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CHAPTER |
| NTRODUCTI| ON

My thesis attenpts to give a reading of Gertrude Stein's

| ong novel The Making of Anmericans (1925) along the lines of her

own ideas of conposition. Stated thus the task appears decep-
tively sinple. One talks of "reading" as a blanket term for any
nunber of qualitatively different activities that can be per-
formed wwth a book. For exanple, sonebody can read a book paying
little attention to the "how' or the "why" of it, or sonebody can
read his/her own reading of it. The second kind of reading
requires a nore patient, conscious and in a sense a "ready"
reader. A witer Ilike Stein, who assunmes nothing about her
readers ("1 wite for nyself and strangers"), is making the
bi ggest assunption (that they wll/can read "as she writes").

That apart, where one experiences real difficulty in reading
a witer, as it often happens wth Stein, one is both tenpted and
intrigued by the difficulty itself. If the difficulty is formal,
the reading becones so nmuch nore exciting and challenging. To
formulate a proposition for the thesis, it becones necessary to
ask questions. Thus | began asking nyself, "what is the question
| have to Stein?". And asking insistently "Wiat is the question",

| suddenly realized that these were her last words. On her

deat hbed she asked Alice "Wiat is the answer" and not getting
any, again asked "In that case what is the question”. The rhe-
torical sinplicity of these two lines contains the full force of
her enigmatic code. And | stunbled onto it quite by chance.

The difficulty involved in conprehending Stein's prose can
be resolved thus through chance understandi ng, by paying atten-
tion to the repetition. These two elenents point to the necessity
of being constantly aware of the expressive power of even the

sinplest of words. This is an absolute for "reading" to



"happen". Understanding is a sinple act of identifying the point.

or the nature of a reference-that to which sonmething refers to.
In traditional terns this is essential for reading. Stein* |ast

two questions however, deliberately flounce conventional norns of
human understandi ng by establishing nmutual points of reference,
as if Stein was determned in her characteristic way to express
the final reality as words or words as the final reality - "In
that case, what is the question".

For such a practitioner of words, the human mnd is wthout
a point of reference and bears only a relation of intentionality
to anything outside of it. In her witing she realises this by
"begi nning and begi nning again”. Meaning is the way of express-
ing the true character or the full inplications of sonething.
This is possible only through words. The words of any | anguage
have at |east a dual citizenship, each word being credited at the
sane tine with a functional use (grammatical one) and its "real"
use (with its specific coloring within context). Both these uses
pertain to each other, to a greater or to a |lesser extent, de-
pendi ng on the strength of the artist's power of inmagination, and
together they contribute to the definitiveness of neaning in any
sent ence. Most poets can hence afford to be "penny wse" and
"pound foolish" for in art, if one takes care of those "little
sol di ers" words, as Anderson fondly calls them the enpire takes
care of itself (qgtd. in Wite: 1972, 17). By the sane neasure,
Stein finds two separate realns for art: "poetry has to do wth

vocabul ary just as prose has not" (Stein: 1967, 136).

While she is insisting here that poetry has a recognizable
| anguage, this can al so be extended to anal ogous activities of
the human mnd like thinking and to her own witing at large. An
i dentification of the real use of words with their functional use

within a sentence was Stein's constant aimin witing. As she
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herself explains, "1 had to capture the value of the i ndividual
word, find out what it neant and act within it" (qtd. In Haas:
1973, 1B).

She was not worried about better expression, but concentrat-
ed on giving each word its expression. She found all words self-
contained for her purposes. Further she discovered that "the
Anerican thing 1is the vitality of the novenent, so that there
need be not hi ng against which the novenent shows itself as nove-
ment" (Stein: 1935, 173). This she denonstrates quite Iliterally
in a line [like: "America Anerica dear dear United States of
Anerica". As Marianne More, who was influenced by Stein, was to
descri be a poet nuch later, Stein was a "literalist of the imgi-
nation" .

In ternms of reading however, the difficulty still remains,

even to a nodern reader. My intention for pursuing this research

interest in Stein is to understand and cone to terns wth her
wor k through an appreciation that s personal and non-
t heoretical. Accordingly, ny selection of nethod would be one

that would logically fall in step with ny reading. Each of ny
chapters is an attenpt to resolve the difficulty involved in
reading Stein Dby seeing the angles to her conposition (in The

Maki ng of Anmericans). Keeping this as an aim the chapter titled

"Begi nnings" relates the identity-relations in her work to her
principle "begin again and again" (again/a gain). In order to

make a practical assessnent of The Making of Anericans in terns

of 1its conpositional losses and gains, | propose to discuss
sections from the earlier drafts of the novel in the Ilight of
this principle. This would sinultaneously beconme a neans to show
how the thesis holds up in real practice, while witing.

In the third chapter, | propose to exam ne her nethod of



conposition in The Making of American, in the process maling

explicit certain co-related assunptions in her work |like that of
"tinme-sense" and difference. Such ideas apart, ny aimis also to
understand the grounds for repetition as an order of descriptive
reality in her witing. This chapter would also attenpt to nake
clear the theoretical inplications of repetition as Stein herself
was able to increasingly visualize themin the witing of The

Maki ng of Anericans.

After exhausting these two prelimnary hypothesis that one

happens upon in Stein's The Making of Americans, | intend to do a

volte-face and cone back to understand how witing wth such
| ogi stics works with the reader and whether it affords the possi-
bility of anything nore than a chance understanding. This |I see
as an essential chore to be perfornmed not only while talking

about The Making of Anericans, but also particularly keeping in

mnd her later witing which is unequivocally termed as being
"unr eadabl e". In fact, this novel presents faithfully the tran-
sition in formfrom Stein's early texts to what is usually terned
her "experinental" or “"difficult" witing. My choice of The

Maki ng of Anericans alone as a text for study over and above the

rest of Stein's witing is due to this reason. Also, the duration
of its conposition, which is a remarkable nine years (1902 —
1911), helps in seeing the gradative differences in form whi | e

It covers the nost productive years of Stein's career.

For Stein, all description in witing is ainmed at the
revelation of the subject, whereby "reading" becones an act of
trans—figuration. M purpose, in the final chapter, would be to
exam ne how this transfiguration would work its way back to the
original figuration of the term"reading". For if this is so, it
necessarily means the bridging of the gap between what is "read-

abl e" and what is "unreadable". The question that this chapter



woul d address, in other words, is what nakes it possible to speak
of her witing as being "unconventional" or "different" for the

reader (with reference to The Making of Americans).

As a way of introducing nmy work | would briefly sketch in
this chapter a picture of the tradition she was witing in.
VWile doing this I would also explain how she cane to be in that
tradition and her relations with nore than one generation of
artists and witers.

Stein was an Anerican born in 1874. She was born into a rich

busi nessman's famly as the last child and led a panpered child-

hood. In the early years of her life the only person she was
cl ose to was her brother Leo who was two years her senior. Ger -
trude and Leo were taken to be 'two of a kind', intelligent and

al ways enthusiastic about doing things. She practically shared
all her interests fromreading to discussion to walking wth Leo.
In spite of marked differences that energed between his opinions

and her own grow ng convictions about things, they remained

together constantly. This arrangenent, on CGertrude's part at
| east, was kept up with little choice and out of necessity. I n
all their conversations, Certrude played the part of a |istener,

a habit that she would put to good use in her later life in her
writings.

It was initially to join Leo, who was studying at Harvard,
that she left home to Radcliffe ("Harvard Annex") in 1893. There
was a change in her life at this point that prophesied independ-
ence. Her father, Daniel Stein, whose presence in the house was
mainly repressive died in that year. The nmanagenent of the
famly's finances passed into the hands of CGertrude's el dest
brother Mchael Stein who made a nmuch nore benevol ent head than

his father did.



At Radcliffe, however, the significance of her brother Leo's
presence was foreshadowed by that of at |east three major figures
of the century who were teaching there - WIIliam Vaughn Mbody,
George Santayana and WIlliam Janes with whom Stein Ilearnt psy-
chology. Studying with WIlliamJanmes was to leave a lasting
i nfl uence upon her thinking. Her initial attraction to WIIliam
James, and her ultimate rejection of his ideas was a matter not

just of Stein's intellectual but also of her enotional orienta-

tion. In her Radcliffe manuscripts at one place Stein says: "I's
Life worth [living? Yes, a thousand tines yes when the world
still holds such spirits as Professor Janes... He stands firmy,
nobly for the dignity of men. His faith is ... that ... of a

strong man willing to fight, to suffer and endure" (Stein: 1949,
146) .

James' ideas about "consciousness" and "sel ective attention"
particularly characterized the manner in which she cane to think

about human types. Initially in "Mlanctha" (Three Lives) she

j uxt aposes elenents drawn from the Janesian nodel of conscious-
ness that orders "reality" as the selective attention to rel evant
data from the outside with an "unselective attention" to every-
thing, the inspiration for which she primarily drew from Cezanne.
Gradually she developed the later, as she saw nore scope in it,
from a nere neans of expressing a difference wwth the Janesian
kind of "consciousness - reality" relation, to sonething which is
capable of realizing the equality of things.

By the tine Stein had conme to wite The Mking of Anmericans.

James had cone to represent to her everything she then questioned
about the nineteenth century and its values. As she went about
"kKilling the nineteenth century" through a nodernist literary
practice she rejected the ideals that had once drawn her to Janes

- the 19th century faith in "progress", in science and character.



In this sense, the association with Wlliam Janes cleared
the way for realizing her twin anbitions of "killing the nine-
teenth century" and "being historical". Witing was an activity
that Stein wundertook regularly in her sophonore conposition
cl ass. (English 22 (c)). The students were given the option of
witing about anything. The forty-seven pieces that she pre-
pared for this conposition class have been collected as "Rad-
cliffe Thenmes". They are direct and nelodramatic (albeit autobio-
graphical) accounts of certain episodes in her heroine's |ives.
Stein began to cultivate the habit of "fictionalizing" her per-
sonal problens wth her sexual identity during the course of
witing these assignnments (Perkins: 1996, 536). The article
shows how the course helped Stein not so nuch towards the Iim
provenment of her conpositional skills, but initiated her into the

processes of self-conposition.

In the years 1S96-97, Stein enlisted for a graduate degree
I n medicine at the John Hopkins Medical College, Canbridge. This
she did upon the advise of WIIliam Janes who assured her about
where her talents lay. But as Catharine Stinpson makes the obser-
vation in her essay, "The Mnd, The Body, and Gertrude Stein",
Stein, otherwise a conpetent student did badly in her nedicine
courses. She either failed or did badly in four courses studying
"Childbirth, the orifices and openings of the body, and the skin"
(Stinmpson: 1977, 494). During the fourth year, while the course
was nearing its compl eti on, Stein abandoned it, thus finding
herself back at square one at the turn of the century. Leo's
| atest aspiration was to becone an artist and he went to Paris to
pursue it. Around this tinme Stein suffered a series of setbacks
in her love affair wwth a fellow student May Bookstaver. She was

al so discovering her |esbian orientation and having problens with



t hat . By 1903, the outcome of her affair w th Bookstaver was

noreor |ess clear. Disillusioned with life, she left America to
join her brother in Paris. In the meantinme Leo had found hinself
a residence at 27' rue de Fleurus. Initially she went there on a

holiday and to clear up the stale air that her affair left behind
for her, but after a few months, she decided not to return.

Thus she became an expatriate in the early vyears of the
century. The dates are inportant because Stein talks about the
"modern conposition” comencing around this time. Stein began to

Wite around 1903. Her first published book was Three Lives in

19009. Wthin this interval Leo and she had collected a |arge
number of Picassos and Mati sses. This slowly converted their
drawi ng-room at 27'rue de Fleurus into an art sal on. Here they

regularly entertained a |arge nunber of guests connected with the
arts (the avant-garde) on Saturday evenings. Leo would talk and
make everybody else listen to him However Gertrude's disillu-
sionnment rankled within her as she neared her thirtieth year.
Gertrude Stein |ooked upon the painter Paul Cezanne as a

geni us. He was a French painter whose works led to the devel op—

1
ment of Cubi sm and abstract art. Stein derived the basic | dea

for her conposition from his painting of Mrme.Cezanne — where
every inch of color is given equal inportance as every other
I nch. Looki ng at Cezannes brought her to understand the differ-
ence that she struggled to express in her characters, nmoving away
from the Janesian notion of consciousness as an entity that
reflects outside reality.

In her essay "Pictures", Stein spells out the influence he

had upon her:

"And then slowly through all this and | ooking

at many pictures, | came to Cezanne and there
you were, at least there | was ... The apples
| ooked |ike apples the chairs |ooked 1Iike

chairs and it all had nothing to do wth
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anything because if they did not | ook Iike
applet or chairs or |andscape or people they
were applet and chairs and |andscape and
peopl e. They were so entirely these things
that they were not an oil painting and that
Is just what the Cezannes were they were an

oil painting... This then was a great relief
to ne and I began ny witing" (Stein:
1952, 77) .

Her prose style in Three Lives (especially in "Ml anctha")

exhibits a maturity of expression which is a blending of |essons
drawn from such forner artistic enterprise and the presence of a
characteristically nodern sensibility that is still evolving.
Stein recognized early in her career that an essential feature of
this sensibility is its being capable of revision and experinment.

Leaning onto this newy acquired vision from Cezanne and
experinmenting wth the know edge about consciousness which she
had earlier received from WIIliam Janes, Stein liberated her art
from a linear focus on an "outside" necessary for a narrative.
The three wonen ("Good" Anna, Melanctha and "Gentle" Lena) are
each of them unsolicited by change from any major external event
in their lives. Stein strives to give an inpression of tineless-
ness to their lives. Their inner realities are expressed in

wor ds.

Her friendship with Picasso dates back to this early phase
in her literary career. This association nmade her actively real-
lze that her insights were simlar to those in nodern painting
where content was relatively uninportant. The goal of art was the
expression of the process of creation as nmuch as the product
itself. As Manly Johnson says in his essay, "the Cezanne princi-
ple that any thing is as inportant as any other thing was no nere
formula; it neant the absolute value of buttons, recipies, um
brellas, bottles, plates, feathers, roses, dirt, copper, Rose"

(Johnsons 1974, 7). This absolute value was to be expressed in



words. Stein felt that it was her eyes and mnd that were inpor-
tant and concerned in this choosing:

"I wite entirely with ny eyes. The words as

seen by ny eyes are the inportant words, and

the ears and nouth do not matter" (qgtd. I n

Haas: 1973, 31).
Consequently there is a nomnal relationship between her choice
of verbs and adjectives and the "essence" of things that she
sought to give expression to. Hence she wites:

"A bottle that has all the tine to stand open

is not so clearly shown when there is a green
color there. This is not the only way to

change it. A little raw potato and then all
that softer does happen to show that there
has been enough. It changes the expression”

(Stein: 1962, 528).
For Stein it gradually becane clear in the practise of her

art that there could be no communication in creation. Tender

Buttons (1914) and Bee Tinme Vine (1913) which are considered to

be non-representational nove her art further towards experinenta-
tion wth words and their referents. According to Ml col m Brad-

bury, Tender Buttons alone in which the things-in-thenselves are

preferred to the nanmes assigned to them "renoves Stein from the
real m of neani ngful communication to an extent rare in Mdernisni
(Bradbury: 1991, 489). These texts contain play with such unal -
| oyed properties of [|anguage such as "aural puns (including
m stransl ations from other |anguages to English and transsyll abi -
fication), rhynme, norphenmes, visual format and punctuation”
(Smedman: 1996, 573). In her article, Snedman points out that

pl ay between words |ike "bee" and "be", "class grass", "sooth for

soot" nmkes them closely related with the body of the text.
Repetition is another feature which was equally perti nent
to her work fromthis period as it was to her earlier, when she

wrote Three Lives and The Making of Anmericans. She describes it

t hus: "It iIs exactly like a frog hopping he cannot ever hop
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exactly the sane distance or the sane way of hopping at every
hop". The logic behind such repeating was to nake her words,

especially her nouns to cone alive. She says:

"Wien | said Arose is a rose is a rose and
then later made that into a ring | nade
poetr and what did | do | ~caressed com

pletely caressed and addressed a noun"
(Stein: 1952, 231).

Concurrent to the publication of Three Lives (1909) there

were at |east two decisive events happening in Stein's life. The
first of these (both in the order of significance and sequence)
was her relationship wth Alice. B. Toklas. Toklas had net Stein
while touring Paris with a friend of hers and within a few neet-
ings had decided to nove in with her at 27 rue de Fl eurus. Anoth-
er developnment was that Stein's own relations with her brother
had finally reached a point where they could no Ilonger survive
under the sanme roof together. So Leo departed from 27 rue de
Fl eurus taking with himthe Matisses and |eaving the Picassos to
St ei n.

Both these events can be understood as being crucial in
| naugurating a new phase in Stein's witing. The "verbal still—

|ifes" of Tender Buttons are a radical departure fromall known

modes of expression, even for the witer of Three Lives and The

Making of Anmericans. One can sense the powerful change that

Tokl as's presence wought in the way Stein visualized/read (her)
reality.

This was al so the period when her work came closely in rel a-
tion to the Cubists' work, in terns of technique. The conbined
residence, art gallery and salon that Stein had at 27 rue de
Fl eurus turned out to be of considerable inportance. It was here
that she entertained Picasso, Mitisse and the surrealists. The

associ ation between Stein and Picasso and Stein and Juan Gi s,
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between Juan Gis and Picasso and between Ficasso and Braque grew
her e. Stein around this tinme (Just before the First World War)
becane interested in the work of a nunber of young artists I|ike
Juan Gris, Francis Picabia and Robert Coates. She talks of Picas-

so's and Juan Gis's cubismin The Autobi ography of Alice B

Toklas (1932). She thought of it as a purely Spanish conception.

"Picasso created it and Juan Gis perneated it wth his
clarity and his exaltation" (85). She further discusses the
origins of Cubism that she and Toklas evidenced in Spain (Stein
Is tal king as Tokl as):

W were very much struck, the. first tine
Certrude Stein and | went to Spain, which was
a year or so after the beginning of Cubism
to see how naturally cubism was made in
Spain. In the shops in Barcelona, instead of
post cards they had square little franmes and
inside it was placed a cigar, a real one, a
pipe, a bit of handkerchief etcetera, all
absolutely the arrangenent of many a cubi st
picture and hel ped out by cut paper repre-
senting other objects. That is the nobdern
note that in Spain had been done for cen-
turies (86) .

The relationship that Stein's witing bore towards painting

can be summed up in the words of Georges Braque as follows: "The
pai nter" says Braque, "knows things by sight; the witer, who
knows them by nanme, profits by a prejudice in his favour" (qtd.

in Brinnin: 1959, 139). This was the profit that Gertrude Stein
had to do away with, in order to appropriate language from its
representational node.

Hence in a text |ike Tender Buttons for exanple, the witing

Is not dependent upon associational connections even when they

can be found.

"A Purse”

A purse was not green, it was not straw
color, it was hardly seen and it had a use a
long use and the chain, the chain was never
m ssing, it was not m splaced, it showed that



it was open; that is all that it showed"
(Stein: 1962, A69) .

Much of Stein's volum nous prose was evolved on the few
austere rules of conposition that she had. There is a remarkabl e

continuity in her work from her "Radcliffe Themes" to Three Lives

to the The Making of Americans in terms of (self) conmposi tional

t hemes. The latter work was published only in 1925, though it was
compl eted by 1911. The "human types"” that she painstakingly

describes in this novel are conpositions in the present which she

begi ns again and agai n. Her basic contention was that "the tine
of the conposition is the time of the conposition”, t hereby at
once limting and opening up the possibilities for writing. The

present nonent is the only possibility and this is a possibility
t hat I's repeatedly present. This is the small |ever upon which
Stein places the entire corpus of the novel.

In ternms of elucidating relations of simlarity and differ—

ence, this novel which is categorized as one of Stein's "diffi-
cult texts", foregrounds writing by subsum ng thought on identity
hi story, time, etc. Comng fromthis sane period are A Long Gy

Book (1910-11) and Many Many Wonmen (1910-11). Both these books

continue to show Stein's pre-occupation with numoer, identity and
difference and their relation to witing. She intended that A

Long Gay Book go on to as many pages as The Making of Americans.

This enterprise was shortened in its length owing to Stein's new
I nt er est in portraits. During the years preceding the First
World War, when she canme to know the new circle of painters in
Paris and their work on intimte ternms, Stein began to do por—
traits of many of them including Matisse, Picasso and Cezanne.
These were first published in the August 1912 issue of "Caner a

Wor k" and were later reprinted in Fortraits and Prayers (1934).

She even did portraits of some of her personal friends |ike Mbe



Dodge. At this TI ME SHE WROTE an account of HERSELF AND her

brother in Two; Gertrude Stein and Her Brother (1910-12. Mich

|ater she wote a novel and a "play" in the pastoral node which

she called Lucy Church Amably (1927) and "Four Saints in Three

Acts" (1928). Here her witing features many passages that skirt
the pictorial, where there are descriptions of "nature" and
"l andscape", but the narrative elenent is mssing . In the
"novel s" that she wote in the twenties and thirties, there is a

tinge of caricature in Ms. Reynolds (1932) and in the shorter

pieces |like "Mss Furr and Mss Skeene" (Geography and Plays

1922). Stein's post—31908 work, largely experinental, was pub-

lished in collections both in her lifetinme (Geography and Pl ays.

Portraits and Prayers Operas and Plays) , and posthunously, I n

Last Operas and Plays and the eight-volunme Yale Edition of The

Unpubl i shed Works of Gertrude Stein.

Her novel called 1da (1941) is a portrait of Alice. B.
Tokl as. Sinmultaneous with this kind of prose, Stein also experi-
nmented with formin plays like "Four Saints In Three Acts" and

"Three Sisters who are not Sisters" which she calls a 'nel odra-

m' . The first of these has been set to nusic and perforned
successful ly. In two of her plays collected in Geography and
Plays - "Wat happened" and "Ladies Voices", Stein caters to the
connection that she found between geography, "l andscape" and

play—-writing. The poetry that she wote plays upon the gender
limtations by again shifting the enphasis put upon words, for
exanple in "Patriarchal Poetry" (1927) and "Lifting Belly".
(1917).

Stein's early love of detective fiction enabled her to
identify the specific genres she would work with and change, I n
the process also recreating her own self as "agency in process".

As her work The Autobi ography of Alice. B. Toklas illustrates,
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within literature, "genre" wth its etynol ogy suggesting both
"geneal ogy" and "gender" is the fundanental site of identity
politics. More actively than ever this led to her involvenent
with words. Questions of identity or relatedness (in terns of

thenmes or personal history) are difficult to pose in Stein's

wor K. Though she was a Jewi sh Anerican lesbian, as F.W Dupee
says, "she felt no urgent identification wth the oppressed”
(Stein: 1962, Intro. x). In his recent article that appeared in

the "Mddern Fiction Studies", Charles Bernstein points out that
Stein's triple marginalization in these terns provided an "onto-
| ogical" grounding for her "radical fornms of non-identification"
just as her education and affluence provided a space to perform
t hem Witing hence becones for her "a state of wlling, of
wi | | ed unknow ngness" (Bernstein: 1996, 487). Witing relations
are simlarly phrased in Foucault. Foucault believed that "the
witer nust actively <create a role in the breaks and spaces
afforded by the gane at any particular tinme. Through the npbve-
ment, through the leap from the inside of know edge to an unknown
out si de, these breaks and spaces gradually becone known" (qtd. in
Spel | neyer: 1993, 71).

| n The Autobiography of Alice B. Toklas (1932), these ques-

tions of identity take on a generic form An autobiography is
traditionally considered to be witing by the self. The "self" is
"converted" here, as Stein wites Alice's history, not just
showi ng thereby the power of authority, but also deferring it to
the catholicity that the self is capable of in witing.

Extending this play with the self4+imting aspects of genre
and (authorial) identity in witing, Stein next undertook to

wite each one's personal history in Everybody's Autobi ography.

Here witing relations are entirely re—erdered with regard to the



writer-subject and hence also the reader. Cashing in again upon
the play elenment in witing, Stein turned towards children's

writing. Her book Al phabets and Birthdays accordingly includes

the nanes of nonths in serial order and al so sinultaneously the
nanes of the people who celebrate birthdays in these nonths in

the al phabetical order. The Wrld Is Round (1939) is another

book, that Stein wote for children.

When Stein went to the United States to lecture, after
thirty-one years abroad, in the autum of 1934, she saw and was
excited there by a country where "there is nore space where
nobody is than where any body is" (qtd. in Harrison: 1965, 48).
This thought pronpted her to see the history of Anerica as a

geogr aphi cal one. In The Geographical Hi story of America (1936)

Stein draws a parallel between the human mnd and this notion of
a physical space as enbodied by Anerica. Her witing gains inde-
pendence as she stops playing upon the |osses and gains of indi-
vidual identity. Thus to her claimthat all the "literary think-
ing" in this age had been done by a wonman.

The | ectures which she had given on this tour to the United

States are collected in Lectures in Anerica (1934-35). They

pertain alnost singularly to her work and to the "explaining" of
her difficult witing. A look at the titles would reveal that
they cover the w de range of her connected thought, for exanple
they include an essay on "English Literature", one on "Painting",
then one titled "Poetry and Granmmar" and another on "Plays".
Stein explains her nmethod of witing in essays like "Conposition

As Expl anation" (1926) and "The G adual Making of The Making of

Anmeri cans" (1935). Sone of her non-fictional prose is collected

in How Jo Wite (1928).
Stein had been through both the world wars during her 1|ong

life. She describes her experience wth the young Anmerican sol —
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diers during the First World War in France in The Autobi ography

of. Alice B. Toklas. This was when she and Alice drove an anbu-

| ance for the "Anerican Fund for the French Wbunded". Though she
did not participate in the Second World War, her interest in the
American soldiers (the GI's) remained unabated and they were
equally fascinated wth her talk as an wearlier generation of
sol di ers had been.

During the Second World War, Stein wrote two books in which

her direct concern was war —Wars | _ have seen (1945) and Brewsie

and Wllie (1946). The second book was published in the year of

her death. Her |ove of Anerica abides with her in war—time Paris.
Luckily for her, she finds Anmerican soldiers with whom she can

share this love, and with whom she can triunphantly declare at

the end of Brewsie and Wlie: "W are Anmericans.”
Apart from her work, during her long stay in Paris, Stein
was |linked wth a series of movements in poetry and painting

Following the publication of Three Lives and Tender Buttons,

Stein associated with a nunber of painters and artists, sone of
them with already established reputations and schools attached to
t hem For example, her friendship with Picasso stemed from a
close and nutually shared interest both had in each other's work.

Stein speaks of Guillaunme Apollinaire with great fondness.
Apollinaire is described as one of the saints of the War vyears
and S glorified in his death as a war — hero (The

Aut obi ography). A French poet, playwight, and a critic, he

"played a defining role in the establishment of Cubism was
bol dly and vigorously experimental in his own poetry (Alcools,
1913) and took his place in the very forefront of the European
avant-garde. His 'surrealistic' play, "Les Manelles de Tiresias"

(published 1918) was his attenpt to give imaginative formto the
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new spirit it of the years" (Bradbury: 1991, 61 3n). Thus, apart from
being a patron-saint for cubism he also coined the word "sur-

realist" for which he provided a theoretical basis in L'espirit

nouveau et les poetes (gtd. in Bradbury: 1991, 613n) .

Surrealism had its roots in a pre-war |iterary/artistic
group, DADA. The members of this literary/artistic group (Tzara,
Breton and Creval), in spite of being a mnority produced works
that had a powerful message: the deliberate deconstruction of all
rationally ordered institutions of the society- The "new spirit”
that Apollinaire struggled to express was an extension of the
Dada Manifesto that reads:

"The spirit of abstract art represents an
enor mous wi dening of men's sense of | i berty.
We believe in a brotherly act: this is art's
new m ssion in society. Art demands clarity,
|t nust serve towards the foundation of a new
man.

Stein too insists that the inportant thing is to "have deep
down as the deepest thing in you a sense of equality" (St ein:
1962, 165). Such a conception of the artist/human being at once
establishes various points of simlitude and difference between
her and the surrealists.

Stein favoured "exactitude" and "precision” in the descrip-
tion of the inner and the outer realities. This led her to be
able to divorce words from their conventional meaning as well as
their grammtical order, while keeping her searching for a new
reality with words. The denocratic nature of her art lived up to
its 1imge at the level of words —she sought to re-figure rela-
tions at the fundanentals of sent ence/ phrase/ par agr aph. Her
"vision" is that sense was restricted to words. "Vision" becanme

an extrenmely inportant aspect of creation even for the surreal-

Ists who cane |later. For exanple, George Bataille's Visions of

Excess: Selected witings. (1927-4939) where | anguage beconmes a
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means of poetic flight and it destroyed in the process of achiev-
ing its end. In Artuad again, conplete silence is a threat that

would put an end not just to conmunication but to <creation as

wel |

While Stein's main concern was with |anguage al one, t he
surrealists in their literature, put forward an ideal of anarchy
(irrationality). The goal is to enable the reader to gain a

deeper understanding of order by making him participate in a kind
of disorder. This irrationality was often achieved by collage.
The immediacy of the act where a sewing machine and an unbrella,
are photographed in proximty to each other was their ultimate
goal for art. This 1 mmediacy was something that Stein herself
realized as a "continuous present” in her work: "The tinme of the
conposition is the time of the conposition.”

The surrealists through their technique of automatic wit—
I ng, were making a strong political statenent. In involves a
del i berate subversion of the conscious act of writing. By nmeans
of a self-induced trance, they suspended all the usual activity
of the mnd and focussed on the nmessages from the Unconscious.
Here they made or at least claimto have made a find that the
| anguage of the Unconscious, unlike the |anguage of everyday
speech, was poetic. It also resenbled the |anguage of poetry in
terms of its images.

The surrealists mainly recorded these nessages - i n other
words they were not doing anything creative. Ironically the prose
and poetry written in this manner is nuch richer in |anguage and
I mges, freed as it is froma conscious censor. The surrealists
were quick to take note of this distinctive quality, which made
their "automatic writing" alnost a threat to the normal kind of

writing.

19



It could be seen as a model for- practicing democracy through
art, for art then would be shorn of its former pretensions to an

exlusive status. Stein's prose in Tender Buttons has «certair

simlarities to automatic writing. The metaphorical title recalls

the soft treatment of hard objects in the paintings of Sal vador

Dal i .

However, in Tender Buttons, the objects that are described
Are ordinary and the words are deprived of any metaphorical or
associ ational significance. Their strangeness or unreadability
comes not from verbal density but from the |ack of tangi bl e

connections between her verbs, nouns, prepositions and <conjunc-

t ions.
“"A Carafe, That is A Blind Gl ass"
A kind in glass and a cousin, a spectacle and
nothing strange a single hurt color and an
arrangement in a system to pointing. All this
and not ordinary, not unordered in not resem
bling. The difference is spreading"” (Stein:
1962, 461).
Stein is indirectly celebrating her inverted |love by de-

scribing the household objects that signify the space that she

shares with Alice B. Tokl as. Si nce her love is what redeens the
ordi nari ness of these objects for her, it is for her, |ove that
is carefully revealed through these descri ptions. Agai n her e,

Stain makes her descriptions of things nove and insist upon their
exi stence (Bei ng).

Wlliam Gass's book of essays The Wrld Wthin The Wrd

shows the underlying patterns in these word—ebjects. H s anal ysis
of "A Box" is worth looking at. (Gass: 1979, 86).
"A Box"

The change in that is that red weakens an

hour . The change has cone. There i1s no
sear ch. But there is that hope there is and
t hat I nterpretation and sonetine surely any
Is unwel cone. Sonetine there is breath and
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there wll be a sinecure and charm ng very

charmng is that clean and cl eansi ng. Cer -
taining glittering is handsonme and convinc-
I ng.
The change in that 'S
t hat red weakens an hour.
The change has cone
There 1iIs no sear ch.
But there is
that hope there is
and that interpretation
and someti me
surely any(time) 1is unwel cone
sometime there is br eat h
and t here will be a sinecure
and charm ng
very charm
I ng S
t hat
cl ean
and cl eansi ng.
Certainly glittering is handsone

and convinci ng.

Hence these descriptions which appear to be solipsistic at
ofirst glance are actually conceived upon a pattern. By this kind
of an activity, love is once again celebrated in witing and
t hereby rescued fromwi thin the realm of necessity.

Anot her aspect of change is the touch of hunor that mani-
fested itself in the life and works of the surrealists. The

surrealists laughed in the face of bourgeoisie norality/aesthetic

values by glorifying its opposites - violence/sexuality/shit/
deat h. Their art also shaped their individual 1ives. They be-
lieved in liberating themselves and their inpulsive [|oves on

lines parallel to the ideal that they had created for their art.
Stein's play on words in the song "Susie Asado" — "A lean or,
the shoe means slips slips hers" is not unlike the deliberate
punni ng that goes on in nmuch of the non—sense verse of the Dada—
| Sts. The very essence of humor is contained in that associa-
tional "slip". The pun here is vested in what appears to be a

spoonerism —an, over —abundance of syllables "nmeans slips slips

hers".
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In The Autobiography of A B. Tokles. for instance, Stein

confesses her anxiety about her conpositions |ike Tender Buttons

and says that after the initial doubts about whether they made
sense, there followed the "intense feeling" that they did make
sense (Stein: 1962, vii). She replied to a journalist's troubled
query as to why she doesn't wite as she speaks by asking him in
turn why people don't read her "as she writes". This tone of
del i berate anbiguity is again something that she shared with the
surrealists.

Stein had better—known relations as a nodernist witer wth
the Anmerican expatriate witers of the post—war twenties. Many of
t hem (Hem ngway and ot hers) had taken part in the First Wrld
War and shared their youth with the century's youth. The War
altered their perceptions so drastically that they could no
| onger stay amdst their old associations. FIl ight from hone
(America), when they no |longer felt "at home" came as an answer

and cane rather quickly.

Paris settled matters for a whole generation of atheists.
They discovered an ideal haven to explore their "lost"—ness here.
In fact the birth and christening of this era took place under

the auspices of Gertrude Stein who was already there before the

expatri ates. Hem ngway in his posthunmous publication A Moveabl e

Feast (1964), relates how Ms. Stein after having trouble wi t h

her car "Auntie", referred to a young nmechanic handi capped by
time lost in the war as a part of a "generation perdue". The
"Lost generation" critic Malcol m Cowm ey touches upon a riddle in
the subject - why there was a "generation" feeling acconmpanying

the struggle for individual expression. He provides the only
satisfactory definition. “In a strict sense the new witers

formed what is known as a literary generation” (Cow ey: 1963, 7).
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Wth a self-conscious irony, these writers deftly adopted

"lost"-ness as their geographical and psychological reality and

this was realized in their artistic and literary contentions as
wel | . Hem ngway owed a literary debt to Stein that beconmes
traceable in the structural terseness of a short story |Iike

"Hlls like White El ephants.”

A statenent |ike "the story was writing itself and 1 was
having a hard tinme keeping with it" (Hem ngway: 1964, 12), has
cl ear echoes of Stein, as she puts it in "Conposition As Expl ana-
tion": The conmposition

"I's the thing seen by every one in the Iliving
they are doing, they are the conposing of the
conposition that at the tinme they are living
Is the conmposition of the time in which they
are living" (Stein: 1962, 516).

A couple of other writers who would frequent Stein's resi-
dence at 27 rue de Fleuras during the inmmediate aftermath of the

war were Ford Madox Ford and Scott Fitzgerald. Ford was respon-

sible for the publishing of her long novel The Making of Aneri-

cans (1925) whil e Hem ngway corrected the proofs of the sane.

Stein talks about this in The Autobiography. While she |[|abelled

them as a generation "who drank thenselves to death", she was at

the same time aware of their tragic literary sensibilities.

Hem ngway pronotes this kinship when at one point in A Move-

able Feast he says that "They say the seeds of what we wl]l do

are in all of us, but it always seenmed to ne that in those who
make jokes in life the seeds are covered with better soil and
with a higher grade of manure" (Hem ngway: 1964, 94).

This picture of the "sad young nmen" is true of alnost all of
Fitzgerald' s heroes. He offers a candid sunmm ng-up of one of the

fanous dil emmas of the age in "The Crack-Up":

"1 must hold in balance the sense of t he
necessity of struggle, the conviction of the
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inevitability of failure and still the deter-
m nation to succeed - and npbre than these,
the contradiction between the dead hand of
the past and the high intentions of the
future” (qtd. in Howard: 1972, 83).

Though Stein herself did not belong to any literary group,
her identity, both as an expatriate American and a witer affirns

her relationship wth these witers. Mst notably, one of her

rul es of conposition, "begin again and again" plays on the thene
of loss and gain. This was to remain a life-long pre-occupation
with her. In an interview that appeared in the New York Times

Magazi ne, she says,

"I have been asked are the young nen of this
war after the war is over, are they going to
be sad young nen. No | do not think so. And |
do not think so for a nost excellent reason,

they are sad young nen already, if you are
sad young nen then there is a fair chance
that life will begin at 30 instead of ending

at 30. And | think nore or less that is what
Is going to happen to this generation..."
(Stein: 1945).

This is no naive presunption on Stein's part. She is in a
sense witing her own (as well as her age's) history. By bringing
in the phrase "sad young nmen", in what cannot be considered
ot herwi se except as a tactical gesture, Stein is actively trying
to regenerate/create the sensibilities of the "lost generation”
which was originally her own "generation".

Stein's relations with this series of young witers witing
in the twenties (Hem ngway, Faul kner and many others anong them
establ i shed her both as a nodernist witer and as a nenber of the
avant-garde (It earned for her the title of "Mot her Goose of
Mont par nesse") . Her particular node of vision +that made her
experinment wth words was something that many of these writers
found to be useful. For restless story tellers 1|ike Hem ngway

and Sherwood Anderson, the fact that she had already done this

with writing was itself enough attraction. Her nodel served the
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age all the way through.

She herself explains this in The Autobi ography; "CGertrude

Stein never corrects any detail of anybody's writing, she sticks
strictly to general principles, the way of seeing what the witer
chooses to see, and the relation between the vision and the way
it gets down. VWhen the vision is not conplete the words are
flat, it is very sinple, there can be no m stake about it, so she
I nsists" (Stein: 1962, 202).

The publication of The Making of Anmericans (1925) coi nci des

with the initiation of Stein in the role of a literary nmentor to
this group of younger writers(Hem ngway, Fitzgerald, ElIIliot Paul,
Eugene Jol as, Ford and others). After a nunmber of trials to
publish the book in full form Stein consented to bring it out as
a serial in the "Transatlantic" whose editor was Ford. The node
of the novel Is something |like a nodern saga, its "history"
conmprising the whole of Anmerica as a "famly" (The sub—title the
text offers is "Being a History of a Famly's Progress"). Howev -
er Stein's anbition also to realize and possibly exhaust the
whol e of humanity sets the novel apart from other Anmerican saga
narratives published within the sanme decade such as Faul kner's

Sound and The Fury (1929). Traditionally, a "history" would be

written in a linear fashion. The history of a "famly" noreover
demands adherence to sone chronol ogical order within the narra-
tive. The word "progress" would indicate | ogical and coherent
devel opment in plot, character etc. Though it m ght not seem so
in the beginning, the crucial word in the sub-title is "being",

for it re—defines all these subsequent terns. The Making of

Americans plays with all these conventi ons. In the seven sec-

tions wthin the text, Stein departs from her set intention to
tell the "story of a famly" (in the literal sense) any number of

times to a prolonged rendering of individual human bei ngs. (or



the type the> belong to). The novel also deviates from the norm
of giving a conplete history of each inportant individual char -
acter. (For exanple, we cannot know when Martha Hersl and and
Al fred Hersland died, though we are told in the concluding sec-
tion that each one sonmetime then cones to be a "dead one"). While
giving their individual "histories" Stein concentrates only on
the "tinme-sense” within them and how it determnes their reality.
The relations each one has to various others at different periods
in a |ife—+inme are described in terms of having an "inportant
feeling" because of somebody or sonmebody deriving an "inportant
feeling" out of doing sonething in "famly living" (for exanple,
Julia Dehning's marriage to Alfred Hersland). This aspect of
each individual's "real" history contributes to the "fiction." of
famly |iving.

From all this,one can see how The Making of Anmericans,

t hough still a novel about America and concerned about the
"indi vidual *, differs remarkably from the traditional Amer i can
famly saga. In fact in trying to nmove away from the tradition,
its concern is to re-wite the genre. The next chapter will deal
with the period of the novel's actual conposition, the directing
principles that refigured it, and the evolution of "time-sense!

I n each character in the latter drafts. The Making of Americans

pre—figures the successes and failures of Stein's personal odys-

sey as a nodern writer/human bei ng.
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1.

Not es
Paul Cezanne (1839-1906). His fanous paintings include a

view of "Mont Sainte-Victorie" and "The Card Pl ayers".

Stein talks about her residence 27 Rue de Fl eurus In the

Aut obi ography of Alice B. Toklas (1932) at consi derabl e

| ength, especially in the chapter titled "1907-1914".

For an interesting analysis of Stein's works from this
peri od, | ook at the chapter titled "Landscape"” in Marianne

DeKoven's A Different Language: Gertrude Stein's Experinmen-

tal Witing. (Madison: University of Wsconsin Press, 1983)

112-147. DeKoven | ooks at Stein's "landscape" witing in
these ternms: "... Stein begins to re—espouse other conven-
tional literary values in this period as well. As a nmode of
writing, "l andscape” is premsed precisely on this re-
espousal of continuity and cohesion wthout concomtant

return to clarity, order, coherence. Therefore, we can take

experimental incoherence as assuned, and claim that the nore
power f ul the node of cohesion in a piece of "l andscape”
writing, the nore successful that witing is. Themat i c

center is a powerful node of cohesion" (131).
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CHAPTER ||
" BEGI NNI NGS"

The story of The Making of Anmericans which Stein took nine

years to conplete (1902-1911) is one of successive beginnings.
Am dst variegated influences, as Richard Bridgman suggests in his

book Gertrude Stein In Pieces (1970), there was a strong autobi o-

gr aphi cal intention in her work, at least in the earlier drafts

of the book (conpleted during 1902-1906). Very little of what

happened to her during the witing of these initial drafts is
omtted in the "Notebooks"”™ which she kept at this tine. Conse-
quently very little escapes the attention of the reader of these
"Not ebooks".

By 1902, Stein had concluded her disastrous affair with My
Bookst aver. Finding little that she could do in Anmerica that
woul d be of any interest to her, and being "sad with longing and

sick with desire” (as she describes Adele in Things As They Are,

she fled to Europe to join her brother, Leo, at his residence in
Pari s. Stayi ng here, she encouraged himin his pursuit of a
career as an artist.

Here she began keeping "notebooks which gradually accunul at -
ed the menories, observations, quotations and story material”
that nmade the book. Description, of various human beings and
their types was fast becom ng an obsession wth her. Wi | e

attenpting this,she fell back to the |anguage of psychology that

she had acquired from WIliam Janes. In the chapter titled "The
Stream of Thought” in his book The Principles of Psychol ogy
(1983), James concludes with regard to human consci ousness that

"no state once gone can recur and be identical with what it was
before” (230). The idea of repetition which was to beconme
l nportant in Stein's work in due course is found enbedded in this

assertion. Repeated reactions of sameness related to objects
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makes an individual corroborate in hinself the notion of reality

In the past, present or future.

Further James says that the object of our thought is its
"entire <content or deliverance" (275). This equates the con-
tent'’ of the thought with its expressive form The object of

every thought is "neither nmore nor |less than all that the thought
t hi nks, exactly as the thought thinks it, however conplicated the
matter, and however synbolic the manner of thinking my be "
(276) . This devel opnent recorded in James is reflected in
Stein's love of "exactitude".

Janmes contends that the human perception is based upon what
he calls "selective industry", (286) . He says that our con-
sciousness "is always interested nmore in one part of its object,
than in another, and welcomes and rejects, or chooses, all the
while it thinks" (284). Janes extends this thesis to the fields

of art and norality: "The ethical energy par excellence has to go

farther and choose which interest out of several, equally coer-
cive, shall beconme suprene... his choice really lies between one
of several equally possible future characters " (288). In the
| ong run, Stein found such a notion of "character" based wupon
selective attention to be untenable with the expression of reali-
ty, even though she was initially attracted by the assunption.
For all practical purposes, James' idea of "selective attention”

furnished the cause and the reality of human consci ousness. Janes

al so says that "thought may, but need not, in know ng, di scrim -
nate between its object and itself. (275). The view that the
obj ect of the thought is also the form while it qualifies the
t hinker to some extent, does not exclude the possibility that
such attention mght indeed be free of any further determ ning

characteristics outside the thought itself. Thus Stein found a
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way out of the entirely behaviouristic inmplications of "sel ective
attention", as a way of characterizing individuals, by sinply

observing the indeterm nacy of attention at l|east in sone.

I n the beginning she straggled to cone to terms with "human
conflict"™ through personalized narrative as in Things As They
Ar e. However the result of this effort was far from cathartic,

for Stein tries to attain objective distance minly through
"unsorted material". What she instead achieves is a literary
post —ADrtem of her affair with May Bookstaver. At the same tine
she provides the necessary enphases for her later work in Things

As They Are while describing the triangular |ove of her three

char acters. Descri pti on would be of paranount inportance to her
work for at |east a whole decade.

The date of commencenment of her witing of The Mking of

Americans is of crucial inportance. For as Leon Katz suggests in

his introduction to Fernhurst, Q E. D. and Other Early Witings

(1971), if the book was begun during her stay in England in 1902,
this was the interval between her break-up with Bookstaver and
her later decision to go and stay wth her Dbrother at Pari s.

This date, as Katz is quick to observe, establishes The Making

of Americans as a text preceding either Things As They Are (1903)

or Three Lives (1906-7). The trip that Stein nmade to Anmerica in

February of 1903 gave the decisive and final turn to her rela-

tionship with My Bookstaver. |t was decisive because it gave
Stein sone sustainable insights into human character. As kat z
records, Stein soon after reaching there had written "we have
just gotten into position". Katz points out that thus" the ter—
rain of which Stein had caught a nmere 'glinpse' at the very

begi nning had finally becone her daily habitation" (Katz: 1971,
XX) . However Stein's attenpt at resuming their relationship on

t he basis of her new insight failed. It only led her to the sad



realization that "their pulses were differently tinmed" (Katz:
XX) .

This inclination toward character description that Stein
felt here is the first evidently recorded account of it since the
conpositional thenes she did while at Radcliffe. The traces of
James' thinking can be detected in the manner Stein chooses to
express the principle behind her witing. "Conposition" and
"time-sense" which formthe axes of her witing are terns rel ated
to the concept of "duration" which can be found in the chapter

"The Perception of Tinme" in The Principles of Psychol ogy. Janes

calls "The wunit of conposition of our perception of tinme" as

duration; "... It is only as parts of this duration block that

the relation of succession of one end to the other is perceived.

W do not first feel one end and then feel the other after it,
and from the perception of the succession infer an interval of
time between, but we seemto feel the interval of tine as a

whole, wth the two ends enbedded in it" (610). The i ndividual

expression of each one's "tine-sense" which Stein evolves in the

first section of The Making of Anericans parallels this concept

of "duration" in Janes.

It is significant that Stein referred to The Mking of

Ameri cans variously as "the long book", "the old book", and "the

book about Anerica", suggesting inprovisation both in terns of
theme and nethod over the nine-year period when she wundertook
this anbitious project. These labels on the one hand reveal
Stein's reluctance to talk directly about the book that cost her
the maximumin terns of effort,tinme and perseverance, and on the
ot her hand of the uncertain nature of the anbition itself.

These facts and inferences that sustained interest in The

Making of Anericans for the audience, also open up the question
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of where its significance lies. Mllarnme once said, "A poem is

made of words". Taken in that sense Stein's novel The Making of

Anmericans is a long prose-poem it seeks a uni queness of expres-

sion in a repetitive present. The connection that one can draw
bet ween the poem that Ml larnme visualizes and the particular Kkind
of expression one finds in Stein's prose is one of deliberate-
ness. Witing 1is a conscious activity. Wat appears as its
| ogic can actually be dictated by an outside necessity, I n which
case the words thenselves are supplied from the outside, and
thereby wused for secondary purposes; or the logic is self-
supplied in which instance witing becones nore exciting, because
then the word is sinply the witten word and has no other
val ue/reference that stands investigation. The second Kkind of
witing leads to an inherent paradox. Such witing tends to gain
an "abstract" color when words are used in their own right (" Any
one can go on not doing sonething" p. 402), even though in actu-
ality it is an attenpt to relate words to a condition of intense

"materiality".

In The Mking of Anericans, where Stein gives us a broad

sanpling of various types of human beings, the witing is of the

second ki nd. Things like identity and history are presented
because they are seen as being inmportant for writing. Li vi ng
makes for a confusion between the "insides" and the "outsides".

Love, marriage and "famly Living" are highly inmprobable though
significant ganes that people play with each other. Stein says

at the beginning of the novel that:

"we need only realize our parents, remenber
our grand parents and know ourselves and our
history is conplete" (3).

Yet what ironically conpletes this history is its very inproba-

bility because:
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"W all begin well, for in our youth there is
nothing we are nore intolerant of than our
own sins wit large in others and we fight
them fiercely in ourselves: but we grow old
and we see that these our sins are of all

sins the really harm ess ones to own, nay
that they give a charmto any character, and
so our struggle with them dies away" (3).
The seven sections in the novel, where Stein proceeds to
give individual histories of the "famly living" (I — "The Deh-
m ngs and Hersl ands", Il - "The Hersland Parents,” IIl - Ms.

Hersland and The Hersland Children"”) and later of each one's
"bei ng” (I1v - "Martha Hersland", V - "Alfred Hersland", \
"David Hersland") can be read in terms of achieving a bal ance
bet ween the prom nence of beginning and this sense of futility.
The final section titled "A History of a Famly's Progress” re-
echoes the novel's original anmbition stated in the sub-title as
under st anding the progress in "famly Iliving".

The uncertainty of tone and purpose that Stein displayed in
talking about it during its conposition belies the ring of con-
viction that alnost singularly characterizes the book, even into
its lengthy digressions. This is true except for certain pas-
sages Wwhere indications of initial cynicism towards the project

can be found in a reconsidered fashi on.

"1t Is a very strange feeling when one is
loving a clock that is to every one of your
class of living an ugly and a foolish one

or you like sonmething that is a dirty thing
and no one car. really like that thing or you
wite a book and while you wite it you are
ashamed for every one nust think you are a
silly or a <crazy one and yet you wite it
and you are ashamed, you know you wll be
| aughed at or pitied by every one and vyou
have a queer feeling and you are not certain
and you go on writing." (282).

The cynicism revealed in these lines is related to an earli -
er "listening" to criticism |leveled against the self - with the

qualities ascribed to its choice being "ugly", “foolish",
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"dirty", or "crazy". The problem thereof is in the self Dbeing

| ooked at variously as sonething to be "ashamed of", "l aughed
at ", or "pitied by" every one. The difficulty presented for
witing is nmet with by overcom ng there problematic assunptions

or in the formof that overcom ng.

One is not intrigued, hence, by the question as to what
really made her write, for as it comes out clearly here, witing
was "primtive |ove" for Stein and all our |oves are at one |evel
little nore than rationalizations.

The question that one can ask is what led her to begin

"again and again" with The Making of Ameri cans. Stein's claim
about the novel "being a history of a famly"s progress” S
evidenced in the interesting anecdote at the beginning of the
novel , which |ooks like a bare recording of facts, suppressi ng

all the nel odranma:

"Once an angry man dragged his father along
the ground through his own orchard. ' St op!’
cried the groaning old man at last, 'Stop!' |
did not drag ny father beyond this tree"

(3).

Hi story is here being re-nenbered and enacted al ong personal

lines. ldentity is given only as a relation in age —the individ-
uals are a son and a father and a son again. Ildentity 1is again
"dragged”" into the picture in the phrase "his ow orchard".
There is an element of "lived" identity that is enphasized here.

One can see a parallel developnent between the nunber of

exi sting drafts (conposed during the years 1902-1911) of the book

and changes achieved in the "unsorted material" wthin each
successive draft. For exanple the very terns that Stein uses to
| ocate the significance of beginnings change. To quote from an

earlier draft:
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"No, It is not for need of strongly featured

out - of -doors that we use the old world, itis
for an acconplished harnmony between a people
and their | and, for what understanding we

have of the thing we tread, WE the children
of one generation. However let us take com

fort, begi nnings are inportant nay to our
nodern world nore inportant than fulfill ment
and SO we go cheerily on wi t h our

story"(138).
These beginnings take an unrecognisable form in the final

draft that was finished in 1911:

"And so since there is no other way to do

with our kind of thinking we wll make our
elders to be for us the grown old nen and
wonmen in our stories, or the babies or the
chi |l dren. W will be always,in ourselves,

the young grown nen and wonen. And so now we
begin, and with such nen and wonen as we have

old or as very little, in us, to our think-
i ng" (6).
There is but little choice. Having acknow edged the necessi -

ty of beginnings, Stein refuses to take "confort" from them in an
"Important” way to "go cheerily on with our story". She shifts
the focus so that in the place of "an acconplished harnony be-

tween a people and their |and" we have "our elders to be for us

the grown old nen and wonen in our stories", with whom "we
begi n".

Stein begins the novel with the first generation of people
who have cone from Europe, but the "living" of these people also
In a sense begins in America. She tells us that she is beginning
to describe the beginnings of these people which were real to
them and hence to her also. There is a struggle not to take the
reality of their beginnings for granted for herself and in order-
not to do so, she "uses everything", which is still in consonance
with her liking to do it. This is evident in the caution she

expresses with regard to Julia Hersland.

"And so those who read nuch in story books
surely now can tell what to expect of her,
and yet, please reader, renenber that this is
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perhaps not the whole of our story either,
neither her father for her, nor the [living
down her nother who is in her, for 1 am not
yet ready to take away the character from our
Julia, for truly she may work out as the
story books would have her or we may find all

different kinds of things for her, and so
reader, please renenber, the future 1iIs not
yet certain for her, and be you well warned,
reader, fromthe vain—glory of being sudden

I n your judgenent of her" (14).

For one still runs the risk of using up everything as in the
case of David Hersland- Here the struggle is still there but it
I's subnerged in the inportance of begi nnings al one:

"He was strong, then in beginning, he was
strong in fighting, he was always changing,

he was very strong in fighting. In his busi-
ness I|V|n%_th|s came out in him it cane out
|

in himin s ways of eating, in his ways of
doctori ng, i N hi s mazs of educati ng
children... To the end of his business living

he had in hima big beginning..."

The size of the book grew in proportion to Stein's continued
Interest in human bei ngs. Keeping close to beginnings yet, Stein
makes a map of individual character-types. However nowhere does
she furnish their characteristics with regard to specific details
of dress, |anguage, custons etc. No definite information is given

concerning such things. Cive Bush suggests that The Making of

Anericans 1is "theoretical biography". Instead of <creating fic-

tional characters, that lend stability to her novel, Stein nmakes
provi sional (independent/dependent, dependent/i ndependent) cate-
gories for understanding the being "comng out of" people. These
categories though arbitrary by thensel ves, nevertheless supply
the basis for grounding her interest in human beings. Her | anguage,
thereafter, shifts itself onto this main tragectory of her inter-
est - towards an expression of their "bottom being". Any addi-
tional associative words are few and far between. WIlliam Janes
(in the chapter "the Stream of Thought") makes it clear that

consci ousness IS
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"Iinterrupted and continuous,in the nere tinme-
sense of the words. But in the other sense
of continuity, the sense of ©parts being
inwardly connected and belonging together
because they are parts of a conmon whole, the
consci ousness remains sensibly continuous and

one" (238).

Seen this way,the principle "begin again and again"” In
Stein's conpositional practice resolves this apparent paradox,
which s a fact of each individual consci ousness. Begi nni ngs
assume significance in relation to l|iving/being. For ot herwi se:

"To be ourself like an old man or an old
woman to our feeling nust be a horrid |osing-
self sense to be having. It nust be a horrid
feeling, | i ke the hard |eaving of our sense

when we are forced into sleeping or the
comng to it when we are just waking" (6).

Begi nnings have to be taken into account not only from a
t heoretical interest in her work, but even from the aspect of its
maki ng itself. A lot of ground can be covered in ternms of under-

standi ng The Making of Anmericans if one investigates the various

begi nnings in Stein's life and work. In a sense one is presented
with many makings in ternms of drafts and revisions. Each of
these drafts, seen in a series of beginnings, is stronger than
the wearlier drafts, and does not |eave out anything. It is true

that Stein's own efforts are akin in spirit to those of David

Her sl and's "big begi nning". At the same time, she again ensures
that each of these beginnings in various drafts is towards 'a
gai n". Specifically, Stein was fighting against failure and this
fight tool the guise of a new beginning each tine. Failure
expressed itself as "loss" or confusion to her "literary think-
I ng" Here also there is a struggle but the struggle is not
related to, or does not lead to, any specific beginning. In writ-

ing the history of Martha Redfern, Stein makes it out as a | o0ss
I n her protagonist's |iving:

"Martha Redfern never understood what had
happened to her. In a dazed blind way she



tried all ways of breaking through the walls
t hat confined her. She threw herself against
them with inpatient energy and again she
tried to destroy them piece by piece. She
was never quite certain whence canme the bl ow,
how it was dealt, or why" (263).

This is partly so because "a beginning of a description of
the being in Martha Hersland as beginning" (230) does not illus-
trate "whether Martha was the kind of them having attacking as
their natural being, the kind of them having resisting as their
nat ural being" (233) .

In the many beginnings in Stein's witing the |oss/gain of
self/identity in very definite terns is readily made avail able
for investigation. What one nust be prepared to encounter if one
wants to understand sonething at all costs, is the inevitability
of many begi nnings. And Stein knew this. Someti mes, however, I n

t he absence of wunderstandi ng, beginnings become a drive towards

desper ati on. For exanpl e, In spite of the fact that Martha
"al ways commenced again and again for Martha was full up with
desiring beginning" (233). "... it came very nearly being certain

that she would not be succeeding in living but she mght have
been succeeding in living" (275).
In a sense Stein draws attention to the literary enterprise

itself in The Making of Anmericans, as in her later non-fictional

prose |ike "Conposition As Expl anation". Theoretically begin-
nings are necessary for witing. However any beginning 1is not
possible in practise, unless there is an earlier beginning even

t hough that begi nning contained only an expression of conf usi on

within the self or an escape from the self. What characterizes
such beginnings 1is their indeterm nacy. Each such begi nning
avails of experience still in all its manifold possibilities.

For Stein clearly, this demarcates the basic prem ses of writing.

In this context, one can cite the French theorist G || es Del euze



to provide a parallel. Here too, any significance writing may
have is shown to be only relative and not absolute.

"Witing is a question of becom ng, al ways
I nconpl et e, always in the mdst of being
f or med, and goes beyond the matter of any
| i veable or |ived experience... To become is
not to attain a form (identification, imta-
tion, Mmesis) but to find the zone of prox-
imty, indiscernability, or undifferentiation
where one can no |onger be distinguished from
a women, an animal, or a nolecule- neither
| npreci se nor general, but unforeseen and
non—pr eexi stent, singularized out of a popu-
| ation rather than determned in a form..

rat her than acquiring formal characteristics,

he enters a zone of proximty (Deleuze: 1997,

225, enphasis added).

Del euze alludes to Bergson to point out that the fabulating
function (in witing) "attains these visions, it raises itself to
t hese becom ngs and powers” —thereby the witing is pushed to

an outside or reverse side that consists of visions and Audi -

tions that no |onger belong to any | anguage” (230). Stein's

efforts in beginning again and again can be understood precisely
in terms of attaining such a "zone or proximty".

One can cite an early exanple of a beginning that expresses
confusion within the self fromher "Radcliffe Themes". 1In a piece
titled "In the Red Deeps" Stein makes her character Hortense

voi ce her anxiety in the follow ng manner:

"As she passed out of the quiet retreat, t he
east wind struck her, and increased the
tumult in her soul. "I will walk it down' she
said aloud. 'l nust escape fromnyself'. She
started up over the hill at a quick pace, but
even that did not satisfy her, faster and
faster she went, panting as she clinbed the
steep hills, but utterly oblivious of her
bodily strain, anxious only to escape from
self" (141).
The nmovement here is expressed in the physical action of
climbing up a hill. Hortense seeks freedom in the outside world,
1
t hrough a frenzy that is ultimately sel f—defeating. In con-

trast, Stein adopts a different strategy in The Making of Anmeri —
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cans where the nmovenent is "internalized" and absorbed within the

manner of seeking a new begi nni ng. This is so because here the
stakes are acknow edged, retained,and hence realized for what

they are worth:

"W flee before the disapproval of our cous-
I ns, the courageous condescension of our
friends who gallantly sonetimes agree to walk
the streets with us, fromall them who never
anyway understand why such ways and not
others are dear to us, we fly to the kindly
confort of an older world accustomed to take

al | manner of strange forns into its
bosom .." (20).
Once a begi nning has been nmade somewhere else, it makes for

a difference. Reconciliation is sought with one's difference in

the form of "the kindly comfort of an ol der world" i nstead of
subjecting one's self to "bodily strain” which paradoxically
proves to be inadequate. Such a beginning indicates a re—vision-

ing of earlier beginnings, as a nethod of approach of arriving at
definite expressions of loss/gain in terns of identity—relations.
In this instance there is a definite "gain" in the adoption

of an older world accustoned to take all manner of strange forns

into its bosom' for it follows upon the lanment that singularity
"I's as yet an unknown product with us" (20).

Stein considers "custonl, "passion" and "a feel for nother
earth" the three things necessary to breed vital singularity in

any man. Thi s singularity" looked at with regard to Stein's

expatriation, converts its own principles into those of her
writing.

Flight in this context is not in order to escape reality but
to re-vision or make a new reality. To quote Del euze agai n, "To
write 1is also to become sonething other than a writer. To those
who ask what literature is, Virginia Wolf responds, to whom are

you speaking of writing? The witer does not speak about it, but



I's concerned with sonmething else" (230).

Stein realized that the difference ("queerness") is possible
only if it is made explicit through its beginnings in "tinme and a
certainity of place and nmeans"(the aspects of its "making" so as
to speak). Until then it is not nade known. The difficulty
i nvolved in these beginnings is this, for it also involves sinul-
t aneously the necessity to begin "a gain" through witing.

This again takes tine. For Stein's intention of beginning a
gain 1is directly manifested as 'beginning again'. Mre and nore
while witing, Stein, has to "repeat" her own attending to the way
“al | of them are al ways repeating themselves" to make out their
"difference".

The gain that one can achieve in this manner is a conplicat-
ed one. "Making" to be seen in these terns involves creation as
wel | as the process of creation. Stein tal ks about this mak -

ing" in "The Gradual Mking of The Mking of Americans":

"When | was up against the difficulty of
putting down the conplete conception that I
had of an individual, the conplete rhythm of
a personality that | had gradually acquired
by listening seeing feeling and experience, |
was faced by the trouble that | had acquired
al | this know edge gradually but when | had
It | had it conpletely at one tinme... And a
great deal of The Making of Anmericans was a
struggle to do this thing, to make a whole
present of something that it had taken a
great deal of time to find out, but it was
whol e there then within ne and as such it had

to be said" (249).

The practical constraint expressed here (wth regard to the
limts of human nmenory and the passing of tine) epitom zes the
probl em of begi nnings for Stein. This al so creates the necessity
for the "time—-sense" in each individual as sonething to be "read"
— as a basis for the possible 'availability' of beginnings.

For all these reasons knowing a gain is again a problem and

demands constant re-visioning. The medium being the witten word,
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re-vision 1is tied up to the question of form As Randi Koppen
says, Stein's aesthetic aimlies in setting up" precise, intimte
and unnmedi ated contact with the object of attention and with the
noment it occurs" (Koppen: 1997, 797). To support this claim he

quotes from Stein's Narration:

"How do you know anything well you know
anything as having it conpletely in you at
t he moment you have it. That is what knowl -
edge is, and essentially therefore know edge
IS not succession but an immediate existing"
(30 .

The implication is that any know edge that cones as succes-
sion is appropriation. In the absence of succession, begi nni ng
"again and agai n" becomes inperative for knowing and thereby the

only way in which witing can proceed.

Koppen goes into nuch detail to explain "an aesthetic of
significant forn in Stein's work. He suggests that Stein's
difference lies in her concern "with a relation between subject
and object as constitutive of 'know edge' (801). This relational
difference is what her form seeks to establish. The gain cones
through altering the terns of experiencing 'know ng'. These

terms are actively re—visioned in every beginning in her work.

This nmovenment toward "an aesthetic of significant fornml (by ex-

tendi ng Koppen's argunent) I's a necessary ideal that gave a
vision to each of the beginnings in Stein's work. As she records
it

"It is very clear to ne and to ny feeling, it

is very slow in developing, it is clear now

in witing, it nust be done now with a slow

description" (217).

"This is then a beginning, always then there
I's some wi nning know ng. Sonmeti me perhaps it
will be clear in some one the know ng. Sonme-
time perhaps it will be clear in sone one,
this being in any one, always then there is
some wi nni ng know ng ... This is then again
a beginning" (223).
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Stein's anmbition towards "winning know ng" si mul t aneously
seeks expression in witing. However there is no perfect co-

rel ati on between "w nning know ng" and each successive begi nning

t hat she made in her writing. This is not to say that they are
I ndependent of each other, but as | have tried to show above,
both are bound by a third question, that of form " For ni' as
Randi Koppen defines it, is "the '"mark' of aestheticism of art
and artifice, and nay be understood as the condition which at
once produces and wi thholds nmeaning" (Koppen: 798). To put It

more sinply, there is nothing pre-existent about form It has at

| east three identifiable conmponents to it in all normal circum
st ances (in writing) — the linguistic, the spatial and the
t enpor al . Something is said to possess a form (a cube, a sen-
tence) only if it fulfills at least two of the three above-nen-
tioned specifications. It gains an identity only through form
(even a dot or a straight line for that matter occupi es space and
time).

"ldentity' has two nutually interdependent conponents in it.

“1d, signifying a flight arranged on the pleasure principle in
‘entity' — the fact of existence, being. Stein seeks to give
expression to both these elenments in her writing. The fact t hat
being 1is not a non-entity (even when it seeks expression only
through 'id') forces one to make a begi nning.

I n begi nnings, 'id and 'entity' are in an unequal rel ation

to each other and this conflict can be resolved only formally

(the driving question behind Stein's work was "How can anything

be different fromwhat it is"). Form is the significant i nk
bet ween id and 'entity' of being and the nmking of t hese as
“identity' in witing. As Stein would often |like to say, What is
strange is this", Form is also the liberating agent t hat
creates identity. Ildentity once determ ned can exi st even when
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faced wth non-being through the form that gives expression to
such a state:

"Any one can cone to be one con ng
not to be going on being |iving".

"Any one' can still retain their "any one"-ness once the possi-
bility of non-existence has been given expression. Thus "any
one" ness is a gain that one can formin terns of identity rela-
tions. Here one begins a circular gain between existence and
non- exi stence: "... can conme to be comng not to be..."

"Any one can cone to be one comng not to be

going on being living, in a famly [living,

any famly living can then have been sonme-

t hing been existing" (411).
"Any one' as an identity relation conmes to be a significant gain

when one bears in mnd the fact of Stein's expatriation. This is

the fruit of Stein's constant "labour” with the "materiality of
| anguage" after having declared herself a stranger to it. ( Randi
Koppen: 804) . Regar di ng her expatriation, however, Leon Katz

notes in his introduction to Fernhurst, QE. D. and Oher Early

Witings (1971) that "the notebooks and her letters of her first

nmonth in Paris —in fact of her first four years there — suggest
that Stein underwent a period of the nost rel entl ess despair,
surrender of anbition and psychol ogical disorientation" (xxiX).

Fer nhur st . witten in 1903, was later revised and i ncluded

in The Making of Anmericans as an episode in the life of Martha

Her sl and. This passage (witten in 1908) can be cited as evi-
dence of Stein's constant "labour”™ with her material and her gain

from retrogressive beginnings.

"Categories that once to sone one had real
meaning can later in that same one be al

enmpty. | t I's queer that words that neant
something in our thinking and feeling can
| ater come to have in them in us not at all
any nmeaning ... There is ... so conplete a
changing of experiencing in feeling and
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thinking, ... that something once alive to

some one is then completely a stranger to
that one, the meaning in a word to that one
"the meaning in a way of feeling and thinking
that is a category to some one, .. ..these
then come to be all lost to that one some
time later in the living of that one” (Katz:

XXXVI).

This conposition of reality that Stein attenpts through the
materiality of |anguage is fully realized only in the final chap-

ter of The Making of Americans, where she is able to express a

specific gain in identity—+elations through the expression any

one

In this chapter (witten in 1911) the beginnings Stein
had made earlier with her descriptions covering psychol ogical
types in words are clearly evolved as literary gains. "Any one
has come to be a dead one.”
The gains in identity relations, thus seen are hence Iliter-
ally far-fetched from their real beginnings:
"o some then have a little shane in them

when they are copying an old piece of witing
where they are using words that sone tine had

r eal meaning in themto the feeling and
t hi nking and inmagining of such a one. Often
then | have to lose words | have once been
usi ng, now | comence again with words that
have meaning, a little perhaps 1 had forgot-
ten when it came to copying the nmeaning in
some of the words | have j ust been
writing ... now to begin a description of
philip Redfern and always now | wll be using
words having in ny feeling, thinking, imagin-

ing very real neaning"” (Katz: xxxvii).
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Not es

The "frenzy" is related to the character's sense of time and

the necessity for a progressive evolution. A useful I nsi ght
can be obtained from Richard Coe's analysis of technique in
his book Sanuel Beckett: "Narrative is unsuited to non-
| i near | anguage, it does take several words to tell a story,
and they therefore "take time"; this is what accounts for
the frenzy in Faulkner, the anxiety in Beckett, and the

assurance in Stein" (17).(qtd. in Kawin: 1972, 129-30n.)

46



CHAPTER 111
"ORDERI NG': DESCRI PTI ON I N THE MAKI NG OF AMERI CANS

In the previous chapter | |ooked at "beginnings" in Stein's

The WMaking of Anericans as a useful way of arriving at a knowl -

edge of identity-relations in her work. There | sinultaneously
made an attenpt to show possibilities of assessing the inportance
of her expatriation to her work (in ternms of her conpositional
principle "to begin again and again"). | tried to show sufficient
justification for exploring this nodel by drawing wupon Stein's
affinity towards Anerica during her expatriate years. She ex-
pressed this in her work and also in the lectures she gave on her
1934 tour of Anerica.

The present chapter will deal with the "nmethod" of conposi-

tion in The Making of Anericans. Over the past three decades this

novel has generated a considerable amount of critical attenti on.
Detail ed analyses of the text have been pursued from various
angl es by scholars involved in Stein criticism To mention only
a few good and reliable studies here, | would include Leon Katz's

analysis (in his essay "Wininger and The Mking of Americans

(1978)) of the influence of Otto Weininger's book Sex and Charac-

ter upon Stein's thinking about human types. This essay argues
t hat the reading of the book in 1906 brought about definitive
changes in Stein's earlier assunptions about human types. Kat z
whil e doing so also takes into consideration the extensive notes
that Stein made of this book. Anot her wusef ul and interesting

nodel for analysis is the chapter on The Mking of Americans in

Ri chard Bridgman's book Gertrude Stein In Pieces (1970). Bridg-

man - adopts a perspective which integrates autobiographical
facts wth textual problens to gain new insights. A third work

Is Lisa Ruddick's Reading Gertrude Stein (1990) whi ch cont ai ns

exhaustive psychoanalytic and femnist interpretations of Three
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Li ves and The Mking of Anericans. This book shows Stein's adher-

ence to Janesian psychology in her Three Lives (1909) peri od. | t

al so shows her break from it in The Making of Americans (1911-25)

decisively toward "repetition" and di scusses what it stands for
I n Freudi an and psychoanal ytic terns. The book while it stretch-
es the analysis to its logical conclusion within its framework,
also clarifies beyond doubt the transition in Stein's vision and
met hod from an '"exact description of inner and outer reality" I n

"Mel anctha" to "repetition" in The Making of Ameri cans.

Anot her recent critical study worth nmentioning is Ellen E.

Berry's book Curved Thought and Textual Wanderi ng; Gertrude

Stein's Post Modernism (1992). It analyses and critiques the
shortcom ngs of at | east two interpretations that provide a
possi ble tool for reading Stein. One is the modernist judicial

pl ot of "struggle" against the father which is put forth by the
fem nists. The other is the post-—npdernist relational pl ot  of
"escape" from the law to an "intersubjective space of perfect
mutual i ty". Both these 'plots" are taken to be productive and
enabling narratives. Yet the book says that they are confined

within a metanarrative logic that precludes the energence of

'sites of difference — points of resistance to that evolution
wi |l disappear' . The problem as the book recogni zes, arises out
of inmposing an interpretive cods: "how to speak difference with-

out returning through and to "an econony of the same".

The book suggests possible ways of reading Stein's works
which "nove beyond m nmetic norms and fornms in fiction" in terns
of specifically evolved "reading noments". |In order to tackle the
difficulty of these works directly, the attenpt is to understand
them as writings that seek "non—eppositional fundanent al differ—

ence" (in Cixous' terms).
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An awareness of these critical stances has been i ndispensi-

ble to my understanding of The Mking of Americans. M discussion

of Stein's nethod in this chapter is essentially limted to three
aspects of nmutual significance. These include |ooking at Stein's
views about plot, character, and reality, categories of |inpor—
tance in the nineteenth century. She tales each of these catego-
ries into account in her non—fictional prose, for exanple in

Narration (1936) and in "Conposition As Explanation" (1926) .

This is within the context of her clains about plot and narrative
sequence in writing.

Secondly, my aimis to consolidate the frame work that | had
earlier investigated (in "Beginnings") for defining the scope of
her nethod. The "any one" space that she achieved is significant
in the light of |ocating the significance of begi nnings, as wel |
as in changing the descriptive reality in her conposition. Thi s
makes the twn poles of her conposition with regard to realizing
for "everyone" their "last touch of being in history" and to
description as a goal in itself. Both configure the kind of plot

visible in The Mking of Anmericans.

The third function of this chapter would be to provide a
rewor kabl e vocabulary to understand the connection that Stein
makes between wrting-description-listing (in "Conposition As
Expl anation".) Here 1 borrow from the theory of | anguage/writing
t hat Foucault attributes to Borges' classification of animals (in

the introduction to The Order of Things) which is in some sense

anal ogous to the theory behind Stein's "lists". Listing hel ps her
to change the conventional narrative order into one of repeti-

tion.
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In witing The Mking of Americans where she tells the

history of a famly's progress in seven sections. Stein el abo-
rated upon the conpositional principle of a "continuous present"”.
The idea is connected with her conplex views about narration. | n

order to make a conceivable beginning she fought to beat the

ni neteenth century back to its literary grave. She discovered
the "time-sense" in the conventional narrative to be of no use
for her purposes. Eased upon this discovery, she sought to alter
t he necessity of beginning, mddle and an end in writing. Stein

speaks about this difference in Narration:

"Narrative has been the telling of anything
because there has always been a feeling that
something followed another thing that t here
was succession in happening (18). ...the
narrative of today is not a narrative of
succession as all the witing for a good many
hundred of years has been" (20).

Stein takes the two fundanental elements that constitute the
conmpositional reality nost obviously, "time" and "expression" and
re-orders the hypothesis. These two things served her while

witing The Making of Anmericans in an inportant way. Thr oughout

the novel I nstead of concentrating upon the plot or a single
character, Stein's effort is to create in terns of "specificity"
while describing each one's reality. For as she explains in
"Conmposition As Explanation":

"The only thing that is different from one

time to another is what is seen and what I S
seen depends upon how everybody is dolng
everythi ng" (Steln: 1962, 513, enphasi s
added.)

The specificity is something which she ultimately extends to
description itself (in a generic sense). For exanple, the fol-
| owm ng account of "washing' fromthe text points to Stein's
I Nt er est in describing it, to the extent that she begins by

calling it a "question".



"1t IS a great question this question of
washi ng. One never can find any one who can
be satisfied with anybody el se's washi ng. I
knew a man once who never as far as any one
could see ever did any washing, and vyet he
descri bed another with contenpt, why he is a
dirty hog sir, he never does any washing the
French tell me its the Italians who never do
any washing, the French and the Iltalians both
find the Spanish a little short in their

washi ng, the English find all the world a
little Jlax in this business of washing, and
the East finds all the West a pig ... And so

It goes." (14)

While witing this section Stein however is primarily creat-

ing the "time-sense", for "nothing changes from generation

to

generation except the thing seen, and that makes a conposition".

Hence, there follows upon all the el aboration on the partic-

ular varieties of washing the reassurance "Yes, George Dehni ng
was not at all foreign in his washing but for him too, the old
world was not altogether lost behind him (16).

While describing "how everybody is doing everything", her

conposition expresses itself as a struggle, nore often sinply a

di fference between the "old" and the "new'. Wat determ nes the

"time-sense" of this relational difference is essentially encoun-

tered in the formof the habit, the feeling or the know ng of

various things. Such of these ways as Stein describes are natu-
ral to any one's existence and offer scope for conposition. For
exanpl e, Stein clearly describes the marginalized tinme-sense in
the living of old grandfather Dehning":

"They were good daughters and sons to him

but his sayings and his old ordinary ways of

doi ng had not nuch inportance for them - they

were strong, all of them in their work and

in their new ways of living. It was alright,

he always told it to them and he thought It

so really in him but it was all too new, it

could never be any confort to him He had

been left out of all life while he was still

l'iving. It was all too new for his feeling

and his wfe was no longer there to stay

beside hinm (7).

Anot her aspect that comes under consideration is the reality
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that conposition nmakes of each one's Iiving. The struggle for
I ndi vi dual expression and each one's belief in it is what consti -

tutes this conposition. For as Stein says in Narration "every one

i nevitably has to tell something and has to tell something in a
way that makes it feel that something is what that thing is"

The nature of that "something" consequently owes nore to the
"telling" of it and to the force of that "telling" than to its
actual existence. This brings in the possibility for a change in

the reality or in its conposition. For exanple, Henry Dehning's

"realler"” living cones to him from the telling of his past strug-
gle which gives to himall his sense of | nportance in the
present:

"And this father Dehning was always very full
of such talking. He had made everything for
hi msel f and his chil dren. He was a good man
was Henry Dehning. He was strong and rich and
good tenpered and respected and he showed it
in his |ook, that |ook that makes younger
people think older ones are very aged, and
he loved to tell it over to his children, how
he had nmade it all for them so they could
have it and not have to work to make it
different' (9).

"Telling" hence was a verb that would effectively replace
"creation" or "fiction". The problem of telling was what Stein

came up against as description in her conposition, while she kept

simul taneously listening to each one's reality comng out of
t hem Both these activities respectively form the basis of her
writing. Her writing, structured upon this change from t he
traditional narrative did not focus upon a "story". | nst ead
through the very absence of linearity on the one hand, and
"truth" claim on the other that she realized in conposition

("telling") Stein consistently raises and addresses her writing

to the question of method in The Making of Americans; "How can

anything be different fromwhat it is" (335). Stein saw the



possibility of expressing ("making") this difference that "is"

t hrough descri ption:

"There will then be coon nuch description of
every way one can think of nmen and wonen, I n
their beginning, in their mddle living and

their ending”". (212) "To go on now giving all
of the description of how repeating comes to
have meaning, how it forns itself, how one
must distinguish the different meanings in
repeating" (214).

Thus for Stein the question "how' provided the means to
resolve the nature of descriptive reality in her writing. The

scepticism that she found within herself for an outdated node of

narrative shaped her own views about plot: "I |like a thing sim
ple", she says, "but it must be sinple through conplication".
This in essence is her aimin description, This sanme scepticism

I's doubled in her assertion about witing:

"I' wite for nyself and strangers. This is
the only way that | can do it. Every body is
a real one to me, every body is like soneone
else too to ne. No one of them that | know
can want to know it and so I wite for nyself
and for strangers" (214).

The interest in a character's notives for action which [|ent
itself to the plot in earlier fiction is dism ssed as the ways of
repeating in each one become clear and insistent. In witing The

Maki ng of Americans, Stein |leaves the realm of representation

behi nd her. Traditionally, portraying reality has always pre-
sented a problem that witers were forced to engage wth. Thi s
problem exists not only with regard to the "narrative" elenment
in witing , but at the more fundanental |evel of | anguage it-
sel f. Al nost every writer in the present century has tried to
grapple wth both these aspects while writing. For in the wake
of theories of self-consciousness, what directly canme under
attack was the way in which we look at ourselves and the way in
which we look at the world, with imediate consequences for

literature. Ri chard Coe's analysis of the style of three nodern



writers in this context is worth quoting:

Faul kner tried to put "it all"™ in one sen-
t ence, but did not give up narrative — in
efact crammed in nore narrative than nost
writers, Beckett never quite gives it up —

even the Unnaneable manufactures fictions,
and Mr. Knott's routines are in thenselves a

story; but Stein is not interested in "what
happened". Anot her point; Faul kner felt that
once he had said it all, he would be finished
writing; the unnameabl e expects that once he
s said, he will be still; but life does not
stop at being said: it continues to grow and
change; Stein knew that "it all" needs al ways
to be said anew, as it all is always new',

(gtd. in Kawin: 1972, 129-30n.).

Witing for Stein creates the necessity to reconcile the
difference to its own obsessive ternms: "every body is a real one
to me, everybody is |like some one else too to me". This showed
to her, t hat "everything sinply different" would provide a
different space for witing also, in trying to wunderstand the
"bei ng" com ng out of people:

"if it is all so alike it nust be sinply

different and everything simply different was
the natural way of creating it then" (519).

The "natural way" I|iberated her writing from the constraints
of plot, in the traditional sense and at the same tinme provided
her with one. For ot herw se,

"no one thinks these things when they are
maki ng when they are creating what is the
composition, naturally no one things, that is
no one fornulates until what has to be fornu-
| ated has been made" (516).

One can tall of her method as something that sustained
itself by the very witing of it . Repetition assumes an i nmpor—

tance role in The Making of Anmericans, both as the 'natural way"

for reality to happen as well as the expressive 'form of that

reality in writing:

"There are many that | know and t hey know it.
They are all of them repeating and | hear it.
| love it and | tell it. | love it and now |

wi | | wite it. This is now a history of ny



love of it. | hear It and |I love it and |
wite it. They repeat it. This is now a
hi story of the way they do it." (213)
This makes the space for underm ning all existing relations
in favour of existence itself while witing. In the witing of

The Mking of Americans. Stein chooses to begin again and again

with the possibility of giving the "last touch of being to every-

one in history." Consequently nothing "happens" to the people
in the novel. This reveals itself as a contradiction to the
traditional approach towards characterization. Repetition only

|l eads to the realizing of each one's "time-sense" or their re-
spective natures comng out of them This is also clearly
pronpted by the fact that "no one formulates until what is to be
formul ated has been made." Mary Maxworthing, the dress maker in
Gossol s whom Mrs. Hersland enploys has a lot of repetition in
her .

"She is of the kind very closely I|like the
kind | have been just been describing, but
she is of a different kind of wonmen from
t hem She has not in her any servant girl
bei ng, she has in her attacking as her way of
fighting but she has not much fighting in her
being... this is now a history of her kind of
women and there are nen too who have this
kind of being" (142).

The "independent dependent” being in her makes for her " very-
little weakness or sensitive yielding at the bottom of her".
This allows for repetition in her to exist as a sinple fornula-
tion, notwi thstanding the conplication in her mddle Iiving. The
fact of her giving birth to a child outside the wedl ock rouses no
abnor mal | nt er est. Though Stein repeats it a few tines while
giving her history, the tone is nmerely one of casual surprise.

"Mary Maxworthing then had a baby in her, It
had happened to her, and it was a surprise
to every one who knew her who I|earned it
about her. It was the very last thing any-
one would have expected to happen to her.

One would have thought surely Mary Maxwor—
thing would make a man marry her before such



a thing would happen to her. It was a sur-

prise to every one who knew her..." (151).
There is no dramatic twist in the "story" as such after
this. The initial interest in such as thing" happening” to her
Is given up to be a "difference" within her living by those who

"knew' her. (after a few repetitions wthin the text):

"...lIt had happened and that was the end of

the matter to her. Soon everyone who Kknew
her had the same feeling of what had happened
to her. Every one continued to have the sane

opi nion of her whether they liked her or
whet her they did not |like her as they had
before this happened to her, then every one
who knew her still had the sane estimte of
her" (151).
Not hi ng changes. What should logically follow as a nmatter
of course makes room for what can be or what is. Stein counter-
bal ances the fact of Mary Maxworthing having a baby in her and

that being "the end of the matter for her" with the possibility

of every one continuing to have the sanme estimate of her, its
being comon to "every one". And there are "always being made
many mllions of nmen who have in them the sanme kind of being she

had in her in her living" (142).

"Sameness" hence becomes a value by contradistinction, for
Stein still considers "every one" to be a necessary category from
whi ch the description of being originates and towards which it is
ori ent ed. Thereby she substitutes the traditional for the nod-
ern, for the nmodern' in terns of creation is essentially what
has been/ is 'always' going on:

"So it goes on always in living, every one is
al ways renenbering some one who iIs resenbling
to the one at whom they are then | ooking. So
they go on repeating, everyone is thenselves
inside them and everyone is resenbling to
ot her s, and that Is always I nteresting.
There are many ways of making kinds of nen
and wonen. In each way of making kinds of
them there is a different system of finding
them resenbling ... sonetinme there wll be
then a conplete history of each one" (212).
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There is no space for a definite identity in this. For the
hi story of each one is yet to be "conplete". Any difference that
may be, sinultaneously serves towards the expression of everyone.

In the history of Martha Redfern, for exanple Stem explores

the different possibilities in her ways of being. She begins from

the time when Martha was a child and when the "bottom being" I n
her was undi stinguishable, to the time when in her young |iving
she was "not very interesting to any one who then knew her" (244)

Then conmes the tinme when "having seen the man hit the woman with
the unbrella, she had in her the need of a college education for
her . Her famly was in no way inportant to her. This past clear—
ly indicates a "difference" that is not re-espoused subsequently
ei t her. Mart ha Hersland was nodell ed upon her own self by Stein.

For when she initially wote her story in Fernhurst, Stein had a

conmpl etely negative opinion of herself.

"Always a little then Martha had trouble with
each one of them the famly living in her
house together, her father and her nother and
her brother Alfred and David the younger-
brother but nostly then they none of them
were inportant to her, she was all taken up
then with the being in her" (257).

Again Martha's repeated trials at understanding Redfern,
when he becones her husband are seen in terns of a possibility
that could have been ultimately realized.

"After two vyears of marriage Redf ern's
realization of her was al nost conpl et e.

Martha was all that she had promsed him to
be, all that he had thought her, but all that

proved sufficiently I nadequat e to hi s
needs ... Redfern was a hard man to hold ...
there was no way in which she could make to
him an appeal ... Her narrow eager mnd was
hel pl ess" (262).
However, Stein envisages that Martha's plea in her own
favour (with her re—assertion of her love for Redfern) I's what

could have been a "gain". This aspiration which is present i n



her gives to her- "the last touch of being in (her) history"

"Ms. Redfern was |ess conpletely such a one,
it came very nearly being certain that she
would not be succeeding in living but she
m ght have been succeeding in living. It was
not a certain thing, not conpletely a certain
thing and it was not a certain thing that she
was not succeeding in living not succeeding
in living before the ending of living" (276).

| t Is difficult to characterize the plot of The Mking of

Amer i cans. Wlliam Gass in his book The Wrld Wthin The Wbrd
notes that Stein "lacked a |ocale which mght help her to define
her and a famly that she could in general accept. Both these
factors assunme significance for the absence of a "real" space
initially led to a sense of personal |oss in her. This did not,
however, nove Stein to create a Utopia or a dystopia based upon
her experience of reality. Instead she set out to exam ne the

reality of that space in the wake of her personal feeling of
| 0ss. Thus to substantiate what | have said in the earlier
chapter about her works, in Stein's case, "... an interest in
begi nnings (paradoxically) 1is often the corollary result of not
bel i eving that any beginning can be |ocated" (Said, p. 5, enpha-
sis added). Growth cannot find sufficient expression through a
| i near nmode of writing; it has to be visualized also in terns of
alternative spaces and differences. For the purposes of doing
this Stein assuned that "each one is a one" and has an 'equa
stake in existence". Thereby she makes clear the kind of fic-
tional stake that she is setting up at the very outset ("famly
living"/"famly progress").
... this that I wite down a little each day

here on ny scraps of paper for you 1is not

just an ordinary kind of a novel with a plot

and conversations to anuse you but a record

of a decent famly's progress respectably

lived by us and our fathers and our nothers,

our grandfathers and grand-—sothers, and this

iIs by me carefully a little each day to be
written down here" (37).



"... | take a sinple interest in the ordinary
kind of famlies, histories, | believe in
sinmple mddle class nonotonous tradition, in a
way in honest enough busi ness met hods" (38).

Hence while it offers us no "plot and ordinary conversa-
tions" to amuse us, this "record of a decent famly's progress”
at the sanme tine literally brings the history of each one's ways
of washing, eating, sleeping, thinking, loving etcetera to the
account of "every one". It is "worthy that all nmonot onousl y
shall repeat it" (famly living) and repetition frees the witing
of it from the realm of necessity. This description of how

everybody is doing everything is the central aspect that consti-

tutes the "making" in The Making of Ameri cans.

Repetition clarifies the order present in each one's ways of
doing things. This shows the difference in practise 1in Stein's
novel especially in terms of plot and narrative sequence.

In order to avoid the dearth of desire/pleasure in conposi-
tion (which can be read as "list"-lessness) because her witing
does not offer plot/character in traditional terms, Stein began

listening to the human beings around her who for her then sup-

plied t he wor ds with which to create her fiction —
repetition/"bottom bei ng" ("eating","drinking", "begi nni ng",
"feeling", "attacking", "loving'" , etc). She listened until all

the tinme-sense in her came to be historic, allowing her to tel
their "conpleted histories". This brought her to the realization
that "the time of the conposition is the tine of the conposition'

(Stein: 1962, 522). This tinme—sense is realized in The Making of

Americans in a "prolonged present." A prolonged listening to nen

and wonmen (to the "being com ng out of them') thus shifts the
emphasis from plot/character description to a prolonged I|istening

of the types in them



"In this natural way of creating it then that
It was sinply different everything being alike
It was sinply different. This kept on |ead-

I n one to |ists. Li sts natural 1y for a

while and by lists I nean series" (519).

As all these various series gradually filled her "sone tine

to telling", Stein literally fills the pages of The Mking of

Anericans with a series of these series:

"Everything then they do in living is clear
then to me, their 1living, | avi ng, eating,
speaki ng, smoking, scolding, drinking, danc-
I ng, t hi nki ng, working, walKking, t al ki ng,
| aughi ng, sleeping, suffering, joking, every-
thing in them They are whol e beings then,
they are thenselves inside them to ne. They
are then, each one, a whole one inside ne.
Repeati ng of the whole of them always com ng
out of each one of them makes history always
of each one of them always to me" (222).

Havi ng rediscovered the tinme-space equation for  herself,
Stein restricts |anguage to a theoretical use in description, to
go hand—+n-hand with her principles "began again and again" and

"using everything". Hence in creating the plot of The Mking of

Ameri cans, Stein is serving "God" and not "manmmon" . "God" and

"mammon" make possible two different orders of witing for Stein.

This Iis how she describes them

"When | say God and mammon concerning the
writer witing, | mean that any one can use
words to say sonething. And in using these
words to So; what he has to say he nmay use
words directly or indirectly. If he uses
these words indirectly he says what he in-
tends to have heard by sonebody who 1is to

hear and in so doing inevitably he has to
serve manmon... Now serving God for a witer
who is witing is witing anything directly,
it makes no difference what it is, but it

nmust be direct, the relation between the
thing done and the doer nust be direct.

In this second instance of witing, the finality of "the
relation between the thing done and the "doer" makes writing
essentially a task of scaling the inpossible. This is so because
the order (met hod) here makes itself evident to "a witer who

writes anything directly only in writing.
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The fact that there is very little "fundanental changing' in
any one in their [Iliving leads to di sagreement about how every-
body is doing everything. This is a very" peculiar" thing, for
its realization means disillusionment, while this is also what
hel ps sustain the difference of each one's conposition. Thi s
di fference which owes its existence to the very little "fundamen-
t al changing" in any one determ nes each one's "bottom being."
Stein finds repetitive patterns in each one's living which raises
the question for description not nerely of the things done, but
of how they are done and how they characterize the doer.

Description is in direct relation to the being and its ways
I n each one. This is enabling because it allows her to describe
each one's reality in relation to the reality of conmposition
(seeing the "difference") which is the description of that de-
scription. In theory the role of this description is to give the
"last touch of being to every one" in history. The writing of it
woul d involve nunber and endl ess possibilities of the m xtures of
being 1in every one (equality). Thi s makes her description (of
types) take up space due to repetitiveness and "endl ess' listing
of the possibilities for being.

Subj ectivity (realized as 'tinme-sense') in each one s conpo-
sition grants the essential difference. This difference isthe
key to description in the sense that it makes it possible to
arrive at a gradual awareness of the 'tinme-sense' in each one.
At the sanme tine it allows for the play with nunbers for each one
can virtually becone everyone and every one consists of each one
(one becones infinity and infinity has to begin with one). The
goal of "conpleted history" is a fictional goal for the history
of each individual is something mde even when its a "conpleted"

one . "Making" can be seen in ternms of this difference:



"Disillusionment in living is the finding out
that nobody agrees with you not those that

are and were fighting with you. Di sillusion-
ment in living 1is the finding out nobody
agrees with you not those that are fighting
for you. Conplete disillusionment is when
you realize that no one can for they <can't
change. The anount they agree is inportant
to you wuntil the amount they do not agree
with you is conpletely realized by you. Then
you say you wll wite for vyourself and
strangers, you will be for yourself and

strangers and this then makes an old man or
an old woman of you" (282).

This difference, where it is not clearly distinguished,
needs to be explicated solely on the strength of its own terns.
This creates a problem for description and witing, for asin
this instance of "being good in living", the only other aid
avai |l able for devel oping the many connotations of the relationa

di fference is the use of nunber:

"Being good in living is sonmething, it is in
some way nostly in every one, it is a very
peculiar thing sonmetimes, and sonetinmes not a
very peculiar thing. Being good in living is
certainly a very inportant thing, it is in
some way nostly in everyone, in sonme way in
very many wonen and in very many nen it makes
their what they are in living..." (285)

Seeking out a difference in witing neans having to begin a

gain with "each" one (provisionally) which is realized ultimtely

in "everyone". The number is significant paradoxically tolearn
the difference in 'each' one. The fact contributes to the de-
scription of kinds of "being in nen and wonen". How each one

attends to things, also qualifies and orders the difference while

they are repeating thensel ves.

: always to ny feeling there are a very
great many nmen and women al ways existing,
always to ny feeling there are a very (great
many of each kind of them always existing,
always to ny feeling each one of themis an
expensive thing to be learning to be under—
standi ng and now | being again" (288).

The spatial relations determ ned accordingly with an attenpt

to make sensible reality through the use of number in writing,



are evolved from a Cubi st perspective of things. However nunber
again poses a problem to the know edge-time relation in witing

(for knowl edge is not succession) . This is neutralized 1in de-

scription through the use of the terns "everyone" and "history".

In witing The Making of Americans, Stein overcomes the problem

of representation inherent in number, by using what she «calls

"distribution" and "equilibration" in describing various kinds

of being, thus providing the final conmplication.

"This makes what follows what follows and now
there is every reason why there should be an
arrangenment made. Distribution Is 1 nteresting
and equilibration 1is interesting when a
continuous present and a beginning again and
again and using everything and -everything
ali ke and everything naturally sinply differ-
ent has been done" (Stein: 1962, 521, enphasis
added) .

The |living of each one derives character (to be read as
"di fference") when described within an arrangement. The under-
standi ng of each one's repeating is possible only in the form of
di stribution and equilibration:
"Now then nostly every one is a good deal i n

pieces to ny feeling, Alfred Hersland then
now is such a one to ny feeling, a good deal

in pieces to ny feeling. Al ways all hi s
being is always repeating in all his [living.
He is a good deal in pieces to ny feeling'.
(295).

The attenpt Stein makes at understanding the being in Alfred
Hersland while witing his 'history'" is therefore within an ar-
rangenent equilibrating between know edge and non-know edge.
The"distributed" being in himis studied under a system which

critically lead to series and their eval uations:

... and these then have it in themto equil -
| brate thenselves to this opinion, the opin-
ion the conviction of being not dead when
they are dead of having virtue in them when

they are not doing any good thing ... and
this is a generalized sense in them all
t hrough their living ... always and al ways it

wi | | in its sinmple and in its conplicated



forms will be interesting, will be illum nat-
ing in the being and the living of Alfred
Her sl and and M. Herman Denning and his son
George Dehni ng" (288).

The difference in each one is sonething that Stem cones to
under stand and address gradually, to its m nute variations. The
problem of explicating it is nmet with through a pronom nal de-
scription (listing) here. Stein creates this inperative need for
writing the history of each one:

"He [Alfred] made David and Martha have such
a feeling too in them it was a m xed feeling
in Alfy then, he was then just beginning to
feel in himresponsibility for famly I|iving,
he was then just beginning then to feel I n
him that he was an Anmerican citizen, he was
just beginning to feel in himthen his daily

living and living that realization that he
was then beginning to have in him' (292).

Again the description derives neaning through a sure use of
numoer . The living of Alfred Hersland is measured out in rela-
tion to an unspecified nunber. This is another gain expressed in
terms of the every one space, for Hersland feels close to these
"many" people in his |iving. What appears to be marginal and to
be witten off as insignificant thus in fact contributes to the
difference by its very real and consistent presence in number(s).
Number, hence becomes useful in rescuing marginal differences and

facts of existence:

"There were a nunber of l|ittle houses in this
part of Gossols and Alfred knew a good many
of the people living in them In a good
many of them the sinple people kept on living
al | the tinme the Herslands were living in a
ten acre place there, in some of the houses

there was nmuch nmoving, people would be very
often com ng and goi ng"” (298).

This dependence upon nunber, at the sane time, ensures that
there enters nothing irrelevant in her description. Mor eover
Stein describes the difficulty in attending to "repetition” I n
human beings through the use of numbers: the disparity between

what one says and feels and one's actions is usually what nakes
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each one s being to conme out in pieces. This prevents each one
"from being a "whole" one. Her di scoveries and achievements with
nunber throw light in a significant way upon the character ("kind
of being") in the one she is talking about. The finding of this
is copied out as a "difference", whose terns ascertain its hunor.
In the following exanple Stein uses nunmber for a reductive pur—

pose (as only "one" instead of the actual three).
"One quite young one was |oving another one

and that one was saying to the one that one

was loving, | only love them like you wth

dark hair and brown eyes for | am a blond one

and | could only be loving a dark one. Then

this one saw a picture of another one, I

could love that one said this one. But that

one is a blond one the one this one was

t hinking of loving told this one and you just

said you could only love a dark one, yes

that 1s true but | think I could |I|ove that

one, and this is very conmnon, and al ways

there are very many having it always in them

that they are a piece of being..." (308).

Such "ones" possess a "generalized sense"” and distribution

in all t heir being. Both these factors determne the "time-
sense" in the description of such a one's being, si mul t aneousl y

justifying the use of nunerical abstractions. Stein then proceeds
to conmbine this "gerneralized sense” and nunerical abstractions
to examine the being in a "great many".
"A very great many like to know a good nany
t hings, a great many are always asking ques-
tions of every one ... some when they are
hearing any one talking are I edi ately
listening ... a great nmany quite honest ones
al ways wanting to know everything" (509).

"Telling" hence becomes counti ng. Al fred Hersland knew a
"great many" people living around the ten-acre house of the Hers-
land in Gossols and he knew a "fair nunmber of nmen and wonmen"
(312) in his mddle living |later at Bridgepoint when he nmarried
Julia Hersl and. This telling based upon number m ght occasi onal -

|y prove to be difficult thing to realize.



The following instance expresses contradictory opinions or
claims both of which are equally real (because of the "telling")
to those who believe in them This Is nost interesting because
this "telling" is in direct relation to number and is expressed
as such. However Stein is still puzzled about the question "how'.
For the interest in what a "great many" think (with an inplicit
bid for representation) does not bring her new insights that can
be expressed with "any one" specifically:

"A great many are thinking that nobstly every

one is having pleasant enough living, a great
many are thinking that not any one is having

pl easant living, a great many are thinking
that some are having pleasant l'iving. .. I
find it quite puzzling to be <certain about

any one whether they are having pleasant
living in them (317).

The "plot" of "famly living" in The Mking of Americans

operates upon an inplicit assunption made on the basis of number.

This is found in a description (listing) of "famly living". The
assunption makes it alnmost like a sinplification. The paragraph
quoted below illustrates the problem in which the entire novel 1is
"grounded". It shows Stein's characteristic inpatience with "the
story".

"M . Henry Dehning had his being in him Ms.
Dehni ng had her being in her, George Dehning

had his beinP inhim., thisis nowto be the
history of all the living in each one of

them of the famly living they has in |iv-
i ng, of the |living thay had each one wth
each one of the theirs of them and wth
thenselves inside them this is to be the
hi story of every one alnobst every one they
ever canme to know, any one of them in [|iving,
the history of every one who cane to know of
them to know of any one of them.." (320).

In the section on Alfred Hersland, Stein traces the begin-
ni ng, the being and the ending in the "married living" of Julia
Dehuing and Alfred Hersland. What configures their relationship
Is seen in connection with the everyone space that Stein sought

to explore. Stein's failure, which she acknowledges in this



section, is because of the fact that she cannot fully understand
"married |iving". Hence she fails to materialize it as a "gain"

in her fiction.

"I tell about successful living about failing
in these now because | want to be telling
about it in everyone and | cannot just now do
that thing because | do not just now com

pletely know that thing" (337).
Death conmes to every one as a certainity in [|iving, t he
know edge determnes the "last touch of being" for the descrip-
tion of each one and each one thereby becomes a "dead one". For

pur poses of description of "kinds of being" alone, the play wth

nunber does not end here. For this is a difference with a dif-
ference. Here what is usually referred to in ternms of "no gain"
(zero) is finally made out to be a "gain" (a a dead one). I n

terms of experience, this defines the extreme possibility for
seeking a "difference" in being. "She cane sonetine to be a dead
one. Many others had cone by then to be dead ones. Some had not
yet come to be dead ones" (342).

The "fiction' of "famly Iliving" conmes to an end when every-
one is dead. This ultimtely meets the conditions of both
"every one" and "history" — "every one is sone tinme comng to be
a dead one' . However, this makes possible a further re-visioning
of "being" through a play with nunber.

"... then weach one cones to be gradually to
be know ng how being is in nmen, in wonen when
men and wonmen are about forty, about forty —
five, about thirty, about twenty-eight, about

twenty-six, about twenty-two, about eighteen
and fourteen and three and two and under one

to being only just beginning being 1iving"
(344).
The "tinme- sense” in the living of each one is conpleted in
this section in the history of Alfred Hersland. Real i sed si mul -

t aneously are the histories of Julia Dehning, M. Dehning and M.

Her sl and who all of them sonmetime come to be "dead ones". Nunber



signifies the being in each of their individual |ives and appro-
priates it to the "every one" space.
In the section on David Hersland, "telling" and "listening"

are used as the cornerstones for describing the different ways of

bei ng. David Hersland is an exanple of one "being Iliving" and
realizing a difference in living. In describing his pre-occupa—
tion with a "big beginning", Stein fully concentrates on evol ving

his tinme-sense; the sense of inportance in him hence becones

sonet hing "real".

"He nostly was not thinking hinmself being one
doing a thing in the way sone other one was
doi ng a thing. And sonmetinmes it was a pleas-
ant thing to himto be connected with every
ot her one by such a thing by doing things in
a way he was noticing other ones had been
doi ng" (377).

Each one in this fiction-David Hersl and. Al fred Hersl and,

Julia Hersland —is one "not being one needing something", hence

each one is a "one". In the last section titled "The History of a
Fam ly's Progress", each one's kind of being finds expression in
anyone. The conpositional realty of any one is described only in
terms of nunber and a realized time-sense that attend to equality
and difference:

"Any one has come to be a dead one. Any one
has not conme to be such a one to be a dead

one. Many who are Iliving have not cone yet
to be a dead one. Many whe were living have
cone to be a dead one" (395) .

There is a listing of the kinds of ' famly living" existing,
with all possible variations. This makes a difference to the
being in "any one". Witing thus for Stein creates an order of
described reality that redeens the ordinariness of things. Thi s

order is strange because it sets out to "realize absolutely every
variety of human experience that it was possible to have." Number

I's something that orders and in- "forms' her vision. The probl em



is of "mapping® understanding in ternms of the space created by

| anguage.

In Lectures in Anmerica (1935), Stem says that "by witten |

mean made. And by made | nean, felt" (165). Order which is experi-

enced by her as a fact is sonething which makes a difference in
conposition. For her the conpositional problem is contained in
the expression "VWhat is strange is this". The inpossibility that

Stein strove to give expression to within the space she stunbled
upon, belongs to the sane class as that which Foucault ennumer—
ates in his discussion of Borges |ist: what he qualifies as the
"stark inpossibility of thinking that." (in his introduction to

The Order of Things) .

Borges' <classification quotes a "certain Chinese encyclope-
dia" in which animals are divided into: (a) bel onging to the
enperor (b) enbalmed (c) tanmed (d) sucking pigs (e) sirens (f)
fabulous (g) stray dogs (h) included in the present «classifica-
tion (1) frenzied (j) innunerable (I ) drawn with a very fine
canel hair brush (lI) etcetera (nm having just broken the water
pi t cher (n) that from a very long way off look like flies.
(Foucault: 1972, xv).

The Chinese pictograph presents an inconmprehensible picture

when it translates, "literally" into English.

Order in this classification of Borges says Foucault, be-
longs to the "mddle region" which ' |liberates order” itself by
exposing the essential site of know edge (the traditional | an-
guage - representation grid) for investigation.

The order in reality as experienced by us (in ternms of
"t hi nking", "know ng", "doing") is necessarily sonething that can
be wunderstood/identified 1in the "given" space of | anguage.

Language can be stretched to acconmodate the "unthinkabl e” (when



| i ngui stic space is, pushed beyond culture) and at the sanme tine

however, in the very process becone enpty. The content of
Bor ges’ classification and Stein's repetition (in The Making of
Ameri cans) I's "unthinkable", except,in the way in which it has

been ennunmerated and hence in both cases |anguage signhifies a
pl ace that I's necessarily beyond order ("order" in any of Its
ordinary common sense interpretations). When | anguage becones
enmptied thus of an existing (determ ning) order, a new order has
to be created in time and space, word by word. Stein hence cane
to concentrate on one word at a time, "even if there were always
one after the other". This she arrived at because she found out
that "reading word by word makes the witing that is not anything
to be sonething". The nunber thesis hel ped her make this order
in witing evident in a disenbodied way, in the witing of The

Maki ng of Anmeri cans.

Thus the paradox that Stein sought to give expression to -

" what Is strange is this" - had to be acconplished outside an
"ideal order". " Being nen is a difficult thing to be" and hence
Stein had to necessarily contend with the realization that “for
that very reason there is no Utopia" (Everybody s Autobi ogra-
phy)

The Making of Anericans is concerned with "habitating'" this

non- pl ace of |anguage through the witing of this' unthinkable

space".
"It is like knowng a map and then seeing the
pl ace and knowing then that the roads actual -
ly existing are |like the map" (233), which
"to some is always astonishing and then very
gratifying" (233).
What one learns on simlar lines from Borges' <classification
Is that the space—tanguage relation is altered when the |anguage
Is famliar but the order is strange. A strange and conpletely

unexpected order is sighted in the translated version sinply by
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Keeping the order of the Chinese classification intact:

"The uneasi ness that makes us [augh when we
read Barges is certainly related to the
profound distress of those whose | anguage has
been destroyed: |oss of what is "common" to
pl ace and nane

In our traditional imgery the Chinese cul-
ture is the nost meticulous, the nost rigidly
order ed, the one nobst dead to t enpora
events, nost attached to pure delineation of
space... we see it, spread and frozen, over
the entire surface of a continent surrounded
by walls. Even its witing does not repro-
duce the fugitive flight of the wvoice in
hori zont al lines; it erects the notionless
and still-recogni zable imges of t hi ngs
t hensel ves in vertical colums" (xviii).

The relation between the linguistic order and the "site of
space" associated with a country that Foucault delineates here,

also applies to Stem s Literary enterprise in The Mking of

Anmeri cans. The term "making" is the linguistic thread that wver-

balizes the existing order. While trying to cone to terms wth

the description of realty, Stein saw the possibility of a new

"ordering of space". Cubism provided the necessary insights that
served her while witing this book. Intellectually at this point
she rejected WIlliam Janes. For as she says:

"When Leo said that all classification was

teleological, | knew I was not a pragmatist.

| do not believe that, | believe in reality

as Cezanne or Caliban believe iIin it. I
believe in repetition",

As Bush states in his essay, (Bush: 1978, 32), Stein & defi-
nition of repetition could be rendered in Neitzsche's terns that
"the real continuous process tales place bel ow our consciousness:
the series and sequence of feelings, thoughts and so on are
synptoms of this underlying process."” Repetition of the "series
and sequence of feelings, thoughts and so on" becomes the order
symptomatic of this "underlying process", what Stein calls the

"bottom being” in nmen and wonmen in her conposition.
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CONCLUSI ON

My work on The Making of Anmericans dealt with the aspect of

what infornmed its vision and growth. For an accustomed reader of
prose novels, these differences can be defined only in terns of
their "unconventionality". The reason that I chose singular
aspects of Stein's witing, |ike "beginnings" and "ordering" is
to make available the differences and paradoxes that structure

The Maki ng of Ameri cans.

The critique never runs snmoothly when one attenpts to judge
a witer like Stein in the context of traditional met hodol ogy.
This is because there are inherent problems in the use of words

| i ke 'character' and 'plot' whose sense one has to circumavi gate

to come to the reality of Stein's The Making of Anmericans. The

difficulty is further made manifest by the fact that while Stein
peri odi zes these narrative elenents in earlier novels (in her

Narration), she is still witing a novel',

M chael Hof f man opines that "perhaps the metaphor of The

Maki ng of Americans as a stylized stream of Stein consci ousness

is not far off the mark" (1965:134). The expression "stream of
consci ousness" has to be used with a certain amunt of caution
however, for while the discontinuities suggested therein can be
found in full in the 'digressions' that Hoffnman speaks of wthin

thenovel , thereisal soadel i beraterenounci ngof t hepossi bil -
|ties afforded by such a "streant (which cannot be nerely ac-

counted for by "style").

Menory which is, for exanple, a key"notif" in nmuch nodern
fiction, is careful ly excl uded from her description of "being".
For menory inplicitly extends itself to representation. Hence
while witing, Stein attenpts to create a formout of a limt

which she calls the "continuous present."



Bergson argues that nenory generally treats the past as
present nmonents that have ceased to exist. In his book "Proust
and Si gns. Del euze says that as a result of this tendency,
"menory does not apprehend the past directly: it reconmposes it

with different presents” (56) . This is a tough proposition. Even

t hough in her practise, Stein inverts this thesis by substituting
"menory" with “"reality", the nature of the insight that she
gained for her witing was simlar to this. Since Stein uses
this insight as a key to problematize and re—epen the very possi-

bilities that determ ne "neaning" and "sense", The Making of

Americans (with an enphasis on "making") sets out to encounter

"reality" in virtually "all" its aspects. Characters are seen as

| nprobabilities. The play thereby is actually extended from the

di nensions of a single character to tinme and space. This makes

the difference(s) performative, as they emerge.

However as a novel or rather because it is a novel. The
Making of Anericans falls short of the mark. The "difference"
that Stein seeks in the reality of "being" is for "every one and

It can hence only be taken up as a cumul ative process in witing.
This creates a necessity for repetitive "patterns” in understand-
ing the "being" in nmen and wonen. In other respects also, for
exanple while attending to the question of form the novel has to
remai n with an aestretic of beginnings and growth. These very

factors provide the ground for critiquing the novel.

|deally 'difference' does not have a history. Viewed in
terms of experience it is also formess. However because The
Maki ng of Anmericans desires this "difference" in witing, it is
forced to engage wth the question of form Form (which s

encountered as fornal repetition) proves to be a form dable
element in witing, for it can usurp the sovereign domain of

"difference". Also in seeking to make a "conplete" reality of



the present, the intuition of time is made to coincide with the
intuition of form further nodifying the question of "difference"
in favour of its expression.

In order to have a sustained node of "difference" (one which
develops a form), Stein endeavours to understand and map its
per sonal rel evance or "meaning". While traditionally there has

been a practice through description of making sense out of the

nost subjective Kkinds of experience, "di fference” itself has
never been associated with the form in the novel. The Making of
Americans attenmpts to address this gap. However while explicat-
ing "difference" on the one hand, ultimately it posits "meaning"
as a category for being and thereby for writing. This leads to a
complication that remains unresolved. For as Ja>ne Wl ker says,

so long as Stein remains faithful to a description of direct
experience of "reality" in her novel, and places the onus of this
upon repetition, there exists a commtted risk that repetition
m ght not help her actually realize a difference (as in the case
of Alfred Hersland) (Walker: 1984). Not only that, her simulta-

neous use of independent dependent typology for "classifying'
i ndi viduals or "the being comng out of them also comes under

question for the, only substantiate her ' neaningful description
of reality.

The virtual inpossibility of transcending the present nonent

Is an inportant reason for trying to re-create direct experience

in its ternmns. However real this m ght seem to nmake the plea for
"difference", it is untenable with Stein's professed faith in
"bottom being” while witing "The Making of Americans". The
circular aimof the "bottom-being" in each one determning their

I ndi vi dual reality (repetition), and the repetition in each one

| eading to an understanding of the "bottom being" in them shows
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the futility of such an ideal for writing.
The goal that Stein set for her novel was a difficult one
partly because in order to realize it, she imagined it necessary

to continue the "undoing" that she began with Three Lives: "The

reality of the nineteenth century is not the same as the reality
of the twentieth century.”

This fear of becom ng anachronistic nmade her begin again and
again with the "nodern conposition" which was also the "twentieth
— <century realty". The realizaton that suddenly freed her from
this fear also dispenses totally with this failed ideal, t hrough
her characteristically sinple |ogic:

C after all | know I really do know that
::" can be done and if it can be done why do
One has to keep in mnd that the very nature of the diffi-

culty that she attenmpted in witing has changed. The radica

experimentation wth words in Tender Buttons is not so nuch a

deli berate attenpt to confound sense, as a nove to yoke her
witing to "difference". The questions of readability that

Tender Buttons provoked are because of the fact that there was no

principle behind its conposition. As Stein herself wrote, "The
difference is spreading". Moreover there remains still t he
question of whether her work could still be considered as "nod-
ern' , in the sense that Three Lives and The Mking of Anericans

determ ned the nmeaning of the term
Stein no longer wrote as she did and this was sonething she

lost no time to grapple with. For a reader of Tender Buttons.

this would remain a nystery unless he is able to dispense wth

the nmenory of her style of Three Lives or even The WMaking of

Ameri cans. For the writing of Tender Buttons (1914) ant edat es

what ever was "nodern" about her writing, both in ternms of style

as well as thematic preoccupati ons- However The Making of Ameri —
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cans, as far as the "nodern conposition" is concerned, can inpart
crucial lessons to the reader. In fact in choosing not to refer

to The Making of Americans. Many Many Wonen. Two: CGertrude Stein

and Her Brother and other titles from that period (1907-1914) as

wor ks, Marianne DeKoven overl ooks the fact that they are "works"

precisely in the nodern sense of the term and thereby contain

1
noder ni sm s usabl e past.

In this context, ny thesis has attenpted to show how The

Making of Anericans as a "work" is not just central to Stein's

early witings, but also (and nore crucially) informed with the

problens that Stein sought to resolve in witing.



Not es

"But even within the experinmental period, | do not give

readi ngs, as such, of The Making of Americans, GWMP, Many
Many Women. A Long Gay Book, Two. Tender Buttons, "Lifting

Belly", any of the fampous portraits, How to Wite or Stanzas

in Meditation. | do not believe that the witing collected

under any of those titles constitutes a "work", in the way
we normally understand that word: 'a coherent literary unit,
separate and di stinguishable from any other, which it is the

critic's task to account for as a whol e" ( DeKoven: 1983,

XV) .
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