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ABSTRACT

The years 1914-16 marked a crucial period of innovation in Gertrude Stein's

writing. Setting aside a wordplay style, she began to juxtapose snatches of conversation.
This study traces the change of direction from its emergence in 1914, to its achievement

in 1916. These two years were a time of intense creativity, as Stein experimented with
ways of catching ephemeral voices 1n literary forms.

I have focused upon both the language (which I term 'voice-montage’), and upon
the structures (which I call 'formations'), to show Stein's combined approach to the new
style. It is the range of voice-montage formations which clearly demonstrates her
commitment to exploring the visual display of the aural subject matter.

Chapter 1 establishes that this important change of emphasis occurred during
Stein's visit to England, from July 1914 to October 1914. By assessing the early 1914
wordplay, it provides a literary context within which the innovation took place. A study
of the first formations shows how Stein was beginning to organize the voice-montage.

Chapter 2 documents Stein's development of the voice-montage during her Parisian

winter, from October 1914 to March 1915. An increasing complexity is seen in the
variety of formations. To advance the arrangement of speech fragments, she
experimented with transcribing written sources, influenced by cubist 'papier coll€
paintings.

Chapter 3 examines three Mallorcan plays, in which Stein adapted the voice-
montage to theatrical production. These scripts provoke a re-assessment of the potential

for speech to create the basic elements of performance: landscapes, characters and
events.

Chapter 4 shows the range of contrasting formations in the Mallorcan narratives.
Stein removed speech from explanatory prose, and displayed its disjointed quality. New

connections emerge as voices clash unexpectedly, and as the prose structures give a
visual impact to the transcription of unlocated dialogues.

Chapter 5 compares two Mallorcan formations which use the voice-montage to
present characters. By placing names as signatories of short letters, Stein created

fleeting impressions of many individuals. This approach differed from her extensive
portrayal of one acquaintance, William Cook.

Based upon my research in the Beinecke Rare Book and Manuscript Library, 1n
Newnham College Library and in the Biblioteca Municipal de Palma, this study presents

extensive factual data. Appendix 1 aligns texts dated 1914-16 within four stages of the
voice-montage: early 1914 wordplay texts; late 1914 voice-montage compositions; texts
of the Parisian winter 1914-15; and the Mallorcan writings dated 1915-16. In Appendix
2, I have compiled a detailed biographical essay. It provides additional information
about the context in which Stein composed the voice-montage. Appendix 3 arranges
extracts from Stein's correspondence, in chronological order, to give insights into her

activities during 1913-17. Appendix 4 gives an alphabetical list of the names which

occur in the texts of 1914-16, and which are a distinguishing feature of the voice-
montage.



ABBREVIATIONS

Below each quotation from Stein's work, I have given an abbreviation of the title
of the book 1n which it has been published. Full details of these texts are cited in the

Bibliography.

A&B Alphabets and Birthdays

AFAM  As Fine As Melanctha

BTV Bee Time Vine

G&P Geography and Plays

GMP Matisse Picasso and Gertrude Stein
LIA Lectures in America

MOA The Making of Americans

MR Mrs. Reynolds and Five Earlier Novelettes
P&P Portraits and Prayers

PL Painted Lace

ROAB Reflection on the Atomic Bomb
SIM Stanzas in Meditation

SW Selected Writings of Gertrude Stein
UK

Useful Knowledge

Since the titles of these collections are abbreviated, works within the volumes are
denoted by italics. When a title is placed inside inverted commas, I refer to the words
of the title, not to the text itself.

Other abbreviations are used to locate my quotations from Stein. These indicate
whether the material is transcribed from primary, or from secondary, sources.

BTS

HG

Bound Typescripts. These are held in the Gertrude Stein Collection at the
Beinecke Rare Book and Manuscript Library. They arrange Stein's work in
chronological order, and they are divided into calendar years. The extant
volumes begin with Number 6 (1912), and end with Number 19 (1926).

Haas-Gallup. This is the abbreviation used to catalogue the Stein
manuscripts in the Beinecke Library. It refers to the first curators of the
Stein Collection: Robert Bartlett Haas and Donald Gallup. Each work is
given a HG number, which indicates its order of composition. The
catalogue 1s based upon the BTS volumes. It is published under the title: A
Catalogue of the Published and Unpublished Writings of Gertrude Stein

New Haven: Yale Univ. Press, 1941. When a HG number follows my
quotation, this indicates that I refer to a manuscript source.

LETTERS OF G.S. AND C.V.V. Burns, Edward (ed.). The Letters of Gertrude Stein

YCAL

and Carl Van Vechten (1913-1946). Volume I (1913-1935). New York:
Columbia Univ. Press, 1986.

Yale Collection of American Literature. This is the wider collection in the
Beinecke Library, which holds the Gertrude Stein Collection. In 1941, Stein

sent most of her manuscript drafts to Yale. In the spring of 1946, the

remainder of her notebooks, letters, miscellaneous materials and first editions
were deposited. YCAL is the main location of Stein's documents.
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EDITORIAL PRACTICE

I have relied upon the chronology of Stein's works provided by the HG catalogue.
Instances where I differ from this order are fully explained within the text. This applies

to my re-dating of M. Vollard et Cezanne from 1912 to 1915 (See Chapter 2), and All
Sunday from 1916 to 1915 (See Chapter 4).

In my quotations from Stein's compositions, all indentations, headings and word
spacings follow the published text. Only in instances where the printed version does not
reproduce Stein's handwritten arrangement do I transcribe the manuscript. If the design

of the manuscript is copied, this is clearly stated in the text. This procedure mainly
applies to the conventional format of letters (See Chapter 5).

The greatest care has been taken in transcribing from the manuscripts. I have
checked, in detail, each extract with its handwritten source. In my quotation from
handwritten letters and documents, I have not altered the authors' words. This approach
yields insights which would be lost if editorial interference altered the original text. One
example of this is the misspelling of Alice Toklas' surname, which is a guide whether
the correspondent is familiar with Toklas. This has been useful in dating a letter sent

by William Cook to Gertrude Stein, during her first visit to Mallorca in 1913 (See
Appendix 3).

All ampersands, strokes, dashes and ellipses are in the authors' text. Where the
author does not use French accents, I have not inserted them. This applies to Pablo
Picasso’s letters, for instance (See Appendix 3). It also applies to Stein's use of French
words, for example, the title of the Mallorcan play Bonne Annee. A Play (See Chapter
J). The former case indicates Picasso's use of French as a second language. The latter

case implies either that Stein chose not to use accents, or that Alice Toklas' typewriter
did not have a facility to type them.

Words placed within square brackets are my own intervention in the text. At the
points where 1 have made an elision within the work, I have marked it with the

following symbol: [...]. This is particularly important in Appendix 3, because it

distinguishes my selection of extracts from the dots which individuals used in their
correspondence.

When I could not decipher an author's handwriting, I did not make a guess.
Instead, I have replaced the 1illegible word with the following symbol; [?word].

To represent instances in the manuscript where a word is written above another,

I have written both side by side. The use of two arrows (A A) indicates the beginning,
and the ending, of the section of raised text.

With reference to the manuscript leaves, the terms 'verso' and 'recto' indicate the
text placed on a single sheet. The terms ‘'right-hand page' and 'left-hand page' locate the
text on a double page spread of the manuscript notebook, or the published version.
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INTRODUCTION

The years 1914-16 marked a crucial period of innovation in Gertrude Stein's

writing. Setting aside a wordplay style, she made a fundamental change in direction
when she began to juxtapose snatches of conversation. During these two years, she
created challenging texts from the varied presentation of everyday voices. Whilst living

in England, Paris and Mallorca, Stein wrote a diverse collection of works which caught

ephemeral voices in literary forms.

By capturing the colloquialisms, and the inconsistencies, of ordinary exchanges,
Stein expressed her fresh appreciation of transitory voices. To seize the immediacy of
fragments of speech, she created a style which differed from her previous emphasis upon
wordplay. Imagistic word clusters had been appropriate to give an impression of

physical objects, but in 1914, Stein recognized that she could bring a sense of

unfamiliarity to imitations of casual talk.

This transition can be demonstrated by contrasting the wordplay style with a
conversation between unnamed speakers:

Shatter a pan cold more a ground lease with mite and less line and check go

lights with peaked peaked pats widow grown not a spell soup not a spell soap
actually actually 1n in.

Momning gate. Pepper calls. No use.

Read oceans right burn rubber hose nerves color in a ten agreeable and a lest
WOoes.

(Emp Lace 1914 BTV p.161)

The bride was dressed in black. Her veil was black.
That is because she was a widow.

Oh 1s that so.
What is the custom in your country.

In my country they always wear white velils.
(Mexico. A Play 1916 G&P p.308)

In the example of early 1914 wordplay, an array of disconnected words jolts from one
image to the next. A variety of visual nouns (soup, soap, gate, oceans) clash with
destructive verbs (shatter, check, burn). Amid the cacophony, the word 'widow' 1s not

given precedence. It has only an oblique reference to the final word: 'woes'. Not just



a grieving woman, this 'widow' sparks a word-association with 'window', due to the
proximity of words like 'shatter' and 'lights'. Here, 'widow' is primarily a word
contributing to a shocking effect of confusion.

By 1916, the style is completely altered. Voices construct a reasonable dialogue.
Questions receive coherent answers, and speakers communicate information. This
widow is clearly a woman who has a context. She has married again, after the death
of her husband, and she is wearing traditional attire. A story can be deduced from this
polite exchange. A foreigner watches a local wedding, and is confused by the bride’s
black dress. Puzzled by the funereal appearance of the bride, the foreigner strikes up
conversation with another bystander. The extraction of a story about a widow is less
straightforward with the wordplay style. A change of direction is exemplified by these

two quotations.

As fleeting exchanges are presented in a forthright language, and as units of

dialogue eddy from one subject to another, the artistic value of these voices lies in their

juxtaposition. Stein was using a montage technique to examine the literary potential 1n
creating a mosaic of incomplete conversations.

I have named this new style 'voice-montage'. This term encapsulates both the 1dea
(that the spoken voice is valid literary material), and the expression of that idea (the
montage technique). I will use this term as shorthand for the specific idea and style
which emerged during 1914. Voice-montage enabled Stein to liberate speech from the
constraints of consistent characters, and causal plots. Fragments of conversation are free
from narrative explanation because they exploit the ellipses of montage.

A contrast between early 1914 wordplay texts and late 1914 voice-montage
compositions indicates the significant change Stein made in her language during that
year. I will assess their differences to formulate my interpretation of the transition
which took place in 1914. It is an examination which will trace Stein's new idea, the
departure from wordplay, and the texts through which the voice-montage was first

expressed. This initial analysis of the voice-montage provides a basis for my discussion
of work dated beyond 1914.

After establishing that an important alteration took place in Stein's style, 1 will

present textual evidence which locates it to works composed during her visit to England,

from 6 July 1914 to 17 October 1914. A complex interweaving of factors stimulated

the innovation during these three months. Stein was responding to the outbreak of the



Great War, to her social role as a house guest and to her contact with English
intellectuals. Since she transformed elements from her environment into her writings,

I will consider the main external influences which contributed to the shift towards a

juxtaposition of voice fragments.

Stein's creative work during 1914-16 has literary merit because it builds upon the
first expressions of her idea. A range of structures in the texts of these two years
exhibits her sustained expansion of the voice-montage. Stein placed the voice-montage
within diverse arrangements to investigate the impact of visual display upon the
performance, and the reading, of her compositions. She employed the voice-montage
to re-define conventional boundaries of two forms: the play and the narrative. With
reference to the voice-montage in the play form, I will use the phrase 'unassigned
speech’ to indicate a lack of character ascription. In the narrative form, the phrase
'unlocated speech’ will apply to voices which belong to unnamed interlocutors.

There are finer delineations within these two forms. To indicate Stein's variations
upon the forms of the play and the narrative, I will use the term 'formations'. By
separating the formations, it becomes easier to understand the particular idea which
governs each work. Studying representative texts in detail enables a selection of works
to provide illustrations of general principles. My approach aligns miscellaneous writings
within specific formations of the voice-montage. It also displays Stein's extensive
Investigation into the implications of structure upon the performance of unassigned
speech, and upon the reading of unlocated voices.

My subject 1s the range of formations within Stein's texts dated 1914-16.
Therefore, I shall dedicate sections of my chapters to examine each formation in detail.
In addition, I will use several new terms to encapsulate the essential quality of different
structural units. These descriptive terms serve to clarify the principles which guide each
voice-montage composition.

In 1914, at the beginning of the new style, the voice-montage was presented within
the formations of prose segments and indented headings. As Stein concentrated upon
a shift of approach, she placed the early expressions of the voice-montage within short
compositions. Late 1914 voice-montage texts consist of paragraph units, like brief
essays. An early development can be seen in works which arrange indented words, and
phrases, to separate the paragraph units. Within these structures, Stein was using the

voice-montage to confront two significant aspects of her stay in England during 1914;




the Great War, and her extended visit to the home of Alfred North Whitehead. Prose
segments were used to transmit confusion over the receipt of war news. Indented

headings caught the chattering voices of family life. I will assess these two formations
in Chapter 1 to trace the emergence of the voice-montage, and to show that it was

displayed in structures which were appropriate to communicate two different subjects.

An increasing sophistication in the voice-montage is evident in the diverse
formations which Stein created during her Parisian winter 1914-15. During this period,
she developed the formation of indented headings to disrupt the conventional structures
of the play and the narrative forms. Fragments of external texts are incorporated into
the sub-titled sections, and I will propose that Stein was influenced by the technique 1n
cubist art of 'papier collé¢'. At this time, Stein wrote three pieces which she called
novels'. I have named the formations which correspond to this novel' style: vertical

words, single sentences and notes transferred. These compositions are similar in their

length, but they contain differences in their approaches to the voice-montage. Through

the formation of documentary realism, Stein expressed her decision to leave Paris. She
presented her options in a style of factual reportage. A variety of visual structures
shows that Stein committed herself to a thorough examination of the voice-montage
during the Parisian winter 1914-15. I will analyze these formations in Chapter 2 in
order to trace a growing complexity in Stein's presentation of the voice-montage.

In the Mallorcan writings, the voice-montage reached its full potential. A year of
Intense creativity gave rise to a series of formations which are diverse, and imaginative.
I will devote the three subsequent chapters to locate the main areas of achievement in
the texts dated 1915-16.

During this later period, Stein made an extensive exploration of the play form.
Her experiments within the voice-montage plays can be demonstrated by focusing upon
three formations: voices which create landscapes on stage; voices which create

characters on stage; and voices which create events on stage. Stein was presenting

dramatic challenges 1in her application of the voice-montage to theatre scripts. A
miscellany of unassigned voices requires a complete re-evaluation of the conventions
governing speech in a theatrical context. She provoked a conflict between listening to
disembodied words, and seeing the actors amid stage props. Using Dylan Thomas'’

phrase, each of the Mallorcan scripts is ‘a play for voices' because they encourage many

Imaginative reconstructions, in defiance of a single physical interpretation. In the scripts



where characters are assigned specific lines of dialogue, a director's options are manifold
in transmitting the voice-montage to a performance. Reading these Mallorcan plays as
if one were a director, or an actor, is the best way to realize their complex implications.
A radical subversion of traditional theatre offers exciting possibilities for stage
presentation. I will discuss these three formations in Chapter 3 to show how the voice-
montage can create the basic elements of performance (scenery, people, plot) through

the medium of speech and minimal stage presence.

Furthermore, Stein created a range of formations through which she examined the
narrative form. Visual patterns, and aural rhythms, can be appreciated by identifying
a particular formation which governs each of the Mallorcan narratives. Narrative
formations contrast. For example, the dialogue opposes the monologue in a differing
approach to fragments of unlocated speech. These formations test two interpretations.

First, that every line is voiced by a new speaker, creating many interlocutors. Secondly,

that the entire text is recited by just one speaker. Also, the formation of a repeating title

phrase contrasts with the formation of headline texts. Internal reiteration of a single

phrase differs from a structure which isolates text under capitalized sub-titles. In the

longest narrative work of her Mallorcan year, Stein accumulated a series of stories. By

structuring them under novelistic headings, and by absorbing them within the flow of
the text, she could tell the same tale in varying ways. Each of these formations will be

reviewed in Chapter 4 to demonstrate the ways in which Stein was displaying speech
In the narrative form.

Two formations, the letter texts and the portraits, are aligned by their different

approaches to one subject - the presentation of character. Letter texts are collections of

miscellaneous, fictional letters. Stein uses this formation to question the roles of

correspondents in a narrative, and in a play. Coherent characters are undermined by the
letter texts because these works present a random selection of communications.
Characters appear only as fleeting signatories. A crowd of letter-writers, each of whom
15 realized through just one letter, contrasts with a single subject in the portraits. In this
formation, Stein investigates the personality of William Cook, her Mallorcan
acquaintance. One man is presented in different guises: he is characterized by the
names Cook, and Captain William Edwards; also, he is a spectator at the Spanish

bullfights. Despite exhaustive questioning by unlocated voices, the character remains

elusive. In Chapter 5, I will discuss the two structures which encase the array of



transitory names and the detailed analysis of a reticent individual.

Thus, formations are finer delineations of the play and the narrative forms. They
concentrate my analysis of Gertrude Stein's voice-montage in 1914-16.

Studying Stein's texts in the order in which they were composed enables the reader
to trace an incremental development of the voice-montage formations. To present the
increasing sophistication of Stein's new style, I will follow the work through three
chronological periods: the emergence of the voice-montage in England during the
summer of 1914; the development of the voice-montage in Paris during the winter of
1914-15; and the achievement of the voice-montage in Mallorca during the year 1915-
16. My first two chapters will focus upon the formations in texts dated within the first
two periods. Since the Mallorcan year was an extremely productive time, the next three

chapters will examine different formations which arose from this final chronological
period.

One consequence of my approach is the need for accurate dating of texts within

these three chronological periods. The Bound Typescripts in the Stein Collection list
Stein's compositions within calendar years. My interpretation of the work dated 1914-16

aligns them according to events in Stein's life, as she moved between England, Paris and

Mallorca. These geographical locations also mark time periods which span the start ot

two calendar years. Based upon my study of the manuscript notebooks, and upon my

identification of names and events in the texts, I will suggest new divisions within the

chronology of Stein's writings. In Appendix 1, the Bound Typescript order is re-defined

to arrange the voice-montage texts within the three distinct stages of composition. It 1s

a significant result of the direct style of the voice-montage that textual references can
be used to assist this dating process.

Stein captured historical moments by incorporating actual events, and people

whom she knew, into her work. Therefore, for various reasons, it is necessary to
understand the biographical context within which Stein composed the voice-montage.
The external pressures of her environment directly affected the tone, the structure, and
the subject of her compositions. Her texts can be dated by comparing specific
references with documented facts. By identifying a real event, or the name of an

acquaintance, one can see the strategies of detachment which Stein brought to the
sources of her writing.

Important changes were taking place at this time, both in Stein's private life and



in international affairs. Alterations occurred in her personal relationships: her brother,
Leo, moved from 27 rue de Fleurus, the apartment in Paris which they had shared for
eleven years; Stein spent a total of three months as a guest in two English households,
a unique experience for her; she spent a year alone with Alice Toklas in Mallorca, and
together they created a new home. The Great War influenced Stein's decisions to extend
her stay in England, to leave Paris, and to prolong her visit to Mallorca. War caused
her deep concern for the safety of writers, and painters, with whom she associated in
France, and she feared the consequences for their work.

Clearly, this period brought unprecedented influences to bear upon Stein's writing.
I shall assess the external factors at the points where they are used as material for the
voice-montage compositions. For instance, I shall consider Stein's meeting with Jane
Harrison because she is a traceable influence upon early voice-montage compositions.
By contrast, I will discuss the impact of Stein's acquaintance with Alfred North

Whitehead. Despite their frequent conversations, he does not emerge directly in the

voice-montage works. A biographical background to each chapter is presented in

Appendix 2. This Appendix gives additional information about Stein's life during 1914-
16. Extracts from letters are arranged chronologically in Appendix 3, which establishes
a precise account of Stein's activities during this period. In this way, attention is
concentrated upon the voice-montage formations, whilst ensuring that the relevant details
of Stein's biographical context are available for consultation.

Stein's idea of accumulating fragments of ordinary speech gave rise to a series of
works which invite a fresh appreciation of a familiar language. The vocabulary is
homely, the voices speak of everyday concerns, the subject of conversation is often
commonplace. With these materials, Stein led towards theatrical performances in which
voices conjure all elements of physical scenery and action. She also created a range of
visual structures which interrupt, or bring rhythm to, the reading of narrative. Each
composition is a new endeavour which expresses her keen awareness of the language

overheard in any environment, and uttered in most daily exchanges. Yet, each voice-
montage formation contributes to her sustained exploration of the forms in which lines

of speech are performed and read. The corpus of Stein's writing is enlivened by these

direct voices. They are disconcertingly juxtaposed to invigorate staid concepts of

generic rules, and to encourage an imaginative approach to reading. When Stein altered

her language from wordplay to voice-montage, she made an advance which provided a



direction for her later writings. Thus, the compositions which Stein created from the

voice-montage have a vital place in the progression of her changing styles.



CHAPTER 1

EMERGENCE OF THE VOICE-MONTAGE IN ENGLAND: 1914.

Alterations of style were integral to Gertrude Stein's writing process. Throughout

her career, she was willing to introduce a change of emphasis, to assess its potential, and

then to pursue the new linguistic direction. Descriptive narrative, in such early novellas
as Fernhurst (1904-1905), had developed into rhythmic repetition in Three Lives (19035-
1906), The Making of Americans (1906-11) and the word portraits (1908-12). A further
advance was made during 1911, from the accumulation of repeating sentences to
imagistic word clusters. This wordplay style is exemplified by Tender Buttons (1912).

The transition during 1914, from wordplay to voice-montage, was the next stage
in Stein's revision of her language. It was not an inevitable change of direction. In this

chapter, I will present the complex, interweaving factors which contributed to the
emergence of the new idea.

It is apparent that Stein had reached the limits of her wordplay style. In 1914, she
was searching for change. The early 1914 wordplay compositions isolate single letters,

and single words, upon single lines. It was not possible to separate language further.

Stein's visit to England in 1914 brought a new awareness of spoken voices, but this

external environment alone did not cause the change. She had been to England before,

in 1902-1903 and 1n 1913. These visits did not result in an alteration of her writing
style. The difference in the 1914 visit to England was the accumulation of factors
which, together, prompted Stein to revise her approach to language. This visit brought
new pressures of social interaction at a time when the wordplay style was reaching the
end of its aesthetic development. I define the outcome of the revision as voice-montage.

Stein was expressing her belief that words spoken around her offered new material
to concentrate her experiments with language. Donald Sutherland assesses her alteration

of style in 1911, His terms elucidate her move towards voice-montage in 1914:



This need for a dépouillement or stripping was not rare with Gertrude Stein
and she knew it was frequent with Picasso. [...] her passage from one stage to

another was governed less by knowing the next logical step than by impulse and
the instinct for renovation or dépouillement, and it was often enough a lucky

accident like being in Granada or Bilignin or America that helped to set her
going.'

England should be added to Sutherland's list of places which invigorated Stein's
'dépouillement’. Visits in 1902-1903, and in 1913, did not inspire change for various
reasons. On the first occasion, Stein was focusing her full attention upon a descriptive,
autobiographical work. On the second occasion, imagistic word clusters were continuing
to create a dynamic wordplay style. Her third visit, during the summer of 1914, was
different. Stein's inner momentum, away from the exhausted potential of wordplay, was
quickened by the 'lucky accident' of a prolonged visit to Cambridge and Lockeridge.
For three crucial months in 1914, Stein concentrated on a new way to express her
perception of daily life. She had the strength to alter her focus from an achieved style,

and to face the uncertainty of an unexplored approach.

Steven J. Meyer aligns this vigorous overhaul of language with the belief which

Ralph Waldo Emerson expressed in his essay, 'Self-Reliance: 'Power ceases in the
instant of repose; it resides in the moment of transition from a past to a new state [...]."”

Diversity of styles, vital to Stein's method of composition, places her in an Emersonian
tradition:

Their wrting styles could be unashamedly, although unequally, fragmented
because they both held 'abandonment' - what Emerson, in other moods, would also

call transition, discontinuity, detachment - to be the law of writing as much as it
was the unwritten law of life.’

Meyer's interpretation, which emphasizes the creative energy in the 'moment of

transition’, can be applied, in particular, to Stein's compositions dated 1914. As Stein

'‘Donald Sutherland, Gertrude Stein. A Biography of her Work (New Haven: Yale
Univ. Press, 1951), p.69 and p.174.

*Quoted from Steven J. Meyer, 'Stein and Emerson', Raritan, 2 (Fall 1990), pp.96-
97.

*Meyer, 'Stein and Emerson', p.95.
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detached her language from wordplay, to concentrate upon voice-montage, she found an
invigorating direction which would be pursued during the Parisian winter 1914-15, and
throughout the Mallorcan year 1915-16. Before a detailed examination of Stein's
'abandonment' of wordplay, and the advent of voice-montage, I will introduce my
attribution of the new idea to the English summer of 1914. In this, I clarify the existing

critical vagueness about dating the change in Stein's styles during this period.

My proposal is that Stein altered her language to a voice-montage style 1n response
to the particular circumstances of her visit to England (6 July 1914 to 17 October 1914).
These dates bring precision to the range of hypotheses about this innovation. Various
critics have identified a change in Stein's writing, away from wordplay to the direct
transcription of speech patterns. Yet, they have dated the transition to different periods

during the Great War:

The shock of the war, which had inconvenienced, frightened, and dislocated
her, changed her prose. Events intruded implacably upon the trivial, time-killing
word-play that had characterized the year 1913. Normal speech and an increasing
number of personal details entered Gertrude Stein's writing.*

In its clean, straightforward language, the prose poem of Belmonte [1916] is

representative of the leaner, more explicable writing style that Gertrude developed
in Majorca and continued for some time after.’

Gertrude's writing had evolved into verbal collage [in Mallorca)l, the
assembling of experiences from everyday life. Bits of conversations intermingle
with descriptions of the physical settings in which she walked and worked.®

*Richard Bridgman, Gertrude Stein in Pieces (New York: Oxford Univ. Press, 1970),
p.143.

>James R. Mellow, Charmed Circle: Gertrude Stein and Company (New York and
Washington: Praeger Publishers Inc., 1974), p.220.

°Linda Simon, The Biography of Alice B. Toklas (New York: Doubleday and
Company Inc., 1977), p.99.
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After World War 1, the prose smooths out into a more easygoing, tlowing style,

as if the rigors of direct description had been weathered and the technique now lay
comfortably in the hand of the writer.’

While Stein's meditative voice remains the underlying voice in her conversational
pieces, as I call those she began to write in 1914, this voice begins to voice other

voices as well. [...] Stein begins to employ literary renderings of speech as means
to capture 1n her writing her enhanced attention to external circumstances and new

personal encounters that her absence from Paris and the advent of the war had
brought about.®

These assessments do not make a distinction between the texts of late 1914, which first
express the voice-montage, and the variety of formations in work dated 1915-16. A
great difference is overlooked between English, and Mallorcan, compositions. Critical
opinion ranges across four years by locating the Great War as a boundary between two
styles. Such generalization misleads the interpretation of texts written during this time.

In the following sections of this chapter, I will demonstrate that the three months
in England, during 1914, were the crucial period of innovation. My analysis will depart
from current criticism to gain a measure of accuracy required to understand the
Mallorcan achievement. I will argue that the Mallorcan compositions, dated 1915-16,
represent Stein's confident elaboration of a style which had emerged the previous year.
Therefore, my opinion differs from the critical stance which posits that Stein began her
examination of speech fragments during her stay in Mallorca. Later voice-montage
compositions have a sureness, and a range of experimentation, which is based upon the
shorter, and more tentative, narratives of 1914. The first voice-montage works are
marked by their hesitant tone, and by their traces of imagistic word clusters. By
studying the beginnings of the voice-montage, it is evident that Stein's endeavour to

express her new idea required detachment from an established wordplay style.

'Robert Bartlett Haas, ed., A Primer for the Gradual Understanding of Gertrude
Stein (Los Angeles: Black Sparrow Press, 1973), p.67. By ‘direct description’, Haas
refers to the style of wordplay in Susie Asado (1913), p.56.

*Michaela Giesenkirchen, 'The Multilingual Dimension in Gertrude Stein's Life and

Work 1874-1919', unpublished Master of Arts dissertation, Washington University, USA,
1991, pp.30-31.
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Before Stein's visit to England in 1914, she had used wordplay to fragment units
of language. Single words were displayed in sparse visual patterns. Three of these
early 1914 wordplay texts,” Meal One, Emp Lace and Oval, demonstrate Stein's point
of departure. Each of the three texts exemplifies a different aspect of wordplay. Meal
One creates spaces between words, and letters, to allow a reader to re-assemble the

language 1nto new meanings. Emp Lace uses a repetitive structure to expose

discrepancies in the formulaic design. Oval arranges an extensive vocabulary of food

to promote the sensuous quality of nouns.

An 1mpression of ease is given by these wordplay texts. Lack of strain implies

that such language games flowed freely within Stein's associative imagination. She
1solated the sparse words to visual effect, and to invite a close reading of language
components. It was a joyful, humorous style - a style which she chose to leave behind.
Tension 1n the late 1914 voice-montage texts, written during her stay in England, is
emphasized by comparison. One can appreciate the effort of 'dépouillement’. Vibrant
and celebratory language would not fully return to Stein's writing until 1915-16. At this

time, the Mallorcan environment provided a luxurious vocabulary for the voice-montage.

Meal One uses page space to isolate words, and to create a different vocabulary
by the re-alignment of letters. Stein's method was to divide single words, and to place
short sentences on separate lines. Visual patterns emerge, which promote the units of
language. A context 1s created for the eye to range freely across the page, a process

which disrupts the reading of conventional prose. She introduced space between words

to fracture, and so to release, the linguistic components:

"My term 'early 1914 wordplay' refers to the style of compositions in BTS Volume
12, from Meal One to One or Two. I've Finished. These texts were probably written in
Paris, before July 1914. They are characterized by a spacious page design, repetition
of single words, puns and homonyms. 'Late 1914 voice-montage' refers to the works

arranged 1n BTS Volume 12, between Crete and Bird Jet. These can be dated after July
1914. See Appendix 1 for my new divisions within the BTS order.
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SO up so up so up.
(Meal One YCAL HG 82. BTS Vol 12. BTV p.150)

Double spacing in the manuscript, and in the bound typescript, is not maintained in the
posthumous publication. I have reproduced the original spatial arrangement to show
how Stein chose an exaggerated layout. Her purpose was to emphasize the visual
fracture of a single word: soup. It is the exposed framework of language, through a
spatial display, which introduces a mobility in reading the given text. Structural
arrangement requires the voicing of two words: so up. A pause is introduced which
implies physical movement: so upward. This creates a reading which differs from the
association of food, and from the monosyllabic enunciation, of the single word: soup.

Development in the early 1914 wordplay texts is seen by contrast with the

wordplay style which Stein had been exploring since 1911. A composition dated 1909-

12 includes a similar fragmentation of the words 'so up"

Lead kind in soap, lead kind in soap sew up. Lead kind in so up. Lead
kind in so up.

(A Long Gay Book GMP p.116)

This example shows the limits to which Stein had taken her experiment with word
fragmentation. There is a rthythm, and a diversity, in the 1909-12 wordplay. Mingling
within three sentences are variations on a theme: soap, soup, sew up, so up. By early

1914, the single, fragmented word is stated three times. A fresh direction in Stein's

language emerged from such points of verbatim repetition.

In Meal One, Stein acts as a guide to her own text. She offers a gradual
instruction of her wordplay technique, which requires a concentration upon single words.

Through her own examples, she demonstrates her process of fragmenting prose into
wordplay:

A neglected english woman.
A neglected 1in chest woman.

[...]

It was a chinaman, it was a china mean on.
(Meal One BTV p.153 and p.154)

Simplified examples represent the first stage in Stein's lessons for the reader. Easy
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exercises show the reader how to combine words by visual and aural association, to
divide words into new linguistic units, and to re-arrange words within the page space.

Once this manner of reading has been learned, by following examples, the reader 1s able

to apply the same method throughout the text.

A second stage is marked in lines which do not, so readily, give away their new

meanings. Altered configurations are left to the reader's imagination:

Meal one.
Pour leash.

(Meal One BTV p.147)

Sparse visual patterns exaggerate a pause in the reading of these single words, which

begin Meal One. In the act of re-combining a fragmented language, the reader

participates in the construction of a text, like one who shares the 'meal’. Words clash
horizontally, vertically, diagonally in a verbal quartet which does not immediately

harmonize.

Yet, Stein has written a methodology, by example, with which one can interpret

this challenging extract of wordplay. Four words are placed symmetrically to indicate
the corners of a meal-table. Re-arranging the letter space gives: Meal One - Me Alone.
‘Meal one’ might describe an activity paratactically: a meal is eaten, in isolation, by one

person. Stein encourages the reader to re-arrange letter space, in the knowledge that

they share a concept of the new words which emerge. For instance, ‘mea lo ne' is not
an acceptable release of new meaning. Implications of Stein's authorial voice, in the re-
alignment of 'Me Alone’, give a biographical clue to read the second line: Pour leash -
Polish. Wordplay is used to disguise personal details. A new word is released which
has a dual association in Alice Toklas' activity of polishing furniture, and her Polish
ancestry.

A technique of reading, which re-arranges sparse textual units, can be applied to
increasingly complex statements. One stage is guidance by example, a second stage is
the 1solation of elements of wordplay. In Meal One, a third stage buries the wordplay
within imagistic sentences. Stein allows the reader to roam freely within her wordplay

composition, to see which words can be re-aligned. Re-structuring the text allows
multiple interpretations of the words:
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I demur, I demur to a stroke and hand in hand.

[ elaborate, I elaborate and pale coil pale coil of tender tunes.
(Meal One BTV p.154)

A reader who focuses upon the arrangement of words in a spatial pattern finds a
complex, poetic beauty in these two lines. As the eye ranges across the printed page,
one sees that the sentence structure carefully organizes an ambivalent vocabulary.

Repetition of T demur, I demur' balances four words, and two verbal units, upon an axis

of the comma pause. Symmetry in single words (‘hand in hand') balances the repetition

at the beginning, and at the end, of the sentence. An axis is formed between the units

of two repeating phrases with the word 'stroke’.

Visual patterns call attention to the word 'demur’, and the interpretations multiply.

One person may demur, and reiterate their feeling of reluctance. A stroke becomes a

blow, and the hand becomes a vice to grip another hand. Alternatively, one person may

offer a weak resistance to the caressing hand-stroke, in a gentle scenario of seduction.

These lines are ‘elaborate’ in their intricacy. What do they expand, elaborate? The
pale coil’ perhaps. These two words are repeated, so they are not elaborated. They may
be the subject of elaboration. Re-distributed within the letters, there is a name - Alice.
By re-arranging the letters in the given text, a new meaning emerges which interprets
the ‘tender tunes' as love poems for Alice Toklas. Space between the four words which
begin Meal One, quoted above, released a reading of Stein's and Toklas' relationship
encoded within the wordplay. The same method of reading suggests the 'pale coil' is
the delicate, but binding, loop of an equal love, and the white skin of a curled body.

Elaborate readings are appropriate to the early 1914 wordplay texts. Requiring
sustained attention to single words, they have similarities with Imagist poetry. A

meditative reading, which allows new words to emerge from the given text, has been
carefully guided by the author.

Emp Lace arranges imagistic word clusters 'in place' to display a repeating
vocabulary. Wordplay in Emp Lace aligns it with Meal One in that it has a similar
concentration upon the single word. However, its emphasis is slightly different. Rather
than using page space to isolate the components of language, it uses a style of

accumulation to liberate a verbal energy. Stein creates a sense of momentum by
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repeating single words:

Able to seize able to seize separate separate separate.
(Emp Lace BTV p.166)

Moments, in which a reader is 'able to seize able to seize' a new insight into the
wordplay, are distinct. Each instant of discovering a hidden link 1s 'separate separate

separate.’ In this sentence, Stein demonstrates a method for the 'separate’ appreciation

of words throughout the text. For a reader, the ability to 'seize’ puns, and verbal games,

depends upon a realization that repetition releases new meanings:

Loads loads and loads loads. (Emp Lace BTV p.165)

All all all all. (Emp Lace BTV p.165)
Heap heap heap. (Emp Lace BTV p.163)
Come Come Come Come. (Emp Lace BTV p.163)

Vocabulary of volume is arranged in a repeating structure, which focuses attention upon

its meaning. As words are 'heaped’ and 'loaded’, each re-works its definition. Without

the heavy load of explanation, each word 1s given 'separate’ emphasis.

With this lightness of touch, Stein provides a context for the patterning of words

which progress. Lines may look similar, but each 1s slightly altered:

Red in eye lamb red in parlor notes red in eye lamb red in parlor notes
precious precious precious precious.

Red 1in parlor notes precious precious precious.

Red 1n parlor notes red in parlor notes red in precious precious.
Lovely eye lamb red in precious.

Lovely eye lamb red in parlor notes.
Precious Precious Precious.

(Emp Lace BTV p.164)

A repeating pattern emphasizes Stein's selection, and arrangement, of words. Economic

use of vocabulary allows the reader to provide multiple interpretations of the
accumulating words. An 'eye lamb' could infer an island, by its similar sound. 'Red'
may indicate lamb meat, or something read in the ‘parlor notes'. Introduction of 'lovely'

Into the pattern brings a fresh appreciation of the word: first, for its previous absence;

and secondly, for its repetition in a mirroring effect between lines. There is a
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descending scale in the word 'Precious’. Four times it appears in the first sentence, then
three, two, one, none - finally, re-affirmation in isolation. It creates a parallel
framework for the vertical reflection of 'lovely'. Stein reiterates the verbal components
so that the visual pattern reveals much about the vocabulary she chooses. Lightness,
like the 'lace' of the title, comes from a network of repeating words. She presents
language, not as immediate synthesis, but as gradual accumulation with difference.
Statements which duplicate a formula, and then introduce an alteration, have the

purpose of invigorating a reader's awareness of language structures. In Emp Lace, Stein

gives wordplay the ‘critical use' which David Lodge seeks in reiterative styles:

Iterative patterns are thus never in themselves, explanations of meaning or
value. They may, or may not, offer useful and illuminating ways of accounting

for meaning and value in literary texts. Whether they do so, and how they do so,
will depend entirely upon the critical use that is made of them.!®

Emp Lace 1s motivated by a different approach to repeating words from the idea which

guided The Making of Americans (1906-11). This earlier novel used ‘iterative patterns'
to draw the reader into a sustained accumulation of interweaving sentences. Each
sentence repeated, and slightly altered, the one before. Emphasis was added to the last
previous statement, thereby building momentum within the same verbal tone. Stein uses
the pattern of verbatim repetition in Emp Lace to startle the reader with a change in
rhythm,

The '1lluminating' value, which Lodge demands, depends upon the structure of re-

arranging the same words. Once a pattern is established, it is suddenly juxtaposed with

a varied vocabulary. Both forms of wordplay act as a commentary upon the other:

"°David Lodge, Language of Fiction: Essays in Criticism and Verbal Analysis of the
English Novel (London: Routledge and Kegan Paul Plc., 1966), p.86.
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Cow come out cow come out
COW come out come out Cow
COw come out come out cow

cow come out cow come out
cow come out come out cow
CoOw come out come out Cow

cow come out cow come out
CoOw come out Cow come out

COW COW come out Cow come out.

Honey 1s wet.
(Emp Lace YCAL HG 83. BTV p.167)

This alignment of words is my transcription of Stein's organization in the manuscript.
I concentrate upon the manuscript layout to extract her initial impulse. The first
sentence 1s written, in the format presented here, on one right-hand notebook page. The
second sentence is the only text on the following right-hand page. Visual contrast is
extreme. It offers a reading of pattern against brevity. Columns, in which the eye
ranges across the lines, are set against a statement which combines two tactile 1mages.

A visual momentum 1n the accumulating words, and a breathless pace in speaking

the first sentence aloud, require care in reading, and in enunciation. By placing words
within columns, in the manuscript notebook, Stein exposed fine delineations in
duplicating one phrase. In reciting this extract, one divides the language into units of
three: 'cow come out'; 'come out cow'. Horizontal lines are thus divided by a central
vertical line, in the manuscript notebook arrangement. By this pattern, the double ‘cow
cow' breaks the rule in the final line. At the last moment, the sentence loses its two-part
division. 'Cow cow' disrupts the columns, and it does not make sense as a word unit.
One word is repeated, which disturbs the pattern, and the difference is noticed

immediately. Stein was guiding her readers towards this close attention to language in
the early 1914 wordplay texts.

Declension from a cataclysm of energy, to a sparse statement, is aural and visual.
It 1s also a way of re-writing the same ambiguous subject. In the relationship between

Stein and Toklas, the word ‘cow' was a highly charged, and complex, sexual term."

"'Stein does not use the word 'cow' in a strident manner. It contributes to the style
of the text, and it maintains an ambiguous reference. Critics do no justice to Stein's
constant striving to capture her perception of daily life, in innovative literary forms,
when they translate the word as a purely sexual term. The first reference to 'cow’,
implying a sexual interpretation, occurs in GMP: 'It was not strange that the cow came
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Concentration of this private vocabulary onto the space of one page, and the pace at
which it may be read aloud, suggest the intensity of verbal and sexual excitement. A
flat tone in 'Honey is wet' brings a halt to that particular style of wordplay, but continues
it in another. These three words are an integral part of the erotic context. 'Honey’
implies a rich sweetness, with food bringing reference to Alice Toklas, and 1t-1s also an
endearment. If a beloved person, addressed as 'honey', is 'wet', this may indicate the
climactic pause of a sweat-beaded body. A reader is offered a sensuous extension of
the repeating language. Re-introduction of a varied vocabulary evokes a moment of
looking outward again after insular intensity. This acceleration, and deceleration, uses
repetition to reproduce a sensual moment in a relationship. Wordplay can imitate sexual

excitement, and simultaneously, it can expose the surface patterns of a restricted
vocabulary.

Oval 1s characterized by a voluptuous vocabulary, and by a lightness of visual
structure. It 1s the third early 1914 wordplay text which I will consider. A tone of
playfulness suggests that it arose from Stein's vacation in Brittany, during April or May
1914. Stein and Toklas had travelled to northern France before their visit to England

(See Appendix 2). The comic miscellany of nouns, mostly relating to food, leads me

to conclude that it was one of the ‘funny' poems, inspired by Brittany, to which Stein
referred 1n a letter to Henry McBride:

We have just been in Brittany. Had lots of fun and did poems, quite funny ones.
(7 May 1914. YCAL McBride correspondence)

Dating the composition of Oval to April or May 1914, affects the interpretation of its

wordplay. Comic inconsequence contrasts with a sombre tone in the speech fragments,

out and the square was there and the heat was strong.' (GMP p.249). At the end of A
Long Gay Book, an elliptical context preserves the ambivalent interpretation of the
words: 'Coo cow, oo ¢oo coo./ Coo cow leaves of grips nicely./ It is no change. It 1s
ordinary. Not yesterday. Needless, needless to call extra. Coo Coo Coo Cow.' (GMP
p.115). These examples indicate the limits to which Stein had isolated the single word

in her early 1914 wordplay texts. In Emp Lace the word 'cow' is a structural device, to

be repeated without a context of varied vocabulary. Its function is to create a visual
pattern, and to indicate the momentum of reiteration.
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and the dense prose formations, of the first voice-montage works, dated after July 1914.
Oval represents a last feasting upon nouns. In its sparse display of single words,
humorous meanings are released from the page design. A sense of tension 1s apparent
in the late 1914 voice-montage texts, which follow Oval in the Bound Typescript order.
An 1mpression of strain in the later works is emphasized by considering the different

idea which propels the wordplay of Oval.

Lists of different words are 'funny' in their lack of reference to an external reality.

New visual patterns are created, and the words comment upon the textual artifice:

Noticeable eye.
Noticeable eye oh.
Noticeable eye oh

Noticeable eye.
O

Noticeable O eye.
(Oval BTV p.127)

A reader is invited to gaze at single words, at single letters, at iterative patterns, and at

the words which break free from structuring devices. Isolation of the letter 'O’ creates
an aural play with the exclamation 'oh’. Stein juxtaposes the visual 'eye’ with the verbal
utterance. The capitalized single letter creates a visual break in the 'Noticeable eye’
formula, when it is inserted in the final line. Its shape evokes the oval eyes which read
Oval. There is a comic rebelliousness in this text. A reader is encouraged to look at
the ‘noticeable’ design, and to see that its structure plays with the meaning of words.

At this point, Oval represents the limits which the wordplay style had reached by
early 1914. Language could not be fragmented further than the single letter: 'O
Repetition could not continuously create the same visual pattern, without losing its
vitality, With hindsight, the 1914 transition to the voice-montage was motivated, in part,
by Stein's recognition that she had fully explored the fun of wordplay.

Wordplay in Oval goes on and on. Having guided the reader toward a method of
savouring single words, Stein provides a feast in Oval. 1t is a sustained celebration of
language. Exuberance arises from the tactile quality, the colourfulness, and the

sensuousness of its vocabulary. There are so many words about food that Elizabeth
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Fifer's term, 'word salad', is an apt description.’? Stein's pleasure is evident, as she

arranges words to set one against the other, as if on an 'oval' platter, to show how

sumptuous they are:

Apples.

Apples apples apples.
Apples.

Apple.

Apple going apple.
Apple against.
Apple Apple Apple.
(Oval BTV p.121)

Enjambment of 'apple against apple’ disrupts the framework of horizontal lines. Words
mingle in vertical, diagonal and horizontal patterns. Repetition of the noun re-creates
the visual impact of apples laid side by side. Each noun gives the impression of a new

apple, literally arranged in a row. Also, there is a sense that one apple seen on its own,

followed by the glimpse of another. Stein's choice of the word 'apple’ shows an

application of wordplay to catch an image of orchards in Brittany. Repetition 1s

employed to represent the fullness of the fruit. It is also a linguistic exercise 1in

appreciating how odd the word ‘apple’ looks, and sounds, when it is repeated over and

over. An ease with which nouns may be glided over in representational prose 1s not

present in Oval, where the visual structure depends upon the single word.

Oval exhibits isolated segments of language, using the techniques of fragmentation

which I examined with reference to Meal One and Emp Lace. It sets space between

compound nouns to multiply the vocabulary:

Water melon.
Tortoise shell.
(Oval BTV p.119)

'“The free-recall method of Stein's composition, because of its tendency to be
unselective and to overinclude stimuli, creates a word salad whose connections are
fleeting and unstable.' Elizabeth Fifer, ‘Rescued Readings’: A Reconstruction of Gertrude
Stein’s Difficult Texts (Detroit: Wayne State Univ. Press, 1992), p.71. Fifer does not
apply this term to Oval. She comments upon the [...] violent imagery that dominates

"Oval”.' (p.130). 'Word salad' is a term borrowed from Elaine Chaika, 'Psychology of
Schizophrenic Speech'.
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It also arranges a pattern of repeating vocabulary. A new word is given emphasis when

it is added to a formulaic framework:

Real old cake or.
Real old cake for weather.

Real old cake forty.
Real old forty weather.

(Oval BTV p.132)

Eclecticism in this early 1914 text creates a sustained presentation of a particular type
of wordplay. A random selection of vocabulary in Oval demonstrates the inspiration
from everyday foodstuffs: cream, chicken, peas, apples, butter, honey, beets, cake, milk,
sauces, pies, cheese, bread, salt, vegetables. All these nouns are given equal precedence
within a composition which greedily accumulates a language of culinary variety.
Absorbed within this miscellany is the figure of Alice Toklas. Providing food for

Stein's body, Toklas handles the materials which are transformed into wordplay. A

network of words arises from her initials, A.B.T.:

A blame to a blame.

A blame to a blame.
Cooking.
(Oval BTV p.137)

Food provides Stein with a vivid subject for her wordplay. Also, it enables her to
introduce a luxuriant eroticism: 'Bellying. Bellying bellying in close. Bellying in close.’
(Oval BTV p.137). In a style which juxtaposes a tactile realism in its vocabulary of
food, and an ambiguous interpretation in the isolating structure, Stein is able to encode
a love poem to Alice Toklas. The variety of nouns brings a lighthearted comedy to the
celebration of food, love and language. Oval represents both the confident achievement,

and the limitation to further development, implicit in the early 1914 wordplay texts.

It 1s important to stress the momentum towards change, gathering within the early
1914 wordplay texts, because Stein's readiness for a new style was met with her reaction
to external events. Stein could not isolate her language further, unless she took the next

logical step to create pictorial designs with single words and letters. A style of
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technopaignia would lead her in the direction of the ‘'idéogrammes lyriques’, or
‘calligrammes’, which Guillaume Apollinaire had been exploring since 1913.° A

complete shift in emphasis may have occurred because Stein knew that Apollinaire had

already experimented with creating word-pictures.

Sparse verbal structures, in Meal One, Emp Lace and Oval, distinguish their

wordplay from Stein's other literary styles. By again selecting the subject of food,

exemplified in Oval, 1t is possible to see the impulse which contributed to the transition
of styles in 1914. A chronological selection of texts traces the development from a

repeating narrative, to a wordplay prose, and then to the fragmentation of the early 1914

wordplay. Such an approach also shows the return to a modified narrative form in the
voice-montage.

Reference to food is metaphorical in the repeating narrative of The Making of

Americans. Steln's purpose 1s to illustrate her categorization of personality types:

l...] these changes in the girls with her were like all the objects around her, like
the making of dresses to her, like the changing of the eating from the green stuff
they brought to her, through the cooking that was natural for her to the eating that
came after [...] and this nature or natures in them mixes up with the bottom nature

of them to make a whole of them as when things are cooked together to make a
whole dish that is together then.

(The Making of Americans p.101)

In this instance, the food is unspecific (‘the green stuff’) because it serves as a homely
Illustration of Stein's system of the 'bottom nature' of individuals.!* The idea which
motivates this language is the theoretical framework of human categories. An

Intellectual hypothesis is expressed through a prose structure which depreciates the

sensuous naming of specific food items.

“Roger Little, Guillaume Apollinaire (London: The Athlone Press, 1976), p.7.
Calligrammes was published in March 1918.

*See also: 'In the final version [of The Making of Americans], in which David's
whole development is studied from the point of view of his search for death, the
conjunction is made between his 'ideal of eating' and 'elaborate ideas of thoughts of
death.” For David's 'way of eating' becomes his way of dying. As Gertrude puts it, the
problem of nutrition is the problem of death.' (NB-MA p.10)' (Leon Katz, "The First
Making of The Making of Americans: A Study Based on Gertrude Stein's Notebooks and

Early Versions of her Novel (1902-1908)", unpublished doctoral dissertation, Columbia
Univ,, 1963, p.264).
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In 1911, Stein reacted to the visible world by focusing upon a tangible, vivid

vocabulary. However, as the repeating style altered to the imagistic word clusters, the

accumulation of named foodstuffs maintained the prose structure:

Little leg of mutton always still and true, little long potatoe is so like the
green, little celery eaten, shows the time of day, little rhubarb is all red and still
there is a last time to discuss a matter, little piece of pudding is not very red, little

piece of fish fried is the same as bread, little pieces of it are the bread there 1s,
each one is all happy and there is no time for pears.
(A Long Gay Book GMP p.103)

There is a progression indicated in the narrative description of this meal; it has a first
course of mutton and potatoes, with a second course of rhubarb pudding. Realistic

definitions present the appearance of the food: '[...] rthubarb is all red [...] little piece of

fish fried [...]. This style of listing food items developed into the spacious arrangement

of the early 1914 wordplay compositions, which I discussed with reference to Oval.

To emphasize the limits to which the early 1914 wordplay texts isolated words,

it is worth returning to the visual impact of this subject matter:

Vegetables.

This made a change.
All the salt.

That was nice.
Bread and butter.
(Oval BTV p.147)

In this sparse arrangement, the 'vegetables' and 'bread' are extracted from the context of

a meal, so that the reader appreciates each word. Wordplay in A Long Gay Book listed

these items as part of an accumulating description of a particular meal. Stein later chose
to eradicate this reliance upon a coherent event.

Disquiet is a characteristic of the late 1914 voice-montage compositions, Items

of food concentrate an atmosphere of tension in Stein's expression of a different style:

I supposed that there was more bread. I meant to help myself to oranges and

butter. I meant to help myself to oranges and butter. [...] Sugar, tea coffee cocoa

and other articles, they were generally half their value. [...] The search for food
and fuel became secretly cooking potatoes.

(Painted Lace PL pp.1-2)
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Response to social convention brings a tightness to the first experiments in voice-
montage prose. In this extract, there is no more bread, someone cannot reach out for
more food, basic food items lose their value, potatoes must be cooked in secret. A

sparse visual arrangement, which isolates single words, is not seen in late 1914 voice-

montage formations. Wordplay is less appropriate in compositions which juxtapose
snatches of ordinary speech.

Stein's innovation in her style during the summer of 1914, traced in the different
contexts of food vocabulary, might be described as a move away from poetry towards

prose. Two critics differentiate these genres in terms which elucidate Stein's transition

from wordplay to voice-montage:

It 1s true that the language of poetry calls attention to itself and thus invites critical

attention, whereas the language of prose fiction approximates more to casual
speech, and arouses the interests of ordinary life."

What 1s oniginal 1s Stein's use of [William] James's theories as the basis for
distinguishing between poetry and prose. Prose is based on verbs, prepositions,

and conjunctions (the flights): the words that support syntax. These words
function along the horizontal axis and have to do with contiguity: they combine

to hold the words of the sentence in relation to one another. Poetry, on the other
hand, is based on the noun or the substantive (the perchings).'

The ‘language of poetry’, in the early 1914 wordplay texts, contrasts with the ‘casual
speech’ 1n the late 1914 voice-montage compositions. Visual patterns, and aural
rhythms, are released when language is fragmented. Early 1914 wordplay texts are
arranged to promote a poetic emphasis upon single words. A sparse visual arrangement
calls attention to itself. In William James' vocabulary, the early 1914 wordplay texts
represent ‘the perchings' of poetry, without the connecting 'flights' of a narrative context.

However, these two approaches to language may be rewardingly intertwined.
Reading the early 1914 wordplay texts provides an appreciation of the late 1914 voice-
montage writings. Attention to single words deepens an awareness of the simple

expression in carefully crafted voice-montage exchanges. Such mingling of genres is

“Lodge, Language of Fiction, p.32.

t“Randa Dubnick, The Structure of Obscurity: Gertrude Stein, Language, and
Cubism (Urbana and Chicago: Univ. of Illinois Press, 1984), p.8.
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captured neatly in the French term 'poéme-conversation', summarized by Roger Lattle

as 'a text that notes as they occur fragments of conversation overheard from people

around the poet.”’ An essential aspect of the ‘podme-conversation’ is this emphasis

upon the poet, who weaves a lyricism into the record of snatches of overheard talk. In
the first voice-montage compositions, Stein expressed two different ideas about
language: wordplay and voice-montage. Methods of reading which she encouraged 1n

her poetic texts apply to the prose works which exhibit the emerging style.

General patterns, in the emergence of the voice-montage, can be traced in the

chronological order of Stein's works, dated to 1914. Long, spacious wordplay texts shift

to brief, dense prose formations. Imagistic word clusters change to fragments ot

ordinary speech. These first voice-montage compositions provide an insight into Stein’s
process of capturing snatches of conversation. In striving to express the voice-montage,
she focused her attention upon the new language, rather than upon its structure. There
1s an anxious tone in these first, short voice-montage texts. Stein does not disguise her

struggle to convey everyday speech, and to keep it accurate, in the written word.

Three late 1914 voice-montage works, Crete, In One and Gentle Julia, reflect
Stein's tension in transmitting her new idea. Upon the basis of such short experiments
arose the confident achievements of the Mallorcan compositions. Stein was invigorated
by the haphazard arrangement of speakers, and by the sudden interjection of a new
voice. She incorporated this randomness directly into the voice-montage. By tracing
the details Stein used to re-create a particular context through its voices, I am able to
clarify the English locations which inspired these compositions. For example, Crete is
associated with Newnham College, Cambridge, and Gentle Julia is associated with

Lockeridge, Wiltshire. Accurate dating of the late 1914 voice-montage works, allows

me to show how Stein was responding to new social circumstances in England at this

”!.,itgle, Guillaume Apollinaire, p.41. Richard Bridgman believes that Guillaume
Apollinaire was 'in part responsible’ for Stein's change of focus towards accumulating
snatches of conversation (Gertrude Stein in Pieces p.142). Despite their acquaintance,

and a si_milarity In their ideas about literature, there is no evidence of Guillaume
Apollinaire’s direct influence on the emergence of Stein's voice-montage.
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juncture of two styles.

In the organization of texts in Bound Typescript Volume 12, for 1914, Crete 1s the
first voice-montage composition.”® Before examining its language in detail, 1 will
consider the biographical implications of Stein's chronological arrangement of her
typescripts. Crete follows Oval in the typescript order. It is my opinion that the
wordplay compositions are dated before the visit to England, which began on 6 July

1914. An alteration of style, in the short voice-montage texts, leads me to date works

placed immediately after Oval to Stein's English summer. Dating Crete to July 1914
indicates that an external factor contributed to the transition from wordplay to voice-

montage. When commenting on this text, critics have not discussed the importance of
Stein's meeting with Jane Harrison" at Cambridge. Yet, my research has revealed a

complex background to this encounter, which is central to understanding the tense voices
in Crete.

Evidence is found, in the opening sentences of Crete, which indicates that Stein
composed it in response to her ten day visit (10-20 July 1914) to Mr. and Mrs.

Mirrlees,” at the start of her three month stay in England. It is an emphatic beginning

to one of the first voice-montage compositions. Moreover, it clearly locates a particular
place:

"“Stein's arrangement of her typescripts is the basis for the chronology in the 1929
transition bibliography, and in the YCAL HG listing. Thus, Crete is given the

prominent position, in the order of Stein's work, as the first voice-montage composition

(See Appendix 1). This does not establish that it was written first, but the events which
are 1ts source took place early in the visit to England.

PJane Ellen Harrison (9 September 1850 - 15 April 1928) entered Newnham
College, Cambridge in 1898 to take up a Resident Lectureship in Classical Archaeology.
She remained on the staff of Newnham College until 1922. (Renate Schlesier, Jane
Ellen Harrison' Freie Universitit Berlin, in Ward W. Briggs and William M. Calder III,

eds., Classical Scholarship: A Biographical Encyclopedia New York and London:
Garland Publishing Inc., 1990, pp.130-31).

®William Julius Mirrlees was an engineer, and later a businessman in Natal. He
married Emily Lina Montcrieff. Their daughter, Helen Hope Mirrlees (8 April 1887 -
I August 1978), studied at Newnham College from 1910-1913. She did not take her
Iripos. Newnham College Register. Volume 1 1871-1923 (Cambridge: Newnham

College, 1979), p.224. See Appendix 2 for details of Stein's relationship with the
Mirrlees family.
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Is Miss Clapp at Newnham now. She has been about ten days in bed. Oh

I am so sorry. [...] Oh I am not so sorIry.
(Crete BTV p.172)

During her visit to Cambridge, Stein shared the Mirrlees' home at 11 Cranmer Road.
Newnham College is a five-minute walk from this house. Hope Mirrlees had been a
student at Newnham in 1910-13. Both Hope Mirrlees, and her parents, were close
friends of Jane Harrison, who held a Newnham Resident Lectureship in Classical
Archaeology. Stein's invitation to a luncheon at Newnham College arose from this
network of social relationships.*® Her disquieted response to this event was expressed
through a negative tone in Crete.

A woman given the clipped, harsh name, 'Clapp/, is set in a context of serious
illness. Sickness has required ten days bedridden absence from Newnham. This verbal
exchange 1s Informative, but formal. Voice-montage accumulates to create an
atmosphere of sparse social intercourse. One speaker offers polite condolences, and then
withdraws from a sympathetic attitude. Either this person has a change of opinion, or
expresses the truth which exposes an earlier insincerity. Alternatively, two speakers
differ in their statements. This dialogue generates an ambiguous aural environment. All

the speakers are unidentified. There may be two interlocutors, or four participants in
a conversation.

The name 'Miss Clapp' is a literary device, which contributes to an oppressive
ambience 1n the voice-montage. There is no reference to a woman named Miss Clapp
In the Newnham College Register for the years 1871-1923. This fact leads me to
conclude that Stein was using the style of direct speech to express, indirectly, her

negative opinion of Jane Harrison. Stein may have linked the strident sexual inference

*This luncheon seems to have been an informal occasion. I found no reports of it
in the Cambridge Chronicle between 10-20 July 1914. Since this local newspaper
carried details about University functions, this suggests that it was not an official event.
In a letter of 27 November 1990, Miss Ann Phillips (Archivist at Newnham College,
preceding Dr. Elisabeth van Houts) informed me that there was no official record of
Stein’s visit, and that the Visitors' Book is used mainly for state occasions. As Stein's

name does not appear in this book, it may be concluded that the luncheon was not
considered of major significance by Newnham College members of that time.
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of the name with either the illness which is discussed, or with the taint of the
sickbed.”” Jane Harrison had a heart complaint, which forced her to rest quietly. Thus,

it is concelvable that Stein was making a reference to this medical condition. Another

interpretation of the word 'clap’, as the response of an adulatory audience, may also align
this name with Jane Harrison. Her lectures had a theatrical quality, which attracted large
numbers of Cambridge students. Newnham College students were keen to sit beside

Jane Harrison at meals, Stein may have witnessed such popularity during her luncheon

meeting.”> Fragments of conversation mark the emergence of the voice-montage,

initially they are used to create a disconcerting atmosphere.

Stein's choice of a single word for her title, 'Crete', was a result of her
acquaintance with Jane Harrison's work. Crete directs this text towards the meeting with

Jane Harrison, as much as the reference to Newnham College® 1t is a further

indication that Stein was placing details of her English environment directly into her

early voice-montage compositions. Stein's title is drawn from the opening of Jane

Harrison's book, Themis: A Study of the Social Origins of Greek Religion. It was
published in 1912, two years before their meeting in 1914:

“The sexual inference might imply that Stein was reproducing the caustic speech
of Alice Toklas: 'One of them [a woman at the hotel in Acqui Terme where Toklas was
resting in 1962] had a mild case of arthritis in her hands, so mild she could relieve it
by clapping them, and Alice referred to her as Madame Clap-clap. I was accustomed
to listening rather sharply for her euphemisms, as she said compromise for seduce or
worse, outspoken for shameless, impure for bisexual, and inadequate for dead drunk, so

I did not at once understand that Clap-clap referred not only to the noises of the lady.
Donald Sutherland, 'Alice and Gertrude and Others', Prairie Schooner, 45 (1971), p.297.

23:'The high point of each day in college seems to have been dinner, at which Jane
[Harrison] would hold court at table. [...] students fought for a seat near her [...].

Sandra J. Peacock, Jane Ellen Harrison: The Mask and the Self (New Haven and
London: Yale Univ. Press, 1988), p.98.

“Arthur John Evans had begun excavating on Crete in 1900. It was an introduction
to his Cretan artifacts, in 1901, which formed the basis of Jane Harrison's academic
distinction. From his finds, she developed her theory that older matriarchal deities had
preceded the patriarchal Olympians, in ancient Greek religion: 'On Crete, Evans showed
her his first discoveries. A clay seal was in her eyes a revelation of the mountain-
mother, escorted by lions and worshipped ecstatically by a youth. This was one of the

basic motifs 9f her book in progress [Prolegomena to the Study of Greek Religion
(1903)]: the ritual connection between mother-goddess and son that had preceded the

worship of the patriarchal usurpers.’ (Renate Schlesier, 'Jane Ellen Harrison', p.132).
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Zeus, the Father of Gods and men, was bormn, men fabled, in the island of
Crete.”

Stein might have found this reference in a cursory glance at Jane Harrison's book. It

would have been easy to seize upon the word 'Crete’, because it occurs in the first

sentence of this long, scholarly work. In this case, the title implies a private

commentary upon this academic text. An implicit reference to Jane Harrison's style

contlicts with Stein's new urge to capture fragments of unconsidered exchanges.
If Stein's title arose from conversation with Jane Harrison, one might conclude that

the sentences which follow the title, 'Crete’, transcribe voices heard on the occasion

when they met. It is likely that this particular Greek island was a subject of their
exchange:

Crete I visited again and again, and to Crete | owe the impulse to my two

most serious books, the Prolegomena to the Study of Greek Religion and
Themis.*°

Stein chose to entitle her early voice-montage composition in response to the academic
documentation of Jane Harrison's books. An incompatibility was evident between a
scholarly text and voice-montage works, which depended upon inconsistencies of social
exchange. The title, 'Crete’, was a statement of literary divergence. It served to polarize
Stein's direction for her voice-montage.

The Newnham College luncheon, in July 1914, was a meeting between two writers
with different approaches to language. It was their second encounter, they had met in

Panis several months earlier (See Appendix 2). My research in the Stein Collection at

Yale, and in the Jane Harrison Collection at Newnham College, has uncovered evidence

that both women were prepared for a discordance in their opinions about literature.

Biographical information indicates that tension pervaded the 1914 meeting, in

Cambridge. Stein absorbed this tension in the anxious voices of Crete. It is important

to note, 1n examining the voice-montage composition which arose from this meeting,

®Jane Ellen Harrison, Themis: A Study of the Social Origins of Greek Religion
(Cambridge: Cambridge Univ. Press, 1912), p.1.

“Jane Ellen Harrison, Reminiscences of a Student's Life (London: The Hogarth
Press, 1925), pp.71-72.
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that Jane Harrison had read Stein's work. This fact has not been previously noted in

Stein criticism. However, it re-emphasizes my argument that the Newnham College
luncheon had complex undercurrents, which have not been fully realized.

Jane Harrison's correspondence, held in the Newnham College Library, yields
valuable background details to this period. I discovered a postcard she had sent to Hope

Mirlees (postmarked 10 November 1913) which proves, for the first time, that she was
acquainted with Stein's writing:

I have spent some arduous half hours over the prose of Miss Stein but I satisfied
myself it was the purest bosh!?’

It is intriguing to consider which 'prose' work Jane Harrison had read. If she referred
to a book, the date 1913 indicates that it could have been Three Lives, of which there
were unsold copies available from the First American Edition of 1909, Alternatively,
the book could have been Portrait of Mabel Dodge at the Villa Curonia, of which
Mabel Dodge had printed 300 copies in October 1912. An indication that Jane Harrison

had been sent a copy of Portrait of Mabel Dodge at the Villa Curonia is found in a
letter from a different correspondent:

Constance Fletcher & Hope Mirrlees are great friends of mine. Jane Harrison was.

And years ago Jane Harrison lent me the 'Portrait of Mabel Dodge' - wh.
fascinated me - tho' I couldn't understand a word of it!

(16 August 1934, YCAL Alice Dew-Smith correspondence. Sent to Stein from
The Barn, Camber, Rye.)

However, Jane Harrison's 'arduous half hours' may have been spent over short magazine

publications, such as 'Matisse' and 'Picasso’ in the August 1912 issue of Camera Work.

Each of these works corresponds to a different style, and none found approval. When
Jane Harrison met Stein in Cambridge, nine months after expressing her opinion that the
writing was 'the purest bosh', she had evidently read a text which was not to her taste.

Despite stylistic differences in their published texts, the private language of Stein

“’Cambridge, Newnham College Library, Jane Ellen Harrison Collection, Box 9,
Folder 3, 'Letters to Hope Mirrlees from J.E.H.' The postcard is addressed to: Miss
Mirlees/ Hotel d' Elysée/ 3 Rue de Beaume/ Paris/ France. It is postmarked:

Cambridge/ 2:30pm/ 10 Nov 1913. 1 thank Dr. Elisabeth van Houts, Archivist at
Newnham College, for granting me access to the Jane Harrison Collection.
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and Jane Harrison was similar. Stein and Toklas had created a vocabulary to express

their relationship. They had various codes of endearment. Stein wrote of herself as a

'husband' in the relationship. Alice Toklas was the ‘wife' she revered. Jane Harrison

and Hope Mirrlees also had private codes, and they used a vocabulary akin to that
shared by Stein and Toklas. A marital relationship between women was deflected by
Jane Harrison's bear, known as ‘The Oldest One'. At one remove, Jane Harrison wrote
of herself as His [the Bear's] old wife'. She wrote of Hope Mirrlees as 'His [the Bear's]
young wife'. An ambivalent intimacy is revealed in Jane Harrison's letters to Hope
Mirrlees, through the mediating figure of the bear: 'Your husband sending this red
carnation with his love'; "To my dear Young Wife./ A rough [?word] the colour of my
fur.! In correspondence, Jane Harrison signed herself 'Elder Walrus' (or E.W.), and she
addressed Hope Mirrlees as "Younger Walrus' (or Y.W.).* This is coincidentally
similar to the initials Stein and Toklas used to sign their private messages in the

manuscript notebooks: 'Y.D.' and 'D.D.". These two languages, between two sets of

women, were private and separate. Yet, they are factors in the complex background to

the Newnham College luncheon. Stein's intimations of the women's relationships,

written 1n code, possibly influenced the ambiguous voice-montage of Crete.

By piecing together documentary evidence, 1 have concluded that Stein was

introduced to Jane Harrison in Paris during May 1914, two months before their meeting
in Cambridge. This important consideration has not been previously noted in Stein

criticism. A meeting in May 1914 provides a context in which the two women would

have renewed an acquaintance in July 1914. A second encounter, in Cambridge, was

an opportunity to re-confirm their divergent opinions about literature and art. Jane

Harrison visited Paris between 1-16 May 1914, secking treatment for her heart

condition.”” Hope Mirrlees wrote a formal letter to Stein, which dates it before the

1914 visit to England because afterwards the letters are those of friends. In this letter,

she proposed a meeting in which Stein might use her expertise in the art market:

“Newnham College Library, Jane Harrison Collection, Box 9, Folder 3.

®On 30 April 1914, Jane Harrison wrote to Hope Mirrlees (who was staying at the
Hotel d' Elysée, Paris) about M. Moutier, a heart specialist: 'l believe his treatment
usually lasts about 5 days [...] he appoints 4.30 Tuesday.' Jane Harrison had returned
to England by 16 May 1914. A letter to Hope Mirtlees is postmarked from Cambridge
on this date. (Newnham College Library, Jane Harrison Collection, Box 9, Folder 3).
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Dear Miss Stein.

Miss Harrison has come back & has brought a Degas of hers with her she
wants to sell & she very much wants your advice as to which dealer 1s most

trustworthy. [...]
Yours very sincerely

Helen Hope Mirrlees
(ND YCAL Mirrlees correspondence)

This letter can be dated to April or May 1914. A postcard postmarked 20 May 1914
(after her return to Cambridge), from Jane Harrison to Hope Mirrlees, has a reference
to this Degas painting: T...] the Degas is almost as beautiful as the one [...]1.°° Jane
Hamson wrote in her memoir: 'My reactions to art are, I think, always second-hand,
hence, about art, I am docile and open to persuasion [...].°' Her taste for Degas'
pictures differed from Stein's pleasure in Picasso's cubist paintings. In the division of
their art collection, upon Leo Stein's departure from 27 rue de Fleurus in April 1914,
Gertrude Stein had chosen not to keep the Impressionist canvases. Stein and Jane
Harrison had achieved distinction in their knowledge of two vastly different periods of
art. Stein had shown discernment in her purchase of twentieth century art. Jane
Harrison had built her academic reputation upon her theory that visual art, on vase
paintings, provides details about ancient Greek rituals, which are equal to literary

evidence. Their divergent opinions need not have precluded a stimulating conversation.

However, 1n the context of accumulating differences between the two women, 1t further

indicates their opposing views of artistic worth. Without doubt, the intricate cross-

currents, which arose from contact with Jane Harrison, were a strong influence in Stein's

composition of tense voices in Crete.

Crete represents an attempt to record, accurately, the impact of a particular
meeting by grafting one unlocated voice onto another. Eighteen years later, Stein

dismissed the Newnham College luncheon. She gave an impression of discord in the

talk between herself and Jane Harrison:

The conversation was not however particularly amusing. Miss Harrison and
Gertrude Stein did not particularly interest each other.
(The Autobiography of Alice B. Toklas p.178)

**Newnham College Library, Jane Harrison Collection, Box 9, Folder 3.

*'Harrison, Reminiscences of a Student's Life, p.63.
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Stein deflected interest from the encounter which contributed to her early experiment in
voice-montage. As often in this 1932 autobiography, it is the terse disclaimers which
cover deeper conflicts. In this brief declension of a crucial meeting, it is notable that
Stein focuses upon the spoken voice. It is the 'conversation' which disappoints her.

These factors emerge from a detailed study of the Newnham College luncheon.

Critics have previously relied upon Stein's account, consequently they have missed the
underlying complexities of this event:

One day they were invited to lunch at Newnham, to meet Jane Harrison, the
classical scholar. But sitting on the dais next to Miss Harrison, Gertrude had not

found the conversation 'particularly amusing.' She and Miss Harrison, she judged,
'did not particularly interest each other.'*?

This encounter was a fiasco. The celebrated Miss Harrison shared nothing of
Gertrude's zeal for the twentieth century and, in fact, had said for the record that

she was interested in nothing that could not be traced 'back to its first known
beginnings." Attuned to centuries thousands of years apart, she and Gertrude had

nothing to say to one another and made no effort at more than party
conversation.™

In the composition of Crete, Stein was responding to the challenge of recording a social

exchange, and an intellectual environment. She was aroused by the voices, engaged

with the difficulties of abandoning wordplay, and began a new style.

Having established that there were complicated external influences arising from
the Newnham College luncheon and the Cambridge visit, which stimulated the
composition of Crete, 1 will now consider the language through which Stein conveyed
this event. Her decision to assemble a text from snatches of disconnected conversations
differs from the accumulation of wordplay in Oval (which precedes Crete in BTS
Volume 12, as explained above). This change of focus marks the emergence of the

voice-montage, but the transition was not immediate. Anxious voices in Crete are

*Mellow, Charmed Circle, p.211.

**John Malcolm Brinnin, The Third Rose: Gertrude Stein and her World (Boston and
Toronto: Little, Brown and Company, 1959), p.211.
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influenced by the residual vocabulary of wordplay. As Stein began to express her new

idea, the shift of emphasis initially retained imagistic word clusters.

Voice-montage was first placed within a formation of prose segments. Short,

dense essays create a restrictive context for traces of wordplay. Stein had previously

released humorous effects from a light, sparse arrangement:

How can we be a curly shattered betrothed spotted if he invariably has a spot of

skin. He has a spot of hair. Didn't you know that. He is a sickly one and went
and died of it. It was not quite merry.

(Crete BTV p.172)

A list of adjectives, 'curly shattered betrothed spotted', concentrates the negative tone of
a dispersed vocabulary: 'spot [...] sickly {...] died'. Humour in the early 1914 wordplay
texts arose from single words, which are fragmented to release new meanings. In this
late 1914 voice-montage composition, Stein creates a claustrophobic sense of verbal
confusion. Words pile together, contrasting with the straightforward enquiry: 'Didn't you
know that.'" There is a macabre humour in the juxtaposition of one voice, which

mentions death, and another which veers off at a tangent: 'It was not quite merry.'

As wordplay and voice-montage overlap, the term 'poeéme-conversation’ is
appropriate 1n considering the emergence of the new style. All the words in this extract
are unsettling in their unfamiliar context. Each word demands attention for individual
meaning, and for an interpretation through relationships with other words. In Crete,
wordplay and voice-montage combine to conjure an oppressive atmosphere. They also
intersperse a hint of joy in references to marriage (‘betrothed’), and to happiness

(merry’). Care in reading each word, which Stein encouraged in her early 1914
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