng to free colour from ]ust being a tool for

13

.~1llustrat1ng light or atmospherlc effects and to give it its own due

Hence Matisse could paint a nose green, and Stein could play'with words

like "every one' and "dead" until the reader was forced to examine the

denotation of the word and. its connotations.
The words '"description," "repeating," "history" all ‘tdke.on a

Y.

fresh meaning in,The'Making ofVAmericens——by dint.of their repetition

perhaps more than by any‘other technique. Steln s use of the simplest
Y] v .
“words repeated ‘over and over agaln force us to con51der all their .
f ‘\
1 ‘ v ‘
meanings. David, for 1nstance, does'not "die'; rather he "becomes a '

'dead one" so that we meditate on,the alternative meanings of dead--the
‘physicaily-"felessvbody, or the dull, lifeless person who;is\said toébe

' "dead," or as party isbcalled "dead" colloquially or like the expression
”dead'certain,"‘ Like. Brlnnln who sees Steln as inspired by cublsm tn

regard to technlque and her efforts at eXplorlng language, Sprlgge writes:

.h.
ad

e Gertrude Stein ldentlfled herself w1th the painters'
'struggle to express in a plcture the’ thlngs seen without
assoclatlon but simply as thlngs een,' for this was how
she was endeavoring to use words.sLTo free them from the
‘tyranny of all associations of membry and emotion’ and from
the tyranny of time," thus allow1ng them pure and 1mmed1ate
‘meaning. . . . She and. Apollinaire were both aspiring: to -
"“'mots en leerte,' both dlscardlng punctuatlon as a crutth
. that weakened understanding, both -enjoying puns and
-onomatopoela And the whole,group of ‘writers; in common
‘with Gertrude Steln, was influenced by the deter*mlnation
of the artists to achieve 'la pelnture pure

" In her efforts to free the word , Steln uses a varlety of word
" ; (
games. Much of the book reads llke\a multlple ch01ce examlnatlon - A1l

L

of these, Some of these None of these ',; . .-For example, she wrltes, .

"Every one mostly . ;j;'. Some hava lt to love every one. Some have it .

'to love many men and many Homen or many men OI‘ many women .' ./ . S Some ’
. . R | L _4,, . & e
_?p_, F L e

L8
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have it to love some . . (MA pP. 307) or "Each one belng living is
beglnnlng being llv:Lng and some are then knowing this thing . ' +- « « Some

who are beglnnlng being living are -then knowing that thing. Some .'.

are almost then knowing‘that thing . . } some belng llVng are qulte
certalnly not knowing anythlng at all of this thlng" (MA P. 806) As
wbll as show1ng all facets of the characterlstlc under con51deratlon this
use of pronouns forces us to notice pronouns "in a new llght " Though
she uses 1ndef1n1te pronouns untll we feel nearly hypnotlzed by them, she
uses them to make her prec1se dlstlnctlons "Everybody," for 1nstance,

remains orie word but Uevery one!,ls always two words for Stein, because

she is lettlng us know that she is enumeratlng kinds of people Bridgman
.notes that she is "selectlng generalvnouns and repla01ng nouns w1th

pronouns that lacked distinct referents and if pos31ble gender. n59 Often‘
she confuses the pronoun antecedents and.we are forced tp‘pause and sort .
out the references. Preposxtlons too.are_fOrced onto our consciousness
by Steln; she 1ntends,ro‘prevent the‘reader'from taking for granfed any"
) of the simplesr.words For lnstance,‘she wrltes,'"Bach 6ne sometime is
a whole_one to me. Each one sometlmehls a whole one in me™ (MA p. 367)
Hofffhan says "°he elevates part1c1ples 1nto substantlves and. reduces° )
‘substantlves with part1c1p1al endlngs back to part1c1p1al functlons" and f
‘she’ "chapges adjectlves 1nto substantlve qualltles, for example real

5 S .

equals real one the abstract quallty becomes even sollder."FQ Stein s

A 1ntentlon ln these word games\ lS to- make every word ha e for the reader ‘

.

-the "very ex1st1ng belng" that it has - for her.» ' 1;vx

Steln dlsmlsses Matlsse because he saw an. oblect as. everyone'

else saw it. She - descrlbes the alm of Plcasso (and perhaps of herself as _f'ﬁ

-

"well), "HlS effort was not to express 1n hlS way the thlngs seen as everyf‘
2 lnhﬁf’ ‘
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vcne sees tha% but ‘to express the thlng as he was seelng it (P, p. 17).

L

Here again Shklovsky in his deflnltlon of ﬁefamlllarlzatlon seems to sum

up Stein's idea:

Art defamiliarizes: habitualization devours all till life is
reckoned as nothing (Tolstoy):' art exists to make us feel
things, to make the stone stone. The purpose of art is to-
impart the sensation of thlngs as they're perceived not as

* they're known. Hence art must make forms dlfflcult objects
unfamiliar, in order to increase difficulty and length-of

- perception because the process of perception is an aesthetic

“end 'in itself and must be prolonged. Art is a way of experi-

“encing the artfulness of an object.. The object is
unlmportant because as art the poem does not have.to point
to anything outside 1tself To the extent that & work of

' art can be experienced, to the extent that it is; it is like

any other object. . .Yet with an advantage: it can mean and -
it is deslgned espec1ally for perceptlon and for: attractlng
and holdlng attentlon. _ ) S /

'As well as u31ng word games, Steln uses repetltaon dellberately to -
:1ncrease the length of perceptlon——repetltlon w1th varlatlons and repetl-
a‘tlon w1th "1ncrements of meanlng ". Some of the repetltlon h0wever,
comes frem herl1n81stence on ,expressrng the thlng as she mas seelng 1t'
and unfortunately she taxes the reader s attentlon span by refu51ng to
edlt the trlal descrlptlons she thlnks of before she flnally flnds the
accurate expres51on'v _ B e S

: o ST o

Steln varles the rhythm and the repetltlon to glve the reader
. 1

"a sense. for all the sllghtest varlatlons in repeatlng" so they "never

lose themselves so in the solld steadlness of all repeatlng that they do

®

;not hear the sllghtest varlatlon" (MA, p 294) She says, "Sometlmes I
.

~ like* 1t that dlfferent ways of emphas121ng can make very dlfferent

meanlngs 1n a phrase or sentence 1 have made and -am repeatlng" (MA p 539);

!

_ She. occaSLOnally uses what appears to be French syntax, for example, o

: "And yet a llttle I have made 1t too strong agalnst us 1n saylng ;ﬁ o

7
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(MA p 47), or "No them we never can feel" (MA, p. 6).

Some of the repetltlon comes from summar1z1ng so that the

reader w1ll not lose the thread For example

N

‘ And so. visiting and being, %ell to do living and her chlldren,

 these never gave her a strong\feeling of- being important -
inside her through’ them, it ‘was™ Uy through her husband and
the governesses and seamstresses and servants and dependents
that she could ever have .an 1nd1v1dual feellng (MA, p' 55).

a-

" She . summarizes constantly, for example -"As I was'saying'.“. Al (MA,
P 379) _"Thls is now a hlstory of». L (MA D. 373) "These then

.are one kind of way of belng one w1th theé bottom- attacklng, one w1th the
bottom the re51st1ng klnd of them these two I have been ]ust descrlblng"

(MA, p 360) ; "This was“belng then in Mrs. Dehnlng ' Thls is rememberlng.

all the belng in Mrd : Allathls I have been telllng is

rememberlng the belng in Mps. Dehnlng" (MA, p 618)

L Just as she summarlzes she also ant1c1pates for the reader what'

. she is g01ng to dlSCUSS

This will be now l;ttle short descrlptlons of learnlng 51x of ’
them (MA, p. 351). : . ,

Now I w1ll flnlSh up thls one (MA, p. 370)

;'fNow there w1ll be'.'} (MA, ». 359) |
iThlS then is now to be a little descrlptlon ..; (MA p 539)
I w1ll now begln a descrlptlon of h1s belng (hA, p. 578)

-fI will now’ be addlng a very few (MA, p. 574)

ﬁ}There w111 now be some more descrlptlon of hlm (MA, P 619)

K

; She tells us what events occur 1n an offhand manner.{ Por example after o

ten pages ln whlch.Julla trles to persuade her father to let her marry

. ,q- PN

Alfred'}Steln concludes by saylng, "In a. few days more the actual marrylng
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wasydone . . .".ﬁﬁé, p. 33) and the;marrlage is not_mentloned.againiuntil E
four hundred pages later.‘_Thevwedding is.not described ~ot course,. it is
just'announced>toithe reader; Steln wants the reader S attentlon on
other thlngs, not on the events But She also uses the technlque of.
suspense while she medltates and searches for her truth, 1"He is not yet
vclear to me——walt a while dear reader--then I may try agaln

iStein uses other arts of the story—teller w1th con31derabla

skill. When the rhythms begin to'lull us to-sleep she breaks the rhythm:
, w ‘ “

" I have come to know some as belng young. whom I have been

'know1ng as middle aged ones as coming to be old ones, I
"know now what ones being young ones .will come to be. mlddle _
--aged ones like some I have been knowing as middle aged ones.
This seems an easy thlng. It is a very dlfflcult thlng (MA

p. 725) : .

The rhythms Stein employs are’an attempt_to capture:the "essence:
ofntheupersonality" as’Sutherland writesf ‘v,: S {h

[How is it to be expressed dlrectly, that is w1thout s1mply
. descrlblng the circumstances -and exteriors in the naturalist
manner, or ‘even the: Proustlan manner? Gertrude Stein solves
"~ the problem: by reproduc1ng its rhythm and telling its flnal
‘relationships, its ultlmate kind. Although the "book may
seem at first to be an 1mpover1s ent of human llfe, the
" personal and: blographlcal Iife, 2%\15 rather a heroic insis-
tence that something" of the present person does exist id
. itself, ‘independent of the flux of personal hlstory ‘and - the-
v-;adventltlous contents of the consc1ousness.‘, 1,5‘ :

_ Steln s ‘use’ of rhythm is 1ntended to create movement.

| | ‘ Cublsm was an. attempt to show’movementdby 1nterlocklng planes f
.and by dlssoc1atlon of llne and colour | Along w1th the rhythm of her
sentences, Steln s use of the: "contlnuous present,"_that lS, her "present
1mmed1acy" by the use of the present tense and present part101ple——her

f;very "verbal" ertlng--ls an attempt to create movement. In 1935 she

,'wrote in- “How ertlng 1s ertten" o jrﬁ]:‘ ”~3: vi,; o L



'ln 1936 in. Eggrybody S Autoblography shé'dlscussed movement with reéard

to the. artlsts : ’ o
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The other thing which I accompliehed'washthe-getting rid of

-fiouns. In the Twentieth Century you feel like movement. The
3 Nlneteenth Century didn't feel that way. The element of
. -movement was Wt the predomlnatlng ‘thing that they felt.  You:

know that in your llves mavemerj 1sthe'th1ng that .occupies you

’most-—you feel movement all the. time. And the United States

had the first instance of what-I call Twentieth Century
writing. You see it first 1n Walt Whitman. . He was the
beglnnlng of ‘the movement -He didn't see it very clearly,
but there was a sense of movement that the. European was much
lnfluenced.by, because the Twentieth Century was become the
American century

. /'
9 N

,‘
L)

'»,‘ : v

The hlstory of palntlng is this. Ever since Cézanne everybody
who has -painted has wanted to have a feeling of" movement

inside the painting not a painting of a thing moving but the

thing palnted ‘having 1n81de it the’ existence of- moving. Every-

- .body since Cézanne has tried for that thing. That made the
" Matisse school so violent, and then the viclence: as violence

does resulted in ‘nothing, ‘like the head- lines which do not head
anythlng they simply’ replace somethlng but ‘they do not make

~.-anything,’ then there were the cubists the cubists, decided

that by compos1tlon “that .is by destroylng the centrallzatlon
they would arrive at movement being existing, then there were

‘the surreallsts they’ thought they could do 1t by 1nventlon o~
o (EA p. 311). : S ‘ . :

3 ‘Agaln she does ‘not .make dlrect comparlsons of. her work to that of the

tﬁpalnters but she says that she and Plcasso .Wwere contemporary and led in’

the twentleth century because they had "the 1nner tlme sense of their

contemporarles" whlch was a sense. of movement (HWW p lSl)

Brldgman wrltes o "v°, ' :_f_‘f; ;'dl-jtv B f.ffi g BT

Y

’_'81te.5u R .

5Leo also p01nted out that the work of the palnters in whom

he and Gertrude first 1ntenested themselves-—Monet Renoir,
Degas, -and- Cezanne--was 'all non- dramatic. When flgures ‘
are composed ln ‘a group their lations are merely spatlal _
At ‘most they are relatlons of m vement concurrent or. oppo—\'j

Steln s concerns w1th movement had begun wlth her art educatlon. e



Leo then criticized Gertrude's "Melanctha"'severely for lack of movement.
He says, "It was the rhythm in 'Melanctha that T found 1nsuff1c1ent
'Art s comp051tlon and the life of compos1tlon is rhythm Rhythm is

movement, and where there lS Nno movement it has to. be as though there

65
were movement." (Thls comment ' is amu51ng when contrasted with

»

Katherlne Mansfleld’s comment that in "Melanctha” she found the

syncopated Negro rhythms" overwhelmlng )66

Leo's deflnltlon of comp051tlon as rhythm or movement probably
derlved from his- frlend Berenson. Steln had Berenson s theorles of . art

well 1n mlnd no doubt as she began her wrltlng career since’ 1t ‘was he

fwho 1ntroduced Leo and her to Cezanne s work Her alm "to express llfe"
throughout her career, 1mplled expre551ng movement (Deallng w1th the
statlc" she leaves to the next generation (HWW, p 160) ) Berenson had

sald "The art of gettlng the utmost tactlle values and movement out of

(3

' " ' 67 s
flgures and masses 1n actlon 1s known as composition."" Then Berensonw

.goes on<to'deflne movement; ' S : .

Movement is the manlfest 1ndwelllng energy that v1tallzes
.the Qellneatlng outlines of an artifact and the delineations

'-of all the parts within these outlines. It has ‘nothing-to
‘do with Change of place, or even wlth\change of ‘attitude -or
pose, and still less with transitive . act1v1ty of’ ang klnd
Outllne or dellneatlon thus energlzed is a. contou

v

‘ By The Mak g of Amerlcans the movement of "Melanctha," that 1s, the

: "movements of pass1ons of how Jeff and Melanctha feel dlfferently toward
.each other from ‘moment to moment" as Hoffman puts. &t has been reduced tol
‘how someone feels dlfferently from moment to moment.sgz »

| ‘ Re:.d who fJ.nds Stem s work flat in. all ways--rather like -
;yesterday s opened and left over- champagne—-grapples with Steln s’ |
_;theorles and practlce on movement.. He flnds that to S;eln "essence provesfﬁ

aoéf’: L _“,'i ' t‘ '.‘; 'n-ﬁ _v:-‘,j



to be intensity of movement 1n51de," which he then dlsmlsses as a -

r

7
) nebulous,c_oncept..0 .8ince he flnds The Maklng of Amerlcans merely had a

paralyzing effect" in "the’ overpowerlng mass in’ whlch she serveq it" it

is p0551ble that he did not find "life" or "movement” in Steln s,

characters and their ’Ybelng."7l Brldgman too, finds The Making of

h Y

Americans a "great sow of a work" but he ac owledges that the "advances
she had made were 1mpre351ve and generally comprehen51ble n7?2 Whether

Steln ‘achieved her goals will no doubt contlnge’fg\be debated by scholars

-.as will the success of the cublst experiments. How%ver Brlnnln sees in

Steln s work an artl try comparable to that of the palnters . He writes:

Gertrude Steln had come early to a notion that was to
dominate her. creatlve life--the notion that the "continuous
present and u51ng everything and beginning agaln" was the
final reality in fact and thus the final reality that words.
could communicate. -Escaping from the conventions of
beginning, middle, and endlng, she simply laid out a space
--a space of time as big in its proportions as a carvas of
Jackson Pollock--and proceeded to make sure that ‘it would '
be "always filled with moving." '~ In a monumental abrogation
of the barriers that separate llterature from painting, she
produced a work ‘having the fasc1natlon of & symbol that !
powerfully 1mpresses itself upon the imagination long before

the thing it symbolizes is open to scrutiny or subject to
understandlng
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\ - STEIN AND THE AESTHETICIANS: THE RATIONALE

“ o
. “ .
-

-+~ _ '"open air performances"

In the codrse'of_writlng_Three‘Lives and The Making of

' . . . o\ AU
Americans Stein was formulating the basis of her aesthetic. Though her

Vs
*

aesthetic was to grow and change in the course of her career, the major
premises'ef'her philosophy‘yere to remain more or. less'cbnstant" Ina -~
I A :

'rev1ew of Sherwood Anderson s A Story Teller s Story (1925) ‘she expresses

¥

admiratloh for his achievemert. She writesf

They -do. not reflect life or descrlbe llfe or embr01der life

or photograph life, they express life and to express life

takes essential intelligence. Whether to express life is .
the most interesting thing to do ar the most important thlng S
to do. I do not know, but ‘I do know that it is the most - '
permanent thing to. do -« + The story teller s :story is not

‘a story of évents or experiences it is a story of existence,

and the fact that the story teller exists makes a story ‘and

" keeps on'making a story. The story:=teller's story will live
because the story-teller is alive. As he is alive and as -

his gift is the compleie expression of that-life it wiil

continue to live. ' ‘ : . ’ : .

These are also the basic tenets of Stein's.aesthetic——te express life--

the llfe of the object informed by the life of the artlst——and to thus

-

v'create works whlch have perﬁanent value.

R

Ben Reid credits Stein, albeit somewhat backhandedly, with a .

talent as an aesthetician.  He writes: . .

" I have said that Thornton Wilder sees the truth about-Gertrude
Stein; he sees, in fact, what seems to be the two basic truths:
that" she is first of all a phllosopher and aesthef1c1an~ that-

)

38 9



90
’ . . . T . . S
as an artlst she has extreme llmltatlons. He glves-us thlS o
opinion: . I’ think it can be said that the fundamental occu- .~ =T
= .. patiom of Miss Stein's life was not the work of art. but the ', . = \_g

'h-shaplng of a theory ‘of. knowledge a. theory of tlme and a
theory of the. passlons o .

|
Ben Reid alSO'credité“her aesthetic‘as self-made:
\ ',Her powers as an aesthetlc theorlst séem con31derably better
than” mediocre,. consxderably less than first rate. Whatever
‘its idiosyncrasy, her system is perfectly coherent.. Against
“much that strikes one as mistaken or merely tr1v1al must be . .
. set much’ that is- interesting as’ ti€ory and potentially A R
. fruitful for others, if not. for herself. In her aesthetic
‘Miss Stein is mno more derivatlve than in her artistic )
practice, and one can almost always trace the maturing of an
idea through her own thinking rather than through another S.
'.Whatever\Gertrude Stein 1s,'she is. self—made 3 :

e . o : '

Steinfs system is not_alWays "coherent" and while‘One~may'trace the
.maturing of her'ideas through her own thinking.theee'samehideas fonndlﬁ'
: expre531on 1n the phllosophy.ln the alr of the tlme..

| fl Art and phllosophy had ]01ned hands in ‘the twentleth century
As Croce says, “the art of our own agerls representatlve of contemporary

phllosophy nt Herbert Read»elahorates:

. o,
- The speclflcally 'modern movement in art whlch began with
. the first cubistic experiments of Picasso and Braque, is now
. ~forty years old. ‘Its vagaries, its violence, its sudden
" _trdnsitions and frequent schisms, suggest that it has
. developed haphazardly,'w1thout premeditation, ]ustlfylngv
~ itself from day to day, pragmatically. But the briefest:
_consideration. of the historical facts shows that -the
ffphllosophlcal ‘foundations. of the modern movement' were )
already established in logical completeness before the
‘creation of any parallel manlfestatlons in plastic. form.
. v s Iam persuaded that a consc10us 1ntegrat10n of . art o
‘and phllosophy took ‘place at this time. The phllosophlcal }
'development which leads fromtSchelllng through Klerkegaard,‘
‘Nietzsche, and.Husserl to Heidegger and Jaspers has no - \
paralLel in the plastlc arts until we reach Plcasso, Can
Kandlnsky and Klee Mondrlan and Gabo. :

' ‘Certain;y'Stein's aesthetic reflects the thinking:that was in the
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1ntellectual cllmate of Europe at the tlme.-1

Some of the correspondehces to the 1deas propounded by the /V v

\ P

phllosophers are; clearly 1n ev1dence in- Steln s work ' There are echoes

of Hegel, whose 1deas 1t was popular to dlscuss at. the tlme, for 1nstance,-

“in the studles of relatlonshlps 1n both Three lees and 1n The Maklng of
=5 G- VeS

£

6

Amerlcans. HlS ”dlalectlc" of . "relatﬁons" or contradlctlon of opp051tes
ettt Mgt Y

g is almost. exempllfled by the polarlty of Melanctha and Jeff's relatlonshlp
SR AR : _ :
and by the aggre331ve versus re31sting personalltles

\* Some of the correspondences to the 1deas of the phllosophers
whlle they are not:- sg clearly v151ble 1n her work -are 1n ev1dence in

. "f”ﬂ
Stein' § aesthetlc Schopenhauer s 1deas, whlch were also rece1v1ng o

"
A 3

-

serlous attentlon at the tlme, are called to mlnd by several of Steln s

tenets.x Blanshard attrlbutes much of the aesthetlc of abstractlon to \\\"
. \ i oL S R
' Schopenhauer and wrltes AR TR T
N ) o o : T REEE i ’
A phllosopher to- whom'the theory of abstractlon owes a debt .
' rarely noted is’ Schopedhauer - Failure to, recbgnlze it may’ o
be ev1dence of its 1nd1rectness and its’' depth Schopenhauer s
' tenets have come down - through the Symbollst poets, Bergson,
»and the Cublsts.‘ Furthermore, the acceptance of: his points
jhas been so" general that.- “they - hardly seem to. have any one
"3rauthor.. erters nepeat hlm .ot consecicus of quotlng, they , :
* 'feel simply that they are’ talklng good . aesthetic sense. - - » :
"The aesthetic experience affords direct 1n31ght into o '
reallty, it is an experience  in whlch the 1mpact of the work .
of art .is immediate; observer and: object -are ome. ‘A palntlng
is an ent with a"life of its own. ' Its v1ta11ty derlves .
from the éﬁil}ty\it the artlst's vision., n c L
NN

ThlS latter quotatlon from Schopenhauer sounds remarkably llke Steln s ﬂﬁﬁ
deflnltlon of masterpleces whlch "éxlst because they came to be as- some—
thlng that is an- end 1n 1tself" (LAMN, P. lSl)

-Defining the functlon of art Schopenhauer wrltes



-;:‘,_4"‘ e

P : : , ‘ :
‘ffThlS de11Verance of knowledge from; ervltude to the w1ll-
7;thls»forgett1ng of the- individual: s ¥ and.its materidl

. 7 interest,.this. elevatlon ‘of . the m1nd to~the@w1ll less
.u/‘w=,contemplatlon of truth 1s the functlon of art

L

K

Thls is akln to Steln s "entlty" whf%h creates mastergleces. ﬁﬁhe says,;_‘u5

U L L

W "One has no* 1dent1ty when one s 1n the act of d01ng anyth&ng" “(LAMN,

. . | ;c —l_.._"
s
_44/ E)

B p lus) Blanshard also nOtes{"SChOPenhauer had sald thatainsart there Eo

;»_are;no great subjects , Any orlglnal w1ll serve 1f the artlst sees 1t _»d
.. +in 1ts own pecullar essence..«The character and qualltféofwtheﬁartlst s

s )

.nglon are all 1mportant "9 Steln s everyday sub]ects, her”m&%dane
. . -\l’ N 9 -t R

i b

mlddle class everyday llv1ng, her search fOr the essence of the sub]ectsﬁ'-‘“

£

. "and even her remark'”.','. the 1nfluence whlch makes a ewémOVement 1n 1

“art and llterature have cgntlnued and are maklng a new”$ovement 1n‘art ok

C

,~.

Y
-1
e

/ Ty s

uand llterature, in. order to selze them there needs aﬁﬁery dom}natlng R

'creatlve power" (AABT, p. 227)-—all these thlngs echo Schbpenhauer. '_,}*:

’Steln may even have decxded to label Plcasso and herself genluses

[
-y

. because of Schopenhauer s deflnltlon of genlus, whlch he says 1s "the

"hlghest form of w1ll less knowledge" or "51mply the'completest ”

: :object1v1ty ”lO .

Schopenhauer 1s revered for g1v1ng art’ new authgr%&y and for
e g1v1ng 1ntu1tlon leg;tlmacy Bergson, who follows Schdpenhauer, also e T
i B N 3

V’h'lends authorlty to 1ntu1tlon. T E 'Hulme says of Bergsé%'s gheogy

- Our’ eye percelves the features of the llv1ng belng me elyhas2-~ %2j3f* .

. 'assembled not-as mutually organized. ‘The intertion’ E% llfe¢,-14*Vg_‘_2[

Loelgs s1mple movement which.runs throﬁgh the lines and’blnds P @‘"'“*,3;:3

. - them together and gives: them s1gn1f1cance-—escapes it.” This- . P l@ N
) intention-is just what. the artist tries to regain .in: pla01ng o
s ~* himself back within the object by a kind of sympathy and R U
o breaklng down by -an effort of 1ntu1t10n the barrier that “’.¢;.:
LR space puts between him and his. model.. s oo'a The artist is . W oo

.~ the man, then, ‘who. on one side of- his nature is detached SR

from the necessu:les of actlon, and is; able to "!ee thmgs e Ny

. as they'are in themselves.l

t .



a

T up the~normal flow of ‘our: conscious ! llfe._ It is"as if by /-

; but the commqglcatlonyover of the actual contact wltW”reallty "

thls as Hhs been noted 1n th% 1ntroductlon..
I - ’

Steln s aesthetlc !
t

7 Vg Lo : NI o G

\,;. P

Berg”gn also comments;on the way the artlst reveals thlS f“

J','\ " ) |- 2 N ’h'
knowledge to the spectator. HlS commEntsron rh{thm @emlnd us of Stenn 8.
: i S _ S
somnambullstlc rhythm He wrltes‘ v 3‘5 ;f“)' B

‘:, o o . '—._ T ,‘}'4

Beheath the conventlonal express10n whlch hldes the 1nd1v1dual BNE R

"-emotion they are ‘able to- see ‘the orlglnal shape of it” They
induce" us. to make -the. same" effort ourselvesland%make us seée

ﬁ'f‘what they tell us, or rather suggest thlngs that ‘speech: 15{

':.}_. = not ca%culated to express. .. Some ants prooeedﬁfrom the ST
SR out51de.f,~;p. On the other hand an art like mus1cjproceeds Ll el
from the: inside (as ‘it were) fuBy means of rhythm’lt breakds e

1ncrea51ng the flow of the stream. inside: it brake throughm%he
"surface crast ahd so made~us realize the real. nature” of- the
Ilne of _the “inner- elements of4pur consc1ous llfe., 1% does
thls - means of rhythm which acts SOmethlnghllke the means
used to brlng about the ‘state of hypn031s. The rhythm and
measure -Suspend. the normal flow-of our sensations, bycpaustng L
.7, our atteption. to’ sw1ng to angs.fro betﬁeen Fixed" poifits and’ VIR
. 8o take hold of us with sucly force: that ¥ven the” faintegt ' L
g,lmltatlon of sadness produces’a gpeat ‘effects ‘on us. M T
- )lncreases our sen51b111ty, in faCt 12 TS SRR AT A
i : TeT T e

. N T M4 { -
IR S R . % o
g i N

'rBergsoangdefY§ltlon of ant 1s "a pas51onate de31recfor accuracy” and he. '

o - SR i

’ deflnes the aesthetlc emotlon that art arquses 1n the spectator as "the

0)- ' "

"fgexcltement whlch 1s generated\by dlrect ccmmunlcaﬁlon "13 He says "the_w )

9'~ B

1mportant thlng 1s, ofﬁ\purse, not the fact of the v1sua1 representatlon

) 1u y'

Steln s deflnltxon of - art*and 1ts purposes 1s essent;ally tbe same.

.)“‘ S

' Bergson also saysrthe "ordlnary language communlcates nothlng of the

N

s

1nd1v1duallty and freshness of thlngs."f Steln took up the challenge and

'__ attempted to convey‘thls "freshness of 1mpress10n" by using ordlnary

}v N b’ s
language, by u51ngmslmple worés‘ln cﬂanglng patterns. Bergson s 1deas on
: 1?3 : .

space—time4and“the;newpfourth dﬁhens%on'undoubtedlYEﬁgdefgﬁvast'lmpacTUOnfﬁ
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g modern art and have been amply dlscussed elsewhere.: It 1s sufflc;ent tO'

.. o, é 5‘, -
note here that h1s notlons gf duratlon are also used by Steln.-;iﬂsgb
’ 7 - SN

“1

s Croeg expands on 1ntu1tion as a source of kngwledée as %qually
;;» S . Lo '9 jw

-~

legltﬁmate as the’ésnceptual knowibdge. Both PlcaSSojand Ste are often
' "
V

cogs1dered to have worked 1n trance llke states--almoSt states of self—_'f"‘u“

S~

- - TR

"{{b R

K AR
= 1
iR

hypposis.f Both Steln and PlcaSSO would agree w1th Cr%ce sé%eflnltlon offjg

R Sy
‘";nsofar as he is. an artlst‘ he s not a %an of actlon, and

an artlst

A
oS

does not_reason,,but poetlzes, palnts, 31ngS' 1n shorg, heiexpresses,“ 4Nf-
STUEREETER Ly

\ .

hlmself.P-{' Croce also 1n51sts that art be autonomous, that 1tj"1s.not-

S R ity 8 ster ne

e

.“n—plece has to dO Wlth fhe human mlnd

.

abstractlon 1f we consxder the szmpllfled character deScertlon,and thesb}'

i.‘r‘,-

nd. entlty that 1s w1t@ a thlng 1n

)

.1tself and not Ain relatlon" (LAMN p.

(51
: SR
1nheres in lts appeal&to the

clearly,'"The v1rtue of any art w_”

B

: senses and to the 'non—dlscurs1ve' or 1mag1nat1ve’:reason and all other

crlterla, whether moral or SOClOlOglCal are aesthetloally 1rrelevant ' v;

“-

Cub:Lsm, 1n 1t@s emphas:.s on form, has been deflned bg art

- . 3 ’
hlstorlans as almost a retreat 1nto the permanence of geomgtrlcal form
. . g o
. % N PRI

away from the chaos and flux of llfe. It 'appeals to’ the senSes' because"

',-.

lt offers tldy structures.i ThlS is explalned in %1lhelm Worrlnger 5.

Hérbert Read put% it more ;T!

-y

treatise on "Abstract&on and Empathy" whlch deflnes two 1mpulSes andffrabd

4

1ntentlons for all art.‘ One is the de51re for a: response of empathyfV

,l‘ ENa . 1,-. Gl

dePendent on morals, Pleasure, or ph 1os9Phy n Steln saYs,’Va master§"'

T .

whlch lS produced by reallstlc art the other is: a deslre for a response -

of a feellng of order, an arou51ng of feellngs of satisfactlon by de51gn

: and structure whlch is produced by geometrlcal or abstract art 18 Thoughf'

Three lees has touches of neallsm we mlght see 1t as an attempt at
—-‘-ﬂ—’-———_

;\

VR

K use of technlques llke the 31mple-vocabulary, repetltlon and rhythm The*h

1



. explorlné the ‘de51gn andrstructure' of her subgects Steln, 1ndeed

,';u.- ‘ . ‘. S
B R

S T T . o

N M -. ..;‘ M N b .
1Mak;ng ofqﬁmerlcans cbearly demonstrates Steln s development into the

. coem e

realms of abstractlon.v Sﬁe is’ cer?alnly not~str£V1ng for a response of

T A SO L . }»*

. empathy orﬂ"exhlbbtlng dellght in nature "l ﬁﬂer system of, claSSLflcatlon

q )

,cf types and her hypnotlc paragraphlng unltsfmake\\t obvléus that she is

Lo

Y u.. ] \ )
does put her falth 1naHComp881t19n as.: Explanatlon" (EAMN p )_m

. : el . T
\’ Lo S -*\-_. X

Steln s empha51s on thess kln s of forms Qﬂ}struc;ure may be

‘vav

that cublsm was founded on a: mlslnter:retatlon of Cezanne He seems to

thlnk that Cezanne é "formal compositlon and Smellflcatlon of planes

was al& that 1nsp1red cublsm ?Q And yet Read also notes that "It was

. : A
-V‘W1th hlS 1n515tence$on‘the‘strLCtdpurlty«of;hls perceptlve_experlénce

N

PR . . sl .
that Cezanne restored to art some degree of" prlmal rectitude." 2; It is
’.‘ ;\ 3 ! A

thls effort by Cézanne to express thlngs as- he saW'them that also
E i

‘\\

1nsp1red Steln and the Cublsts.l Read notes too that ”the general_effecttf'

L of the revolutlon 1n palntlng establlshed by Matlsse, PicassoQﬂ Braque and;’

thelr 1mmed1ate contemporarles was subject1v1st 1n character and the same
: / :

‘t;generallzatlon can be made of other arts (Proust Joyce, D. H Lawrence)

3

.d, Subject1v1sm is a mental cllmate, announced more than a: century ago
by Klerkegaard and Hegel "22 Moholy-Nagy explalnlng cublsm says |

By R : -
essentlally the same thlng A

=

.

'Photographlc emul31on rendered shadow and llght exactly at :

“the 'spots where they appeared at the time of the .exposure,”

“butthe ‘cubist carried through the" ‘task of rendering wathout

any. con51deration of such acc¢dental c1rcumstances.._He

f;ﬁrendered the object in-its true nature, in its totality.. )

- ~With this,’ he ‘upbound himself" 1f from the .dictates offnatural-‘

“istic renderlngs, from- the ‘préssure. of ‘conventional, : »

,repet;tlve ‘and. 1m1tatxve demands- to. a growing consc1ousness

; {**- of the. autonomous 1nterpretxng power of the artlst.

L



e Lo B T

:Picasso's effort;isays Stein,‘was "to express the thlng as he was seelng
. a . .

uif“'QP;'p;”l7). Steln shares thlS goal w1th Plcasso. In Steln s wrltlng :

;about palntlng and llterature she repeatedly emphas1zes the act of
e _ .

creatlng”——not re- creatlng or lmltatlng as in reallstlc art

Herbert Read says that from Cezanne to Cublsm was a "quantum-

4

': like jump” but'he also -8ays ”Analytlcal cublsm is an offsprlng of
oreallsm "24 It 1s both and it 1s thls jump from realism to abstractlonlsm
that we ean trace in Stelé s flrsﬁ two ma]or works Hulme explalns that:
‘the roots of abstractlon are those of reallsm i o | .

i [

'There must be just as»much contact w1th nature 1n an’ abstract
art as in a realistic dne; w1thout that stlmulus the artist
" could produce nothing. In Picasso, for - example, there is-

. ;'much greéater research into nature, as fap as: the relation -
of planes is concerned ~than "in ‘any reallst palntlng, he has
‘1solated and empha51zed relations prev1ously not emphasized.
All art may be said to be reallsm then, in that it extracts
from nature facts which have not been observed .before. But’
"in.as far as ‘the artist is creative, he is not bound down by
the acc1dental relatlons of the elements actually found 1n
.nature, but- extracts, dlstorts, and utilizes them as a means
- of expre351on and not as.a means- of 1nterpret1ng nature.25
- , . .

Whether Steln mlght prOperly be called a cublst .in her attempts 'to

EEX

express llfe' mlght be debatable though The Maklng of Amerlcans and the

GMP are certalnly abstract works. And whether ‘her work after The Maklng

of Amerlcans develops 1nto "expre351onlsm " "abstract express1onlsm "

_ ‘26
synthetlc cublsm," or "construct1v1sm" must be left to further studles '

,Certalnly Three lees and The Maklng of Amerlcans are qudgnce that she: .

is an artlst’
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, lRay Lewis Whlte, ed., S erwood Anderson?Gertrude Steln
Correspondencé and Personal Essays (Chapel Hlll , University of. N.

,VCarollna, 1972), p. b5

a0

14 .
1 S~

: 2Ben Reld Art by Subtractlon A DlSSentlng Oplnlon of -
: iGertrude Stein (Norman Oklahoma Unlver51ty of Oklahoma Press, 1958)
"~ pp.. 21 22, : - :

r

s -

3Reid, p.fzbs.; , T
. : L S

. R Benedetto Croce ‘Guide to Aesthetlcs, trans. by Patrlck _
,'Romanell (1913 rpt Indlanapolls Bobbs-Merrlll Co Inc l965), p

) . 5Herbert Read “The Phllosophy of Modern Art (London Fabervandfi
.,Paber Ltd s 1952), PpP. lOO lOl . B , ”

- : Fran901se Gilot tells a reveallng anecdote about Plcasso :
After a.discussion on Hegel, Gilot asked Picasso. ‘how much Hegel he had
read. "None," he said, ". % I picked up my 1nformat10n from

- 'Kahnweiler" (Life with Plcasso, p. 68). - :

e

Frances B. Blanshard Retreat from leeness in the Theory'of
‘ Palntlng, 2nd, ed (1945 rpt New York Columb_a,U Press, 19u9) p] 12&2,'

’

- : Wlll Durant The Story of PhllOSOphXV' ‘The lees and Oplnlons
of the Greater Phllosthers (1926;. rpt Garden Clty,(N Y.:  Cardinal,
_1953), P 336 ; C T

‘Blanshard,ip.f7l;“ -

l.opnirant‘, p. -'33(u-..‘ ‘
11 | | ' L |
: T. E. Hulme, Speculatlons Essays on, Humanlsm and the
.Phllosophy of Art, ed. . Herbert Read (1924; ‘rpt. *London" ‘Routledge &nd
<Kegan Paul 19657_ pp 144"and 155. . . w0 o '

L.
[

iiine, . 155-55. TS B
Brnia., p. 159, -

97



YIbia,, pto167. ¢ )
;SCroce;fpp;-57—58;; Fl :f.ibﬁﬂ' e

,17Read,‘pgfls7. . :
RN .&; o v o

ese: 1deas of Worrlnger s are parap ased from Peter Selz'v ,

ksionist Palntlng (pp. 8-12) and from T. E.. Hulme s dlscu551on

“of Worringer .in "Modern Art and Its PhllOSOth" i : e e
s (pp 82ff) 51nce hlS treatlse is 1n German., B ;

B S

jatgﬁulme,gbl,sa,‘”

20'Ibid. s p. lOl. B

Sl .2lRead, p 2u Read also summar;zes the developments of Cezanne 5
'.pand Cublsm notlng that the "theory ‘had been current for ‘some- tlme."' He. -

.'wrltes

_The process (of geometr1c12atlon) was, G course, 1nherent in.
the practice of Cezanne who had. concelved the art of painting .
‘as. tge art of glVlng permanence -and solldlty to” theflmmedl—‘
'at@ ata of visual: experlence. Instead -of, catchlng the
shlmmerlng surface of appearances, the. momentary effects of
~light and movement Cezanne sought “to-reveal a permanent
‘reality, to feel nature as eternal -and.in this attempt. he
K arrlved almost uncon501ously, at somethlng like a geometrl—
' gc1zation of objects, nature,\he said/ should be resolved-
into the’ cyllnder ‘the sphere;. and the cone. : But ‘that effect,l
with' Cezanne, was a by- -product of h's?prlmary -aim, whlch Was
o= still to realize his sensations .in- the" -face of- natural S
) ;phenomena. Plcasso though he may have begun: with a 31mllar '
“aim, and though some of his early cublst palntlngs succeed -
’exactly as Cézanne's succeeded, carrled the process-a: stage',
e '..’further. ' He' fou d that ‘the, cyllnder “the sphere, and: ‘the .
“-cone’ were satlsfactory objects ‘in’ themselves, and that out =
" of such ‘elements he: could c0nstruct a des1gn whlch conveyed :
~ all-the purely aesthetlc appeal 1nherent in any painting.
. Though, such'a . llteral 1nterpretat10n was. novel, actually thej
© theory- Wthh justlfues such a- step had been current for someﬂjﬂ'
" time - (pp. 155- 56) L S - :

o B . AR .- p‘-.

”'Read3*p,,40;'

. "’, ) '." 'i 23 i i . ) o s
IR U VS Moholy-Nagy, V1s10n 1n Motlon (Chlcago WiSCOQSin-Cuneo;_-
Press, 1947) J,;_s B - hovh A



Q%R‘eads ‘pp.'-»-.37,;:-.and’9.2-';' Cuie / SRR e T
e 25T E. Hulme, Further Speculatlons, ed Sam’ Hynes (Mlnneapollsﬁ?';L:j
Unlver51ty of Mlnnesota Press, 1955) p 128, :f.r L ‘r-‘hf"-‘-H PR

: Haftmann sees all modern art as eXpPeSSlonlsm. Here is, hls
brlef summary, of ‘the: hlstory of modern art:. -';‘“a BT
. : .l.'
.;;‘Eif““'VThe ¢reative unrest of the 1890's derlved from a fundamental
AR dlsturbance of man's innermost’ attltude towards reallty S e
- Nature was- no: longer self—ev1dent -familiar,: unquestloned : Q‘,,'-'./f
There was'a secret commpunication: between: the obsérver ‘and. its. a
. visible, terrestrlal form which indicated. much . w1der-ranglng,., e
“ undefined réalms’ only 1nd1rectly reflected in our sensory. -’.-f:f B
'u.perceptlons.; These concrete: experlences 1mposed upon art: the -
_7vtask of! deflnlng this extended reality as it appeared to the -~ "¢
_jhuman mind. . Art could no: longer reproduce, 1t>had to. deflne,_f"
" .represent, -render ‘visible. .This necessitated an’ adjustment
of the Vocabulary of colours and forms  and of ' the picture
Ufield.. The palnters of ‘the" Latln countrles set ‘out-frg the
"fkbeglnnlng to lnterpret these new. facts in terms of cle rly o
.. orgdnized formal structures - The: Germanlc palnters so_'ht_i’“
©<'to transcend ‘visible reallty and .to reach the spheres ° '
4ﬁhalluc1nat10n ”‘To this end, .they enhanced ‘the express1ve
_.’Acapac1ty of the plctorlal means‘and were not as greatly o
'f;cohcerned with form'as with- spontaneous expression.. . was N
“at this point ‘that’ artistic theorists began to env1saé§ the - 7. &
" possibility’of dlspens1ng altogether with' images, of -the. LA
v1s1ble., ‘Both modes, however——the constructlve &nd the
»~.expre381ve--opened up new prospects in, the realm: of human RPN
. v:expresSlon--and ‘the view was. ‘enhanced . by the sense that theq';1;‘
'ij_new art would resolve. the apparent contradlctlon between T
the real and the 1mag1nary (Vol II, p 195 :
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