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CHAPTER I
INTRODUOT ION

This study 1s concerned with the understanding as a
way to enjoyment of the snti~litersl in modern art.® The
work of art 1s regarded as the loous of various ocultural
faotors--n live product of the vital energles of its age
and 1teell a source as well as & reflection. The analysie
of thege cultursl factors lays no ¢lalm to completeness,
It seeks merely to indicate in simple language the 1aymah
cen underatand, oondltiong, forces, and stimuli in the
artist's milleu which are potential motivations of his
artigtic 1diom,? anad through the examination of those

1 The term grt is used in 1ts all-inclusive meanings
literature, music, and the plotorial arts--painting snd
sculpture.

2 The expression tiatia idi 15 uged heve as i%
La deflned by Edward F. 8C 1 3%& s
2-3. wo?3 art

Un15§311;51b111t§ 1 de  Art, pp. S S,
a8 e agsen & o1 H BX%TOGB&%r nqu 2 -]
a

peint of view of the artiat, hisg ude Toward hls theme,
towsrd his publlec, toward himgelf, hie falth,; his feelings,
hie hopeg-=in ghort, & message in which certain more or
lese genersl and permanent attitudes and certein immediate
feelings snd resctione are glven immediate or partioular
embodiment; style, the physicel or eensory meens, and

thelr resulte or recor& in tengible, visual, or sudible ex-
perdence, which the artist employs ss the vehicle of his
expresslon or for the sake of thelr intrinsic integration;
and ity, whlch 1e the degree of success approaching per-
fection that any observer may attribute to the result. . . .
These three attributes of e work of art are not, in feet,
discontinuous and separable, nor are they mutuslly exclu=
glve, but they do canst some light on the validity of critical
procedures. . .  She unity whioh they constitute is
referrad to as artistic idiom."
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influentiel factors, to try Lo discover why the artist chose
the anti-1litersl idiom.

. There ave two general agpects of conBemporary art
sbout which sveryone is sgreed-«its complexity mmd its
revolutionary break with tradition. Nobody would be bold

enough to seleot one partioular gchool snd say, *This is
the type of modern art; all the rvest ie in some menner
derivative or false." AL other times, even down to the end
of the lsast century; there has been a certaln unity in the
development of srt; s0 thet historlens have been sble %o
trace from genaration to generation & oohervent evolution

of style. But where, in the lmmediate sncestyy of modern
art, shall we find forbears of Pleasso, Henry Moore,

-~ Stravingky, Sshonberg, Gertrude Stein, snd Jomes Joyoge-

whoge work will be included iIn this survey? There geems %o
be & aerinita bresk in the historical development of the
art:ﬂ.stiﬁ fagulty. ‘

It 1s possible %o draw some parsllel between this
conditlon of the arts end the genersl sovlsl conditions of
our civilization. The complexity of styles in art, the
epparent diu«eontinuity in th&ir development, is no grester
than the complexity of what m&ght wall be aalled styles in
morals, religion, and soclel economles. FEverywhere there
18 the meme laok of unity, the game shsence of aubhority,
the seme bresk with tradition.



There have been, of ocourge, revolutions in the
history of art befors todsy, less notlcesble, perhaps, in
the flelds of literature and musleo; bubt stlll there. There
ig a revolution with every new generation, and parioaidally,
every century or so; we get » wlder or a deeper change of
gengibility teo whieh we glve the neme of a period--the
Baroque, the Rococo, the Romsntlo, the Impressionist, the
Expresgionist; and so on. DBut we can alresdy dlscern a
difference of kind in the ocontemporary revolution; it is
not so much a revolution, which implies a turning-over,
even s turning-back, but vather a break-up, s devolution,
some would say e dlssolution. Ite charscter is oate=-
strophle,

The machine and its attendant philosophies have
affeoted art in meny different ways, the most direct being
through spelling the doom of handierafts the world over.
Another hss been the foatering of a cult of resliem, &
type of art which has 1ittle to do with men's aspiretions
or ideslizations but whioch rather emphasizes the pregmetism
rampant in the contemporary world. The réslists; whether
writers, palnters; or muslolesns, did not hesitate to use
the ugly for the stuff of their art; they often felt that
1% sulted thelr purposes better then that which was besuti-
ful. This splrit flourished more etrongly in litersture
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then in the other arte:® but ite influence was felt in
painting snd seulpture and, s bit later--~around the turn of
the gentury--in musie and arohiteocture.

Finally there arose the school of Impregsionists.
Impressionism is, as has often Peen aai&, the lagt phose of
reslisn,? the finsl fling of the ertiste who tried to
reproduce on thelr canvases what they felt nature revesled
to their eyes. Its exponents omlled to their help some of

the new discoveries whileh selence had made; dlscoveries

¢ The 1list of realist suthors is legion. In France,
Plaubert (whose Madsme Bovary, published in 1857, is looked
upon as the firs reat‘reﬁi*stio novel), Davwdet, De
Maupassent, Zola, Bourget, snd; above all the others,
snstole Prence. In Englend, George Meredith snd Thomas
Hardy oconcerned themgelves with the pitiful and reslistic
struggle of people for existence; Henry James studied the
leisured clapses of two continents--=people on a different,
but no less reslistle, plaggi Bernard Shaw; H. G. walla¥
and Samuel Butler's scepti Yex %é %igga sarried the
realistic conoept %o its vltimate conclusion, Tor no
attempt wee made to take seriously either 1ife or death.
In Norway, Blornson and Ibasen; in Germany, Sudermsnn snd
Hauptmann; in Italy, Pirandello. The worke of Russia's
realletic writers were etgeaially effective; Tolstoy,
Chekhow, end Gorky took de 1ght in showing what o miserebly
weak cog in the mechinery of Russien 1ife the ocommon man
wag; and portrayed with pessimistio realism the inevitable
futllity of his exlstence. !

% pop purposes of simplificstion, the differentiation
between 1 and in the arts ls disregerded
in this paper. The %terms have different connotations in
Literature snd in the plestie arta. In literature,

§ggggg% attenpts to portray all aspects of 1ife; 55§gg§;§§ﬁ
g restirioted to the unplessant, the sordld, the ugly.
%rt; ;;g&&gg refers to the underlying truth; natursligm

Q

@
he surface sspeots.



5
which showed the phenomenon we know ag color resulting from
the breaking up of light waves; in order to gelin the
gresteat poseible realism in this respeot; these Imprepaion-
ists, instesd of mixing their solors on a palette, broke
them up into tiny emears placed on the csnvae in cloge
Juxteposition, leaving the mixing and blending of them to
thaﬁeye éf the beholdey. This made the color geem mush
more slive and gave & fresh; open-eir quality to thelr
work which was in plessing éentraaa to the older studio
taahniqna~ Thug the whole problem of psinting ceme to be
bound up largely with but the one ides, the vrealistioc ren-
dering of light sand color; forms were dissolved into color

patohes, patterns bsceme unconventional end largely acol-

plaoe objects beoceme materisl for plotures--washwomen,
bridges, fectories, open-sir seenes from everyday 1life,
the sess~all painted se visusl impresslons csught under'
gertain light oconditions. One writer has rether wittily
degeribed this type of palnbing ss reslity dissolved in g
luminous rog.ﬁ

But if impressioniem sen be sgcepted for what it lg--
en exelted poetry of nature expressed through light and

solor«-s new world of besuty i1z revealed to our eyes. All

b gheldon Cheney, The Story of Modern Art, p. 474.

dental; subjeot 41d not matter. The most femilier;, common-



the men concerned with this movement poassgesnsged definite
peraonalities and produced individusl results,® Musiotons
are speclelly interested in thess artilasts because of thely
direct affect on the works of Debussy and hils followers.

A parallel movement in literabure wes called
Symboliams? which wae firat established ss & theory snd
illustrated in poetry by Stephene Mallerme, His 1desl wes
the result of the success achleved by the painters: "fo
neme an objeot is Bo seeriflce threese-quarters of the enjoy-
ment which comes from the plessure of guessing bit by bit.
To puggest; that ig our areaﬁqﬁa &nd he end hieg followeras-
Verlaine, Rimbaud, Mseterlineck, Swinburne, and Yeatae-
wrote delicete, tenuous verse that is frankly sensuous in

sound snd suggestive rather than exeot in 1te mesning.

Words wers used much ag the colors of the lmpressionlats,

3_usnet is supreme in his rendering of the pley of
11§ht end coloy over nature; Renoir, the greatest of them
all, painted iny@us, buoyent plotures which msde uss of
mpregsioniatic color in an architectural sense; Seurat,
with hie teshnique of Pointillism (PosteImpressioniam),
uged minute, evenly qg?ﬁﬁé”- ;8 of oolor Yo exalt the
eplaodes of everyday life.

7 The Impreseionist movement in art, which ineluded
Gouguin, Cegzanne. Matisse, and Ven Gogh, was first glven
the name Symbo! by Pani Berugler, who first fomulated
its qualities. boliem wase not an inapt neme, and it
wae only becsuse the contemporsry litersry movement in
France usurped this neme thet painting since Gaupuin hse
net been so labelled. For the importance of Serusler,
see Theories, by Msurice Denls, pp. 147=9, and Les Arts
Plastiques, by Jeoqueg Emile Blanche, p. 243,

8 Cemille Meuclalr, The French Impressionists, p. xi.



gpirit of this whole period is due to the indefinite

as symbols evocative becsuse of their sound and certain
subconscious sensations, rather thsn se mesns for conveying
ideas: the central thought conteined in a passage was of
less importance than what one wae led to read between the
lines. The opus magnum of symbollem was Mallerme's famous

| L'apregs-midd d'un feune. It wag thls mesterplece of

vogue liveliness and poetioc imagination that inspired
PDebussy to attempt to transfer to tone the symbolism which
he felt the poet had tried to convey through words. Hls
orchestral poems L!epreg-midi d'un feune and Le mer and

his now rarely heard opera Pelless et Meligande may be geid
to heve been the direct reeults of impressioniesm. That

these are perhsps the most successful Inesynstions of the

nature of the art they represent, rather then sny difference
in the idesls of the srtiste who orealed them. In the
litersl senge, they are the firet great modern works in
musie,

Thess artists of the Impressionist school, living
at the turn of the century; begen to quegtlan the natursl-
istic and positivistic world which had seemed s0 permenent
and final to their fathers; indeed; the very sclentifie
rogearches of thils meterislistic generatlon provided one
of the strongest csuses for 1lts downfall. Avound 1910 a

demand arose for some gort of attempt ot en explanstion of
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gll these solentific phenomene which had scoumulated, such
a8 the bresking up of the atom, the evolution of new ldeas
conserning time and Bpsce, the results of research by mesns
of the X=-rsy snd the misrosecpe; something that would it
them together into a comprehensive congeption of the world
thet wes not based merely on cubward sppesrances. A4 o
result men begen to Surn away from nature's external
agpecte in sn sbttempt to concelve and undsretend what lay
behind them; to him the essence of things beeeng of greaster
importenoce than thelr eppesrance; oreative minds tried to
meke of art some sort of vision freed from materisllstic
and phyaioal eppesrsncss.

Added %o this wes a dlssebisfootion with the world
a8 they saw 1t snd s resligation of the catastvophes
inherent in its sooisl Ampeots, together with s prevolld
sgeinst ninsteenth-gentury falaeness of morelity snd
narrowness of opinion,

- Cezenne gpent almost his whole long cereer in an
attenpt to show that nabure was not what she ssemed when
photiogrephed by the cemers lens; but was something whish,
after having been shsorbed by the artist's eye, sould be
projectsd through his soul. He sought to find the form
behind the content, the sphere behind 2 peach or an spple;
the cone behind a pine tres, without, however, denying thab
peaches or spples or pine trees were valld subjeotas for art.



He bellieved also that the values of a landscape or s group
of objeects could best be represented on convgs through the
menipulation of what he called "planes'--an intermingling
of close and distent perspectives--snd that these could be
suggeeted to the eye by mesns of color gensations,

' Van Gogh, another lesder of the time, was able to
get beneath the surface appearsnces snd fix in vivid end
atartling color the wild ecstansies of his soul and the fire
of hle vision. Wever has there been s better example of
an artist to whom tradition meant so little. Ven Gogh's
chief concern was that of spreading his ocuriously intense
personelity on cenvas. Gauguin left a successful cereer as
a menber of oivilized socleby ond went to the South Seas in
order to try to get a2 fuller understanding of nature end

men 1ﬁrtheir primitivé sspests. _Anﬁ Stravinsgky thé

musiclian sought; at least in his earlier work, to penetrate
the mask of nature and deplot men in his pre-civilized snd
pre-gophisticated estate.

Once theme artists declded that they must be ocon-
ocerned with other then natural sppearsnces, they did not
hegitate to adopt methods of technique quite at varisnce
with older practices, Af in so dolng they could secure the
‘results they sought. And all sorte of groups and aschools
arode, most of them centering in the work of one or two

leadera., The two unifying prineiples of these group:
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geemed to be thelr desire to express what they percelved
with their minds rether than what they merely saw with
their eyes or heard with their eesrs, and to sbandon such
ldeps of the psst es had come to be bensl through thelr
overuse during s period of centuries. These Abstraction-
iets were oulture-wesry artists, trying to oreate a new
objectivity, light; and form out of the chaos wrought by
their absndoning of 0ld ideals, to fashion a pure asesthetie
reélity that hee e consistency entirely divorced from
ordinary 1ife. Lewlsohn calls it plaestic licensge and
likens it to the writings of Gertrude gteln. ?

In painting, the Oublets tried to carry forward
Cezanne'!s methods of bresking natural forme into planes
~end bullding definite designe with them. They attempted to
form & new kind of spece relationship by creating instead
of imitating, and so rejeeted all the accepted rules of
oonstruction, perapective; and the rest, moving around an
objeoct they attempted to deplet; 80 as to show geveral
points of viglon at the mame time. The synthetic resultas
they sehieved are familier enough in the plotures of
Ploesso, Braque, Mare, snd Feininger.

Futurigm, an Italisn movement leunched sfter the

birth of cubiesm in Frence, mede a novel attempt to

s Howerd D. MeKinney end W. R. Anderson, Mugioc in
History, p. 810, '
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dramptize simultaneously the diverse movements and aspeots
of an object, It was in February, 1809, that F. T.
Marinetti, en unknown Itellen writer, threw the "Initial
Menifesto of Futurism® like s bomb into the pages of
Pigaro in Paris. Futurism embraced other fields besides
palnting, and there is ressgon in the eontention thet
Fasolsm was Futurism translated into prastical; political
terma.lo

Dadelsn wes a humorous snd largely futilitarien
gesture against the useless sscrifices of the War yeéra; it
tried, by assuming a mood of utter nihiliem, to upset the
whole artlstlc spplecart. All sorts of sbsurdities were
perpetrated, not only in palnting but in music and litere-
ture as well; thermometers, olockwork, seraps of rubbigh,
and plecee of newspsper were glued onto abetrsct paintings.
But Dadeism took iteelf so frivolously that it laughed
itself to death, fortunately.

Newplscticlsm decided that art was & matter of
simplified designs of reotongles snd horlzontal and perpen=
dleular lines; 1t is one of the forms of pure abstrsotion,
in which the ertist mekes no pttempt to attain natural

forms.

Inspired by postwar developments; especially the

10 Edwqfd P, Rothschild, Th ing of Intelld-
gibility in Modern Art, p. 28 The Meening of Unintelll.
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doetrines of Freud as to our subconsoious exigtence, was
gurreslism, which, 1like go meny of thege painting move-
ments, hes strongly sffeoted the other srts. Paeinting in
bright eolors, with sareful attention to detalil, men 1liks
Balvedor Dall drew their motives from dream-congoiousneass

and work them out in terms of nightmaves. >

Theae are only some of the verious attempte made

by modern artists to rebulld the scheme of things, so
rudely shabtered o bite during the lash years of the
nineteenth century and the first of the twentieth cen-
tury. Not sll of thege ertists heve been concerned
gimply with the generslities of abstraction snd the

attempt to mirror the chaog of the spirlt of the times,

There have been others who have tried to transform
goclety by direoting their shafts against the horrora
of machinery snd olvilization, combining the new tech-

nigue with vitel soeisl eriticiem. These are the men of

_11 Miro, snother importent eurresllst; abjures
natural forms and seeks to be as largely interested in
design as in dresms. Klee; the Germen exponent of this
school; tries to combine in his pletures the ideas of
psychosnelysis snd those recelved from our knowledge of
primltive man; they cen be understood, his epologlata
inslet, only by a consciousness whiech embreces the
successive worlde of the past snd the vast heritages of
81l that hss gone before. This 1s something of an order!
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the Neue Saghlichkeit'? of reelism. Painters like Mex
Beokman, Dixs; Grosgz; and Georges Rousult hove ocarried on
the treditions of the grest Daumier gnd CGoys in presgenting
in their works a terrifying refleotion of the desolation
and decay of our age, & reflection whioh is the more
effective becsuge it employs modern techniques.

All these assthetie probleme which now seem 80 cone
fusing would be grestly simplified if it were possible %o
confine the processes of artistic development in watertight
compartmente and not have them interflow, as do all other
changes in menkind's mental and spiritusl make-up. Our
perception of even the essential nature (not to spesk of
the velues) of these phesges of art 1sg obsoured by the fsaot
that at any given time at least three strate of aetivityr

sre being worked simulteneously: there ave the beat of the
older practitioners, who continue to uee their familiar
technique, sometimes with freesh intimetions of 0ld beauty;

12 9he phrase Die Neus Sachliohkedt, "The New
ijeotivie{g“ was ocoined by Dr, Hartlaub, the Director of
the Mennhelm Aprt Gallery, who says; "The expresasion ought
reglly to spply ae & label to thet type of modern reslism
which bears a soclalistic flavor. It was related to the
generel contemporsry feeling in Germeny of reasignation and
eyniclem after a perlod of exuberant hopes {which had
found sn outlet in Expressioniem). Cynlelsm end resigne-
tion are the negative eide of the Neue Bachliohkelt; the
positive slde expresses itself in enthusiaeem for immediate
reality-~the repult of s desire to take things entirely
objectively on a materlsl basls without immedlstely Invest-
;ng themggith idesal implications." (Herbert Reesd, Arg
Now, p. 92.
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there ig o smaller class of art workers who have found; oy
are in the process of finding,; some equation between the
0ld end the new technique, perhaps not much more than an
accommodation, or something in the naturs of & not very
stable compound which 1s likely to resolve into its dis-
parate conptituents; and the class of out-and=-out extrem-
ists, who, in intentlion at lsast, have thrown over sll the
014 methods and ideslis.

Whatever the teohnilque or method used by the artist,
it is sesumed thet the general purpose of art is to pro-
duge enjoyment of sn experience as rich and feound a8
poesgible by mesns of revelation or demonstration snd
synthesias. But enjoymen% ig partially besed upon undere
cannot be enjoyed. In many cases the understanding which
precedes enjoyment may be intuitive and not oonsciously
recognized., This 1g probably, to 2 large extent, the case
with primitive people, children, and thosge who possaeas
artistic tempersment or highly developed intuition. In
many cases; also; the satisfaotion in understanding may be
80 great that there is 1ittle poesibllity of the extenslon
of the experilence into other realms of enjoyment. This ls
a sort of mathematicsl plessure which is probsbly common to
selentletes and loglclens or %o puzzle-golvers and which, of

course, may often be sought by such tempersments as an end
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in itgelf. But it would seem likely that, to the majoiity,
understanding is a normel stage preéliminary to enjoyment.

- The partiouler artistic idiom selected by the srtilst
ig & vesult of » number of thinge: aettitudes, traditions,
feelings, which he ghares with his ocontemporsries. Or his
artistic idiom 1z the embodiment of his personal resction
te thisg common culture. It 1s largely a reflection and
index of hls time, Just as he 1s largely a2 oreature of his
sge. That he 1s able %o give substance to what he sees and
feels mekea him an artist; and; ae such; a volos of his era.
When he i1s sble to go deeply beneath the surfsce; he 1s a
great artist; a voles of all sges.

The artist, whether writer, painter, or composer, is
immediately faced with the problem of gelecting the best
idiom for expresging what he sees and feels. The selesbion
of his partioular 1diom must be Intultive on his part, and
intuition le usually respeocted only when it huss proved its
case,; which, in the matter of pronouncing the greatness of
sn artist, must swelt the verdiect of time. In the mean-
time those who sre concerned with the enjoyment and under-
standing of the work of art must be ocontent to trust their
intultions. But it muet be remembered that the proper
sphere of intultion 18 beyond understanding, and the oritis
must be prepared to go as far as he can within the rveslm of
undsratending in order that his intuitions and enjoyments
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will be projected slong a rveal road between the bogs of the
merely caprioious and the wilfully arbitrary, If the
obgerver tries to understand the artist, he will not argue
ovey differences of opinion snd will respeot the inclinge
tiong of personaliby and temperament. It is only when these
frrational elements invade the fileld of underatanding that
there are confliete, antlescelal behavior, ineffectivenesa,
hallueinationa, digeppointments, snd AIneanity. But the
converge 18 equaelly true. There 1s a limit to the powers
of understending; and when thege powers try to overgbep the
1imit, the result 1s scademiclem, fetishism, purlitenism,
conventionallem, word-worship, end the other ills of
normalistic, legelistio, taboo-ridden experience,

Undergtanding and enjoyment are sepsrate but com-
piimenf;;y. ﬁgdorafgidlngmﬁithoug_enjoigént is sterile =
end barren; enjoyment without understending is possible
only on the level of pure enimellsn, and 1t ie totslly lack-
ing in any sgense of permsnence or fecundity. Mr. Herbert
Read says, "The prejudice againegt modern ovrt s, I am con=-
vineed, the resgult of s confined vigion or e narrow range
of gensibility. People forget that the artist (Af he
deserves that neme) has the seutest sense of ug all; snd
he can only be true to himsgelf end to hils function Af he
expresses that acsuteness to the finsl edge. We are without

sourage, without freedom, without passion and Joy, if we
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refuge to follow where he leads, 113

Twentleth-century modernism has had meny different
pheges; but no matter what its way of expression, sub-
Jeotive or objeotive, iImpreseionistic or expressionistie,
abatrect or poetie; 1t has developed from the same generel
backgrounds. A brief survey of the economic end phile-
gophicsl eonditions of the century which produced 1t will

show why ite sppeersnce was lnevitsble.

13 yerbert Reads op. it., p. 15.



CHAPTER - IX
THE ZEITGEIST

The quality of oulture; by whioch is mesnt its
schievements in literature, musio, and the plastic aris,
obviously depends in some subtle way on the underlying
soolal orgenization., Pregent olvilizetlon is in a state of
orisle. The system of lalesez-faire capitelism, which has
been the unconsolous economic besis of eivilizatlon since
the end of the MHiddle Ages, has broken down, and various
alternatives seem to present thempelves. These tske two
general formg--either s continuance of capliteliem with a
plenned control of 1ts objeciives, or the replae!pent of

capitalist enterprise by some form of communal aﬁng?qgﬁp
of the meens of production snd distribution. It is not
necegsary, perhaps, to detall all the pessibllities, but
they are more various then some of our politiciens assume,
and the ocultural patterns whiech would emevrge from such
diverse economic structures as, for example, the inter-

" nationsl cartelization of industry and the sutarchic astate
control of industry would be totally different. If one
thinks around present-day problems ss widely as possible,
factors and symptoms will be noted which complicate these
problems and tend to mske people more sympathetie towerd

artiste in every sphere of work.
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The orestive artist 1s & humen being like the rest
of us. He cennot solve these problems except as one of us,
but through his art he cen help us %o gee and understand
them, for ertiste are the sensitive antennae of soclety.
The work of art is a symbol, o vieidle symbol of the human
spirit in 1ts search for truth, freedom; and perfegtion.
Gontemporsry art forms are tied to their eulaura.l
Jugt what 1s that oulture? What are the foroeee which have
influenced the introverts, as Lewis Mumford likes to eall
the ereative artists? One of the moat far reaehing;'in
its conflict between the romantic end the ubllitarien, was

the Industrisl revolution of the nineteenth century.

I, THE INDUSTRIAL REVOLUTION

For Welt Whitmen's seventleth birthday (1889), Merk
Tweln wrote a letter on behalf of 2 committee of Amsrican
men of letters, in whioch he maiad:

You have lived juant the seventy years which arve
the greatest in the world's history snd richest 1n
beneflt and advencement to Ate peoplea. These seveniy
years have done much more to widen the interval between
man and the other animels then wes accomplisghed by ani
of the Tive centuries which preceded them. What grea
births you have witnessed! The steam press, the

1 "Culture® and "elvilization" are used as synonyns,
though in German, for instance, a differentistion i1as made
between the two; "elvilization® 1s the term for techno-
logicel end “oulture® for the humsnistic sphere.
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stesmship, the steel ship, the rallrosd; the perfect
cotton gin, the telegreph, the phonograph, phote-
revure, the electrotype; the gaslight, the eleotrlo
ight, the sewing maschine, and the smaging, infinitely
varied snd innumersble producte of cosl tar, those
latest and strangest marvels of a marvelous age. And
you have seen even greater birthe thsn these for you
heve seen the agplioation of snesthesls to surgery-
rectice, whereby the anclent dominion of pain, whish
egen with the firet ereabed 1ife, ceme %o an end on
thie earth forever, . . . Yes, you have indeed seen
much-=but tarry for s while, for the greatest is yet
to come, Walt thirty yearse, snd tk look out over
the earth! You shall see marvels added to those whose
netivity you have witnesged: end conspiouous shout
them you shall gee thelr formideble Result--men at
almost hie full stature et lagt--snd still growing,
vieibly growing while you look. . . . Walt till you
gee that great flgure asppesr; and catsh the far glint
of the sun upon hie banner; then you may depart
satisfled, as knowing you have seen him for whom the
earth was mede,; snd that he will proclaim that humen
wheat im more §han human tares, snd proceed to organ~2
ize humen values on that basip. (8igned) Mark Twain.

Fifty-nine years have paaseﬁ. The marvels Oomee=
~ alrplenes and selfepropelled sxploaives that assseiled
helpless citles; flame throwers, polson gasses, and atonic
bombs that threatened to exterminete not merely sative
combatants, but every vestige of orgenie life in the region
sub jeoted to them. Men 2lmost at his full stature at last!
Needless t0 say, in the admirable list of inventions
over which Mark Twein exulted, thers wae reason o exulte--
provided reason had governed their exploitation and had
made them the servants of man's own higher development.

The industrisl revolution opened up a new

® Lewis Mumford, The Condition of Man, pp. 306-306.
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dimengion--~the dimension of a new sclence and 2 new tech=
nology which could be used for the realization of all-
enbracing reletlonghips. Contemporary men threw himself
into the experience of these new relationghips. But
saturated with old ldeologies; he approessghed the new
dimension with obgolete practices and falled to translate
his newly gelned experience into emotional lenguage end
cultursl reality. The result hag been and ptill 1s migery
snd ponfliot,; brutality and enguish, unemployment and war.

II, KARL MARX

The men who sought to magter thie situation; who
planned to convert the utilitarian hell inte a proletarien
heaven, wae Karl Marx, a Gemmen born of a Jewish femily in
the Rhineland.

One need herdly list 211 the contradlotions znd
smbivalences of Merx'se attitude toward the world around
him, for he orgenized them into s water-tight system, an
argument by oritical exemination of loglesl oconsequences.
Marx sccepted this process as a complete deseription snd
turned it upeide down., He claimed that material forme
brought into exlstence spprepriste ideas in art; religion,
philogophy; morslp-~these were mere ghedows of the "real®
world,; the world of sconomic aotivity, which wes poverned
by the necegsity to est, drink, have shelter snd elothes,



22
and to produce ever-more elsborate mesns of gecuring
physloal livelihood.

His elaim that the meterialistlc development ceme
before the artlstio givee awsy the wesknesgs of the Marxien
interpretation; for in sotusl histery the developments of
languege, art, and politiocs are as early ag the techno=-
logloal developments., In soolety these aspeots of life are
organioally related, snd nelther precedes the other,

One might desorlbe the Marxists by parephrasing
what Macsulay sald of the Puritans and bear-baiting: that
they sought to do away with exploltatlon not so mush
beceause of love of the exploited ns out of hatred for the
exploiter. Cut loose from the humenizing ideas of the
_English, the Americen, and the French revolutions, it LU
smoll wonder that Merxiem in Germeny lent itself so easily
to the explolitetion of the Netlonal Boolsliste. Even the
Jew-baliting of the Nazle was a2 sinister geme that Marx
himgelf agtually began. The Rugsisn deification of Marx,
Lenin, and 8talin marked the downwerd passage of soolaliem
into 1ts opposite: authoriterisn communism, tempered by
oonsgpirsey and stabilized by purges-~the negation of the
demoorstic and egeliterian 1desl. And agaln the suthori-
tarien agpeot of goolalisn was a direot bequest of Marx.

In his faithful tranglation of Marxian theory into practice,
Nicolal Lenin progresalvely wiped out the groups and
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agsocletions that would heve shared end diffused the poweyr
of the ptate. What was not wiped out wes incorporated
within the state. Esplonage, punishment without open
triegl, seoret imprisonment in remote consentration csmps op
equally seoret death, forsed lsbor, the suppresaion of free
speech and rational politionl slternatives, the oreation of
en official miling olass slmost as remote from the masees ag
the cepitalists snd bureauerats they supplented, the com-
plete centralization of economic power--all thege new

abtiributes of communiem helped betray 1ts originsl aims.
IXI, CHARLES DARWIN

A third great influence {for good snd evil) was the
great upsurge of intereast in sclence with the false inter-
pretations placed upon the findings of the sclentists by
the laymen. Darwin became popularly known as the central
exponent of the theory of blological evolution, Thie
theory had been known and developed from the time of the
Greeka, but in the Origin of the Specles the dootrine of
evolution wae glven by Darwin a peoullsr twist. Hls lead-
ing idea, the ides he fsnoled was original to him, was
the notion that the population of all species Gends under
natursl conditions to outstrip the food supply, that thisg
bringes about & struggle for exlstence between the members

of the ssme spaocies, snd that ss a result, the weaker



members are driven to the wall; while those who survive
reproduse their kind and hand on to thelr descendants
préeclasely those more favorsble variatlions that ensbled
them to survive. Exterminatlon beceme the key to develop~
ment.

In guppert of this theory Darwin added the 3everand
T. 8, Melthus's theory of population: the bellef that
population inereases in geometricel rvatio} so that poverty,
viee, orime, and wer are the only alternstives %o either
sbatinence or & voluntary deoimation.

Thie theory of Melthus's performed s gpecial socisl
duty. It explained why the poor muat remein poor, and why
the upper olasses; by getting a1l they have, are by a
supreme law of nature entitled fo have all that they cen
get. By oconfusing the feet of survival; which reats on
many other cliroumstances besldes individusl ability snd
capaclty, with the faet of blologleal development, Deywin
confused fitness with betterment, and sdeptaetion with
physileal prowess, In short, he Jusbified man's contemporary
inhunanity to men by pinning the whole progess on nsture.

Here lay the seoret of Derwin's great popular
influence, His theory of natural gelection senctified the
brutelity of industriellsm and gave & fresh impulse to the
Imperialism thet suoceseded it. He lent to the brutal

agpertions of clase, nstion, and rece the support of a
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holy Ygalentific® dogma,

Obgerve the finsl vesult. Preocisely at the moment
when the mechenical means of communicatlon and transport
were making the world one, 2 subversive ldeology; on the
basls of @ partisl; felsifled view of nature, ssnctioned
non=cooperation and ereoted the atruggle for exlstence
into a dogma. Men who had guns and who used them ruthe
legnly-«the Mmerlosns robbing the Indleng; thé Belglans
in the Congo, the Gormene in Southwest Afrlea, the Boers
apnd British in Trensvaal, the unlted Western powers in
Peking--were obviously destined to survive; their
brutality placed the geal of virtue on theilr fitness. To
exterminate thelr rivels was to improve themgelvege-or go
the gunmen thought., . '

What the militent lsaders of this so;iaty:tooivrrom
blology were not ita truths but 1te errors. Thus the
spresding interest in life-processes fostered barbarism
and played Into the hands of the unsorupulous. In resoting
egaingt the dehumenizetion of the maschine, people ldentil-
fled the naturel with the sevage, the orgeanie with the
primitive; the life-creating with the death-serving.

IV, THE PHILOSOPHERS

Alfred North Whitehead. Whitehead's great snd ever-

inereasing influence flowed through two channels: his
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numerous books and asrticles, and hileg direct personal esso-
clations with colleagues and students in the university
environment.

Hie ooncepts of space and time exerted a tremendous
influence on the oreative artlsts of Burope and Ameriaa.
Opposing the traditional notions of spsce, time, and
mabter, he contended that ultimate physlcel reslity iz come-
posed of Anterrelated "events," revesled in sense-swere-
ness. An sutomobile acoldent 1s an event, so 2lso is the
Great Pyremid. 8Spsoe and time are not conteiners for
events; rather, they ave relations between evente. The
traditional doctrine of the distinet independence of each
bit of matter should be yeplesced by en emphasls on the
pervagive presence of aweryth;ug_avefgwher@. Tpiafthgorr
ie supported by reference to the eleotromagnetioc antivitf; :
Thers seems $o be a modiflestion of the eleotromagnetioc
fleld at every point of space et every instent, owing to
the psst history of each eleotron.

Whitehead's philogophy involves a dramatic widening
of intellestusl horizons., He diecusses the nature of
ultinate reslity, religlon, human personallty, value;
soolel organization, industry, education, art. In the
latter part of the nineteenth century and the first part of
the twentieth century, meny keen minds wers indulging in oyne

ielem and sceptieclsm; or; suffering from loss of nexrve,
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olimbing on some authoritarien bend wagon. Whitehead set
himsgelf to "fresme a coherent, logical, necessary system of
genersl idees in terms of which every element in our
experience gan be 1nterpreted."5 Thus he undertook the
task of formulating o philosophy of 1life which would de
Juatloe to all the faote: aesthetie; morasl, snd religlous,
es well sg the data of the nabural and soclel sclences.
Whitehead olaims that an examination of human experience
reveals that a person s a unity of experiences of environ-
mental faote. Thls experience of the externsl environmen%
ig contributory to the being of the person in question.
However, the daveloﬁing person geleots materisl from the
avellable date, using only whet he required. This prooess
of sutonomous self-development iz gulded by an apprehension
of certaln idesl goals. It is Whitehead's contention that

8ll the oomponent entities of the universe have the char-
acterigtics found in the "mental" experience of a typlcal
humen self. In other words, the universe les composed of a
very large number of "persons," each of which 1s bullding
iteelf up by rescting to persons in itz environment in
socordence with idesl goals which 1% has spprehended, At
firet glance this theory may seem inoredible; but Whitehead

offers sonsidersble evidence in 1ts support, For example,

S A N. Whitehead, Process snd Reelity, p. 4.
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he argues that Af you are serious in oleiming thet humen
experience l1ls part of nsture; Then you muel admit; es he
does; thet what you find in humen experience musgt be found
in nebture. His really fundemental avgument; besed on
specifie Allustrations, is summarized thusi: "The general
prineciples of physies are exeotly what we should expeet as
a specific exemplification of the metaphysies required by
the philesophy of erganium.“‘ Thug, sccording to Whitehead,
reality is composed of a large group of persons who enjoy
verious degrees of width and depth of eéxperience. Rach of
these personsg emerges as the result of oreative interasction
with other persons. Thie procese is gulded by spprehended
idenls., It followe that humen beings and sgo-ovalled
lnaninate objeots are inesospably subject to a prosess of
ereabive change. Those who ghut their eyes to the fact of
change have lost thelr grip on reallty.

Henri Louls Bergson. One of the most striking faots
sbout Bergson's workes is the extent to which they have

eppeesled not only to the professions] philosophers; but
8l8o to the ordinary publiec. For him reslity 1s not to be
resched by any eloborate constructlon of thought--it 1s
given in immediaste experience ss a flux, & continuous pro-
cess of beecoming, to be gresped by intultion, by

% 4., p. 178,
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gympathetlo ingight., Concepts break up the continuocuz flow
of reslity into parts externsl to one another; they farthep
the interests of langusge and eooclasl 1ife and are ugeful
primarily for practilcal purposea. Bub they give nothing of
the 1ife and moyement of reallity; rather, by substituting
for this sn artificial reconstruction; a patohwork of dead
Tragmenta, they lead to the difficultles which have selways
beget the intellectuslist philosgophy; and which on itas
premiges are ingoluble. Inatead of attempting a solution
in the intelleotuelliet sense, Bergson e¢alls upon his
readers to put these broken Tragments of reality behind
them; to immerse themselves 1n the living stream of thinpgs
and to find thelr diffioulties swept away in ite reaslstless

fiow, i 4 ir?

For purposes of this peper; the most pertinent
aspeots of Bergson's philogophy; as of Whitehead's, desl
with time snd gpece; and with the 1ntensi$y of consgolous
states. He ghows that quentitetive differences of oon-
solous states are applicable only to megnitudes, that is,
in the last resort, to space, end that intensity in ibtself
is purely quelitetive. Peassing from the consideration of
separate consglious states to thelr multiplicity; he finds
that there are twoe forms of multipliecity: quantitetive op
disorete multiplicity involves the Aintuition of space, but
the multipliclity of oonsclous sbates is wholly qualitative.
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This unfolding multipliclity constitutes duration, which is
a succession without dlstinetion; an interpenstration of
elements so heterogeneous that former states cen never
vecur.® The ides of a homogeneous and m&asur&bie time is
ghown to be an ertifiolsl concept; formed by the intrusion
of the ldea of space into the reslm of pure duration.
Indeed, the whole of Bergaon's philosophy centers avound
his conception of yesl sonovete duration snd the specifie
feeling of duration whioh our conseiousness has when it does
away with convention snd hsbit and gets back to ite natursl
attitude. At the roots of mest evrors in philosophy he
findes o confuslon between this gonerste durstion and the
sbatraot time which mathematlos, physics, and even langusge

end gommon sense substitute for 1t. Applying these results =

to the problem of free will, he shows that the diffioulties
arise from teking up one's stand gfter the aot has been
parformed, and spplying the coneeptual method %o 11:.6 From
the point of view of the living, developing self these
diffioulties are shown to be illumory; snd freedom, though
not defineble in abatrasct or convdeptusl terms, is declarved
to be one of the cleareet facts established by observe-
tion,

® Henri Bergson, Time ond Free Will, p. 8B.
6 Mol Do 164,
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V. PBYCHOAMALYSIS AND THE DILATION OF 8EX

The lest and one of the most powerful forces to be
discuased in this peper 1s the golentific re-investigation
of sex, whleh begen with the discovery of the preclss
nature of the ovum and the spermatszoon and eulminated
toward the beginning of the twentleth century in Freud's
gexual Anterpretation of the dreem and his enlargement of
the role played by sex in the development of both child and
adult.

Much of the renewed sexuzl Interest of the nine-
teenth sentury sought only verbal channels or legel forme
of expression. The deflsnce of oconvention went no further
than the praise of the prostitute, with Swinburne, or the
1iving together without binding legel tles, as with George
Eliot. If the conventional lenguage or sex, particularly
in Protestant countries, took long to recover the forth-
rightness of the seventeenth century, a stesdy outflow of
erotic Interest oharsoterized, with inereasing intensity,
the art of the nineteenth century. It reached 1ts highest
point, perhsps, in Rodin, whose supple nudes float; ripple,
undulate in the vigual blur that intense passion 1tsel?
produces.

This dllation of gex at length found a philosophie
exponent in Havelock Ellis, whose work begen in the

elghteen=eighties. 1In a series of monographs on the naturs
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of pex, in all ibs mepeotis, he brought together nﬂﬁ‘me?aly
a vest smount of speclsliast Investigation bul a great many
private blogrsphies, for lack of whioh even the medical
knowledge of sex had been unduly restrioted, ¥Yet Bllls's
work, many-sided snd all-smbraoing as 1t seems, reveals how
completely sex hed departed from its nomal place in ocone
gelougness end praotice. In all his studles; slthough he
wrote on marriage; he pever follows the sexual embrace ss
far as the ¢hild or allles his fresh insights on sex to the
naﬁuré of the femily and the psychologloal reconditioning
of sex that springs out of permsnent parentel relations.
Thieg prophet of mex celebrated the flower and forgot the
peed, |
. PFar nmore original in its ingightg, and farmore
profound in 1%s effectis, wos the work of Dr. Sigmund Freud,
who was brought to the study of mex by hig work ss a
peychistrist on neuroses. Freud not only revesled the
primel enexgy of sex snd ldentified the undifferentisted
menifestotions of sex in infaney and treced thelr topo-
grephioel fixetion, thelr conversion, theilr reswskening and
further maﬁuraﬁién at sdolegaence; he not only eatablishad
the role of sexual shock, injury; snd repression on the
development of the whole psychie strueture; he further
showed the protean dlsguises of pexuality in the dresm and
in all those oconovebte modifications of dreem and waking
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congciousness snd rational intelligence that manifest thene
gselves ag art.

The need for a #ital revaeluation of gex snd for a
gexual revaluation of life wes never grester; perhaps, than
at the moment when Freud snd his followers sppesred. Sex
now became an open subject; the wvery theory of the censgor
1ifted the long-meinteined censorship. Not merely 4id the
pajchaanalxut 1ibarate the neurotis from hls obsesgsions,
hies morbid compulsgions,; his impulges towsrd gelf-dastruction;
he gave t0 those whose development had been more fortunate
a licenae; sa it were, to expsnd the contrected sphere of
thelr sexuality. If repression were the causgse of illnsas,
might not unlimited expresasion be sn sdequate preventative?

~ That insight, thet Haelt permission; ooinelded with a grest

veriod of snxiety, constraint; end emotlonal depletion,
beginning with the FPirst World Wer. Sexual facility;
sexusl relaxetion, betsme an imeglnary psnscea for the ills
of 1ife; while gll the bye-produste and suﬁlzmaﬁiena 0f BgOX==
devotion, loyaldy; sympathy, esthetiec trensfiguratione-
becsme subject to & eystematic denigration ssg futile
esospes from life, From the romantle over-vaeluation of the
objeet of leve; the new lovers turned 1o a matter-of-faoct
over-yvaluation of the inetrument. Jealousy waeg Bteboo: who
gould be Jealous of & sexusl orgen? Only envy was per-
migsible.
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The great truths that Freud dlsecovered cannot be
reproached with the maenner of thelir exploltation, any more
then solentific blology cen be reproashed with Spengler's
perverse Ainterpredation of man ag a carnlvore. But Just es
Darwin' s misuse of Malthus started s whole train of
derivative folsifications; so Freud's essentlsl pesslmism,
aaﬁpled wlth an active resgentment sgainst the historiesl
role of oulture; played a part In deflating the modern
superesgo and in favoring sn insurrestlon ageinst it.

The most sinlster conslusion to be drawn from the
teachings of Freud wes that the needs of the 1d were more
important then the ocurbae of the superesgoe. If the asupere
ego. I the supereego demmed the ourrents of life; main-
~taining a perpstual tension within the personslity,
aocompenied by dlstrvessing feelings of enxiety ond gulls,
why ahould that dem not be removed? Freud dld not draw
that ’bdnoluaian. but the generation inte whose minds Freud's
ideas filtered sought a ghortout to psychosnelysis by a
general relexation of tensions, Why should one not stard
by rejecting all the 1desl vlaime that oulture makes upon
the personality? This task wag not einfined to the
fagolsts, who indeed restored an infantlle “Annocence® in
thelr lying, torturing, end murdering; At hed a far wider
provenance in the bellef that "hisgtory is bunk," and that
good and bad, true and felse, ugly and beautiful, were mere
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words that served nothing but the ego's sppetites. "Onoce
the needs of the individual are separated from the olaims
of moclety, no oriterion for thelr seleectlion and expression
remaing, Soolsl clalme must balence personal needs as
duties balonoe righte; otherwise the gelf becomes de-
socialized, Af not sotlvely anti-soclel. Unlimited gelf-
angertion leads %o the destruction of porgonality.'v

Onece one rejeocts the ereative role of the super-ego,
only two other courges are opent %the course Jjuet desoribed,
and the faseist's effort to oreste s pogltive super-ego
out of the raw elements of the id--blood snd cernsge end
booty and ecopulatione-zg idesls.

Iz At sny wonder that the ersative artist of today
Ig it not underatendable why so meny people of this day snd
age find modern art unintelligible? Rach sucoessive ege in
the progress of men hsg witnessed an ineviteable clasgh
between the "modern® men of that ers and the scedemlcisna
(the men who think thet whet wag good enough for yesterday
is good enough for today).

? Lewis Munford, 9o, git., p. 366.



OHAPTER IIX
LITERATURE IN THE MODERN IDIOM

In the realm of literature the "anti-literal* 1s
much more dAifficult to define than in the field of the
plagtic or visual srts. People are scoustomed to Jjudge
sutomatically the forses that hold together 2 variety of
idesag expressed verbally. Whenever thoge ldeas and the
foraes holding them together become so amorphous as to
render the mesning uncommuniceble, the writing is Yantie
1itersl" in the meaning of this paper. Here sgaln a diffi-
oulty arises. That which is unintelligible or anti-
Literal to some may be replete with meaning for othera.

For purposea of correlating modern art, musie, and litera-
ture, an arbitrery cholee hag been made of two twentleth
century wrilters; Jemes Joyce end Gertrude 8tein, whose

works heve been variously oalled "nonsense," "unintelli-
gible," ¥incomprehensible,® and "anti-literal. "t

1 The following oritlecs have used the sbove
adjeotives in reference to Gertrude Btein's and Jemes
Joyoe's works:

Burton Rascoe, Saturday Revlew of Literature. 17311,
December 4, 1837.

Harold S8trauss, !nrk T4 me a§r11 14, 1958 p. %%
Edmund W lsan,
Paul Rosenfeld, Satirday aview of Literatura, 20:10,

Hay 6; 1939,
Alfred Kazh’h gg%?g;‘ May 21, 1939, p. 4.
Loulge Bogen, Nation, 148:533, May 6, 1939.
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I, OGERTRUDE STEIN

After the complexities of Jsmes Joyece,; the writings
of Gertrude Stein meem quite simple and straightforward.
An explenation of the srtistiec idiom used by Miss S8teln
will clarify that stotement. Stein uses words much as
Joyce does; they are anti-literal in thelr order and
gequence. But where Joyee invented and coined words, Mise
Stein is satlisfled with words the reader knows.

The greatest ald one oan get toward sn underastanding
of the writinge of Gertrude 8Stein is to be found in her
eriticnl writing snd her discussion of "presentness,® In
1026 Mlss Btein deliversd before the gtudents of Oxford and
Cambridge Universities her first lecture, "Composition as
Explanations* in which she said: THE

~In beginning writing I wrobte a book celled Three

8 thies wes written in 1905. I wrote a negro

story cslled Melenstha. In that there waa a constent
reaurring and beginning there was a marked direotion
in the direotion of being in the present although
naturally I hed been seocugtomed to past present snd
future, and why, becsuse the composition forming
around me wag & prolonged present. A composition of
a prolonged present 1ls a natursl composition in the
world as it has been these thirty years it wes more
end more a prolonged present. I orested then a
prolonged present naturally I knew nothing of a cone
tinuoug present but 1t came naturally %o me to make
one; it was simple Lt was clear to me and nobody knew

why 1t wae done like that, I did not kneg nyself
although naturally to me 1t was natural.”

2 Gertrude Stein, Composition gs Explanstion, p. 16,
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After that I aid a book ¢alled Th %gﬁ;gg T Ameri-
ceng 1% is a long book sbout a tho%ﬁ%h. pagad%‘

Here sgelin it wag ell o natural to me snd more
and more complicetedly a continuous present. I
almoag made a thousend pages 0f a continuous present.

In the first book there was a groping for a ocone
tinuous present and for using everything by beginning agein
snd a&ain-

Then I said to myself this time I will be different
end I begsn. I did not begin sgaein I just begen.

In the beginning naturally since I at once went on
snd on very soon there were pa?&ﬂ and pages and psges
more and more elaborated oresting a more end more con=
tinuous preasent ineluding more and more using of
everything and eantiauing more snd more beginning end
beginning and beginning.%

In the volume Leotures in Americs (1936); written
nearly a decede later; there are also references to the
préegent whioch imply i1ts pertiocular velue. Perhaps the
nost relevent iz that to be found in the lescture "Plays":
"The busilness of art as I tried to explsin in Composition
of Explanation is to live in the sctusl present,; snd to
completely express that somplete sotual praaent."a

These passages contaln the most direct references

to the present in Gertrude Steln's work., There ls, howe

3 ng De b by
4 Ivid., pp. 18-19.
S Gertrude Stein, Leotures in Amerise, pp. 104-105.
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evar; an ides related to this which receives considersble
ettention from her in the Lectures in Amerigs. This is an
idea of "knowledge.® For example, the opening sentence of
the book is: *One cannot come back too offen to the
queetion what is knewledgo snd to the anaswer knowledge is
whet one knows. "8

What 1s knowledge," 8tein sske sgain in E&&gmbr
"Of course knowledge is what you know and what you know is
what you do ¥now. "’  “How do you know snything," she asks
in tion, "Well you know senything as complete knowledge
a8 heving 1% completely in you et the actual moment thaet
you have 14,8

Agein; in spesking of the peried of The Making of
Americeng, she pays, "I was faced by the trouble thet I had
aoquired sll this knowledge graduslly but when I had it I
hed % complebely at one time,*?

*I wondered 1s there any way of making what I know
come out ag I know 1%, come out not ss rumembarlng.“lo

It wee the struggle with this problem which caused

BMQ, p- 11*
7 mid., p. 94
8 Gertrude fBtelin, Nerration, p. 20.

® Gertrude gteln, Leotures in Americas, p. 147.
10 mvid., p. 1686,
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her in writing the thousend pages of The Meking of Ameri-
gang to construot

+ « « B whole pregent of gomething that it had

taken s grest desl of time to find out,; but it was
géwho}g % ere then within me and as such 1t had to
e gald,

In the leoture "How Writing le Wyitten," which
Gertrude Stein delivered in 19356 at the Choate Bchool; sub-

sequently printed in The Oxford Anthology of Amerdoen
Literature, she expresses s perallel ideat

Each generation has to do with what you would oall
the deily life: end a writer, palnter, or sny sort of
ereative artist, 1s not at all shead of his time. He
ig oontemporary. He con't live in the paet; becsuse
1t 1s gone. He can't live in the fubure becsuse no
one knows what it ig. He ean live only in the present
of hisg dally 11fe.

She states much the seame thing in Narratlon, coushed

S SRR R T s e
s » » snything contalned within itself hasz no

bagénnzng middle or ending; sny one cen know this
thing by knowing anything at any moment of their living,
in short by knaw&ag snything. How do you know anybthing,
well you know gnything ss complete knowledge es having
it completely in you at the actual moment thai you
have 4t. That is whet knowledge 1s, and essentially

therefore knowledge éa not succegaion bub an
immediete existing,l

If the "immediate existing® of knowledge here maine-
tained is the reallty whioh "exists in a present,” end if

3 M:g Pe 147,

12 gertrude Stein, “How Writing 1s Written,® p. 1446,

13 Gertrude Stein, Narvatlon, p. 20.
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beginning end snding sre the “past snd future® to whish
exigtence has been denled, it 1g olear that Steln would
propose g present as the locus of reallty.

Virgil Thomeon hee seld, "Literature is made out of

words, whioh cre ebthnio velues end whioh everybody in a
given sthnie groun understends, " 80 1% fa with Mles
Btein's writing. JIn the following poem every word is one
whioh eny fnglish spesking person knows, with the pogsible
exoeption of the word "exatate,* whiech &a'uﬁoa in
gggg;gg&}&g with the meening of thoroughly - or gompletelyw
states A oolned word, if you wish, since 1% is not In the
diotlonary; but one whiosh 1z underatandsble. The 4iffle
sulty here lies in the ordey in which ghe uses words and

——An her nonestademic punvtuation. The snswer 1s to be found
in her striving for expression of the "onegolngeprenent.”
The reader must erase from his mind the ethnie velues of
the words and listen %o the sound, He will digcover he is
vecolving » definite Ampresaion of a pond of varioolored
weter 1illes, speriding with »ain or dew,

Cougin %o Clera Wash
In the win all the ban heagiaa which have coumin lime
| and arrenge & we matoh to presume o gertain
po t to exstate to e ata 0 a oertaln pase 1int to
exastate a lean map primo lo snd shut shut 1 1ife,
Balt, balt tore, ftore her olothes, toward 1t

14 vargil Thomeon, The Sbabe of Muele, pe B
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toward o bit, to ward a sit; slt down In, in vacent
surely lote; s single mingle, balt and wet, wet o

single establlishment that has s 1ily 1ily grow. Come to
th: pen come in the stem; oome in the grams grown

water. .

Lily wet 111y wet while. This 1s so pink so pink
in stemmer; = long bean which shows bows s collected
by a single curly shady, shedy get, get met wet bet.

It ig a snuff a snuff to be told and have can witer;
oan is 1t and sleep sleeps knot, 1t is 2 1ily soarf
pink and blue {ellaw. not blue not odour sun, nobles
ars bleeding bleeding two seats two geats on end. Why
is grief, CGrief is strange black, Sugar is melting.
We will not swim,

Please be pleacse be get, plesst get wet, wel
naturslly, naturally in weather., Could it be fire
more firier. Could 1%t be go in at struck. Could it
be gold up, gold up stringing; in 1t while while whioh
1s hanging, henging in dingling in pinning, not go.

No so dots large dressed dobs, blg sizes, less laced,
less laced dismonds, dlsmonds white, diamonds bright,
dlemonds in the in the light, dlsmonds bright,
dismonde in the in the light, diomonds light dlemonds

~ door dismonds hanginf to be four, two four; all before,
this besn, lessly, all mosd, a best, willow, vest, a
green guest, guept; go go £0 g0 go goO go, GO go.
Not guessed. Go go. 16

Toasted Susle iz my lce-oream.

II. JAMES JOXCE

Jomes Joyce's Ulysees is en excellent exsmple of the
new literary construction snalogous to the cubilset oollagele
where 4ifferent eolements, fregments of reslity, are fused
into & unity of new meanings. Joyce ghowed that the

1% Gertrude Stein, What Are Mesterpleces, pp. 39=40.
16 one oollage .le desoribed on Page 11s,
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seemingly inoonsietent, 1lloglcel elements of the suboon-
golous san give s perfect asocount of men, the unknown,; who
lg slways the same whether the Ulysses of sntiquity or
today's Leopold Bloom,

Ulysges hes been oconsldersd for many years en ine
comprehensible, even nongensloasl book. But viewing the
book in the 1light of the later } gons Weke, 1% appeare
a8 a strailght continuation of the nineteenth century

peycholegleal novel. It has e olearly circumsoribed con-
tente~the astory of & day, June 16th, 1804. It has ite
cheracters,; ita dlrect ond symboliec meaninga, ite place and
potting, 27 The book hes its own technique of vendeying--at
some places the teochnlque of the atresm of oonsoiousness=e
of rendering a constant penetratlon of the“nnbnonse;ouu
forces along with those of the consolous thoughts drawn
from the solentifie dlascouraes of Freud and the thers-
peutic appliostion of psyohoenalysis. In spite of ite con-
fusing richness, Ulyeges leads the reader to o vivid,
naturalletioc degoription of the life of sn asnschronlstioc
elty; of the place, events snd peraons involved, though
astonighing elements of the subcongeicus sometimes enter
the field. The inundetion of the cherscters with rude and

17 His echaracters, though living in Dublin, ere
bagleelly the same as the Homerle figures. This conception
oan be geen ss elther debunking the hero or elevating the
oommon men. 8See the chart on page 44.
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exalted attribubtes at first frightene the lnsxperienced
reader. He may be temporarily misled beocause of the
frightfulness of the subconsolous landacape which had not
yet been exploited in pre-Joyoesn llterature. However;
Joyce hendles the subselous men--s new goce hompe-with
luoid expllicitnaas,

In smome respects, the Homerle parsllel is a useful
contrivence for the reader. By giving him gomething to
take for granted snd showing him something %o look for; by
helping him to control an overwhelming flux of impressions,
it Justifies 1ts exlstence. In other wespeots; it seems
more important o Joyee than 1t could poéaihly ke to any
reader. The myth may well have gerved as a goaffolding
while Joyoe consbructed hles work. Before the book was

printed; he tacitly removed the Homerile chapter headings
that eppasr in tha'manusaript.zs

Since they resolve the book into such a trangpavent
outline, in Joyce's own terms, 1% is convenient to reprint
them here. They reveal, more grephically then further dls-
ousslon or gecond-hand summery, how the myth of the Odyssey
is superimpoged upon the map of Dublin, how the retelling
of an 0ld fable is ebsorbed into the ar@sswsaatibn;ar &
contemporary clity. Joyce hsg rearranged the twenty»faar

v 18 yerry Levin, Jemes Joyce, 4 Criticsl Introdustion,
pe 76, -
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books of Homer in three parbs, subdivided into elighteen
episodes of inoreasing length and elaboration. The flrst
three consgtibute a prologue; more or less equivalent 1o
the flret four books of the Odyssgey, the so-called

felemachiat

b T gglegggggf. 8 a.m. Breskfast at the
artello tower,

2. Hestor. 10 am., A history lesson at Mr.
essy's 'ahoal.

3s obeus. 11 a.m. A walk plong the besch
at Bandymount.

The body of the book aonslsts of the twelve subge-
quent episodes; always expahding and often reversing the
elght books into whioh Homer has conscentrated the wanderw
ings of Odysseus. The first publie engsgement,; the funeral
proqeaszoﬁria @leanevin Cemetery; raﬁ;éénuos the trip to

Hades, whioh weg one of the last incidents on the voyage
of the wily Greek. Mr. Bloom's erratic route, from
breskfast until midnight, meneges to find some locel land-
nark for every one of his predecessor!'s stopping places in
the eradle of slvilization.

6 SRR 17 gg&gggg. 8 a.m. Breagkfast st 7 Eccles
' reet.

Kidney of Bloom, pray for us.

2. o) ) + 10 a.m. The public baths
%an 8 phallioc symbol).

Plower of the Bath, pray for us.

3. Hedeas., 11 a.m. A% the funersl (with sn
eminent golicitor).

Mentor of Mention, pray for us.
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4. Asolus, Noon. At the offige of hls news-
: vaper.
Janvagser for the Freemen, prey for ug.

B, ggggﬁggga§gag. 1 p.ms Lunch at Devy Byrne's

W&sm Rray Lor um.

5 m%-iﬁm.—h%% pockeR)s o

P S pem. The atreets snd the

mam prey for ue

8. - s+ 4 p.m, Barmalds at the Ormond Hotel.
18de without Words, pray for us.

B, Gzpiggg. B psm. Humilistion at Barney
ernan'a.

Reprover of the Oiblzen, pray for ug.
a psms  Flirtetion with Gerty

10.

um ..£ 21l Frillies, pray for us.
B mﬁ L A0 Pelle The mata:m,_itx_
anpi

&AS!_iﬂ,Eﬂsﬁ.ﬁaxﬂé£E£ pray fox us.

g&g%ﬁi Midnight. Bella Cohen's brothel.
o@m'u amulet).

Insofsr as the atory is Bloom's; this time-table is
relisble. A noteble exoeption ig the library scene, where
he cuts s dim and transient figure while S8tephen Dedalus
(Telemachus) holde the floor. Stephen, for the most park,
is consplouous by this sbgence until the evening episodsa,
The third section gerves as sn epilogue, eorréapandlng to
the Nostos, or homesoming, in the leat twelve booke of the
Odyssey. Though it inoludes the long-waited dlalogue
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between Bloom asnd Stephen; the predominsting flgure ls
finally Molly Bloom. This ig her part of the book; as the
first is Stephen’s, and the second Bloom!s.

I1T., ). Bumseug. 1 a.m., The cabmen's shelter.

2, ;ghﬁ'g%. 2 a.ms 7 Bgeles Street: the
i chen. ‘

3. Pe 8, 2146 a.m. 7 Ecocles Street: the
z"%ﬁﬁt

The architeetursl framework, which Joyce recon-
structed from Homer; 1¢ most impressive when the reader

contemplates the work as a whole and tries %o visuslize the
relation of ite paris.
The imitetion of 1ife through the medium of lengusge

hag never heen undertsken more literslly. Ulysses lgnores

the ocustomery formalitles of narrvation and invites tho
reader to shere a flux of undifferentisted experience.

You are not told how the chorscters behave; you are oon-
fronted with the ghimuld that affeot their behavior, and
axpeoted to respond sympathetleslly. Joyee's efforte to
athieve immediacy lead him to equate form sand content,

$0 ignore the dlstinotion between the things he is dee-
oribing and the words he ig using to describe them. In
thies equation, time is of the espgence. Events are reported

when and as they ocour; the tense lg a continuous pm



'aelﬂ;.lg For axeample, Joyee dld not begin his Portrall

the Artlat ss other sutoblogrsphers would, by summoning up

a rebrogpeotive scocount of his earliest remembrances.

Ingtead; the opening pages of the book are presented ss a

verbel equivelent of the opening impressions of hias life.

Cnoe upon & time and a very good time 1t was there

wes o moocow soming down slong the rosd snd this moosow
thet was down elong the road met = nicens 1ittle boy
nemed baby tuckot. « »

Hie fother Bold him that story: his father looked
at him through a glasst he had o halry face.

He wog baby tuckoo. The mooeow game down the road
where Betty Byrne lived: ghe sold lemon platt.

The story of Ulysses tskes no longer to happen than
to reed; aocting time,; ae 1% were, ls slmultensous with
reading time. Joyge's technique shows the sonfluence of

Heny modern developments in the arts and solences. The

impressionistio peinters, by defining their objeet through
the eyes of the beholder; geve Joyce an exemple whlch his
physical handiecsp (for yeers he was practloslly blind) may
have enoouraged him to follow. The Wegnerisn school, with
its thenatio blend of muslc end idess, had itp obvious
leagon for s novellst who had wented %o be a lyrie poet or

E% Tha nime alemant 1n Jayae ia nreaxaa in graa?

: £ Thia is a aallaezian af
DEPOTS frsm transitian. the Paria magezine in which F
gg&g ?ggg firat appeared. The wribers have taken th

ue Jayes hi aelf. and he seemsg to have shogen hhia
way of providing the publioc with a key.
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& professionsl singer.
The internetionel psychosnalytie movement, under the
dirgction of Jung, had 1tg hesdquarters In Zurisch during

the way years while Joyes wes writing Ulysses, snd he could

soarcely have resisted its influence. 4And, although
philogophy pould not have offered him much in the wey of
inmediate deta; 4t iz suggeatlve to nole that Berxgson,
Whitehead, and eéharsﬁéhy'radnaing thinge-in-themselves to
2 series of orgeniec relations--ware thinking in the seme .
direotion. Thus the very form of Joyce's book is en
elugive snd eoleotic summation of 1te age: the monbage of
the oinema, impressionism in painting, leit-motif in musie,

the free sseoolation of peychosnslysis, and vitaliem in

philosophy, Teke of these elements all that is fusible,

end perhsps more; and you have the style of Ulyases,

Ulysges stood for geventeen years ss the last work
in both symbolism and natursliism. Ib wes attacked snd
defended, imitated and dlluted, pireted and bowdlerized,
toaken for granted and rescted from, but never eclipsged in
the richness of ite teohnique or She reality of ite |
material. A generation of critios lived in lite ahaaeﬁas
terrified at the prospeet of a seguel, and a&ar&ﬂ;x'ganw
vinnaa that anything short of the millennlum Wﬁ&léubﬁ en
antiolinax.

Then in 1939 Finnegans Wake wes given to the gorld.
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During the peventeen yesrs thet followed the publiscation
of Ulyesseg, Joyce performed llterary experiments that had
sppeared as Work in Propregs. Different witnesses have
deposged contradictory téatimeny. Attempts %o oritlclze
Finnegens Wake in the nine years since 1its appearsnce have
been shout asg socurate and as adequate asg the efforts of
Aegop's blind men %o desoribe sn elephant. Lecking the
full perspective thet Joyee slone had eyes to see, we have
been left with one of the white elephents of literature.

The texture of Finnegens Wake is so close that 1t
connot yet be conslidered resdeble in the sense of an
ordinary novel. Indeed, it begins with the latter part of
a mentenos, the beginnings of which are found on the last

page. This oiroulsr conabruotion; which carries out Vico's

philogsophy of history,°C invites us to plunge in slmost
snywhere.

Joyce orested his own time soheme;, ss he oreasted his
own vooebulsry snd charactersg. We may thus account for the
fact thot elghteen hours of Bloom's 1ife should give birth
to Ulysses, and 1% 1s easy to imegine that Ulysses mighd
have besen ten times se long, & hundred times ss long,

20 vico, Itelien philosopher of the late seventeenth
century, proved to his own satisfaction the existence of a
higher power from the evidence in history that esch new
oivilization in turn finds In the rulne of its predecessor
the elements for its growth. Vieo likens clvilizstion %o
the Phosnix. Joyce ateges his cosmos In Phoenlix Park.
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extended to infinity, that ons of Bloom's minutes might
have filled o library. This is the myatery of the
relativity of time. But still more than to Ulysses these
remarks apply to Flnnegens Wekgs. From a bird's eye view,
time sppears to be ite principal subject; not only by its
conerete expressions but likewlse by 1ts sbstract essense.

The ohronology of the story matters little to the
suthor. By hig caprloe, which in reallty obeys a earafully'
studled and realized constructive will, charscters most
wldely separated in time find themselves unexpeotedly cest
side by side. Locales are telescoped in like manner.

When we sre maede o pase; without any transitlon other
then an exbremely subble associetlon of ideas, from
trongported from the Garden of Eden to the Waterloo
battlelleld, we have the impregsion of crossing s quentity
of Intermedlary planes at full speed. Sometimes it even
geems that the plenes exist simultaneously in the ssme
plaece and eve multipled like go meny "over-impressions.®
Thege planes,; which are sepsrasted, become remote, and then
ere puddenly reunited where they avre fitted exaotly, one
into snother,; like the parts of s telescope.

This gift of omnipresence peymits Joyce to unite
pevsons and moments which appear to be the most widely

separsted. It gives 2 strange trengparence to hls goenes,



63
slnee thelr prinoipsl elements are percelved sovoss four
or flve various evocations, all corregponding to the some
idea but presenting verled feses in different lightings
snd movemente,

it has been often sald that a men going sway from
the earth at the speed of light would by this sot relive
In en extraordinayily short time all the events in the
world's history. Supposing this speed wers sbill graaﬁer'
end nesr to Infinity, all these events would flesh oub
simulteneouely. This 18 ﬁ%a#'happans gometimes in Joyce,
Without epparvent transition, ﬁha Fell of the Angels is
trangparently drewn over the Bettle of Webterloo. This
eppoare on ocontrary nelther %o the lews of logle noy to
those of nature; for these "bridges’ are jolned with a

marvelous sense of the assooclation of ldeas. New sssoole-
tiong, created by him with smezing rgfinumant,\eoaparaza in
oreating this universe, the Joycesn world, which obeys ika
own laws and sppesrs Bo be llbereted from the customary
physloal restraints.

The veader has the lmpregsion of a wvery indlvidviel
world; very different from our own, & world of reflectiona
that are sometimes deformed, e¢ in conocaye or ponvex
mirrorvs; end imprinted with a wvealily true and whole in
itself., Thie does not refer only to the vocsbulary which
Joyoe employs and which he transforms for hils usege--~which
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he oreateg~-but especiaelly to his menners of treabing time
and space. It is for this reason, much more then because
of the work's linguistic aifficulties, that the veader
often loges hisg footing: This 1s related to the prodigious
quantity of Intentlonpg and suggestions which the author
acoumulates in each sentence. The gentence tokes on ita
genulne senge only at the moment that one has discovered lte
g or has situated 1% in $ime.

explenatory repprochement
Joyce does not belleve in trangitions. When one unit

of his work has come to ibs matursl Sermination, he dvops
it and turne to the next. He does not announce thet slx
months have nbw pagged in the 1ife of Stephen or that the
following pages will reproduce the drowsy flow of Mrs.
Bloom's conselousness as she lles in bed. Such e procedure

would be elien to his mind cnd would geriously demage the
organia quality of hies writing.

This clogeness of compopition iz intimately related
to another phase of Joyoce's writing: a phaae that hes
impressed and dlscoursged more readers then his time and
gpace concepise-~hig preocsccupstion with words; & preccoups-
tion which, spparent in the verbal precision of hls early
writing; becsme aso highly developed ﬁhat it has blinded
mogt of his veaders to the rich internal art of his latest
work, |

on the first page of the firet story in Dubliners
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vefleete after dlecussing the word funne

55
found the following signifisent passage:

Every night as I gazed up a2t the window I said
softly to myself the word parslysis. It had slways
sounded strengely to my eavs, like the word gnomon in
the Buolid and the word simony in the Cateohism, Bu%
now it sounded to me like the name of gome msleflcent
and sinful being. It filled me with fear, and yet I
laggeglto be near to it and to look upon ite desdly
WOPE, =

Joyce's gensitivity to wovds is expressed ps Stephen
1 with the desn of

his school; on English gonvert te Cetholleism:

 he standa on the North Bull bridges

The Langaaﬁg in which we are spesking ig hilg before
it 1s mine, ow different are the warﬂg_%%%gp Lhilgt,
ann

iﬁgp %%g§§ﬁg on hig 1ips and on mine! 1 oahnot gpe;?
or write these words withoul unrest of qgirit; is
lenguege, g0 femilior and so forelgn, will alweys be
for me sn aoquired spsesh. I have not made or socepted
ite words. My volee holds ﬁhsa.aﬁ bay. My soul frets
in the ghadow of his lenguage,~o

Agaln, the youthful Stephen communes with himself

He drew forth s phrase from his treasure and spoke
it softly to himsellt

A day of dappled gesboyne clouds.

The phrase snd the doy ond the seene harmonlzed in
s chord. Words, Wes it thelir eoloural He allowed
them %o glow and fade, hue after huer sunrise gold,
the russet snd green of spple orchards; azure of waves,
the greyfringed flesce of olouds. No, 1t was not thelr
asolours; A% wes the polme and balanse of the peried
itgelf. D4id he then love the rhythmic rise snd fall of
words better than their aspgoclsiioh of legend snd colour?
Or wag 1% that, being as week of sight ag he was shy of

2L Havry Levin, The Portsble Jemes Joyse, p. 19,
22 Ibdd., p. 452. "
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mind, he drew less plessure from the rarleation of the
glowing sengible world, through the prism of o languag
BT o . dhtor Forle oF dsvitu shotione
g;:;g'gg perfectly in a lueld supple periodic

Here 1g Stephen~Joyce rescting to the ogoult power
of words as snother might reast to caresses or blows, His
fgoul frets" in thelr presence; they "fill him with fear%;
certain of them he "eennot speak or write without unrest
of spirit;?® they evoke in him more Intense emotlons then
the phenomena of the outer world. This ig not an affectse-
tion. Tt is as vitel a part of Joyee as his Irieh birth
or his Catholic fralning. Possibly, as he hns euggested,
the weskness of hie eyesight has sensitilzed hie apprecis-
tion of the imsges that may be bullt from words; bul,

- whatever the eause, thig slmost abnormal need for the
nourishment of verbsl sssoolations has made 1% possible
for him to write such sentences as "And low dbole oler the
stillness the hesrtbests of sleep,® in which he volceés an
emotion tuned to the pulsge of the sges and famlller to all
hunenkind,

Many oritica haove pointed out the very perceptible
progression from Dubliners (written when Joyoce was in hia
early twentles) to Finnegans Weke., It is 1ittle wonder
that Joyee resched out farther snd ferther in hias

25 Ibad., p. 426,
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exploretione of the world's languages and out ever morse
deeply into the voots of the languege formed by the
succesnive generations of his snoestors. Nor 1s 1t any
wonder that the weslth and range of his voosbulary grew
with each chapter snd that hig interests In hils later years
beaame concentrated on the magnificent universe thaet might
bes brought into being by language.

Onomatopoeis 1s used freely. Not only in the
acoepted usege of the figure of speech does Joyee use
sound; much of hie writing is not sbout something--~1it ig
that something iteelf. When the geénse lg sleep, the words
go to gleep.

Cen't hear with the waters of. The shittering
weters of., Flittoring bats: fieldmlce bawk talk., Hol
~ Are you _g@%m_ shome? What Thom Malone? Can't hear
with bawk of babts, all thim ixffayiﬁ§ waters of, Ho,
telk save ust My foos won't moos. foel op 014 &8
yonder elm. A tale told of Shaun or Shem? All Livia's
deuthergons, Dark howks heey ug. Night! Night!
My ho head halls., I feel as heavy sg yonder stone.
Tell me of John or 8heun? Who were Shem and Shaun the
living sons or deughters of? Night nowk Tell me,
tell me, tell me, elm! Night nightl Telmetale of
pbem or shone. Besids the riverin watzru of
hitherendthithering weters of, Nigh®li2

The manner in which Joyoe Bightly packe an overw

sbundence into a few worde mey well be 1lluatrated by the

following lines from Finnegsns Weke, whioh are analyzed
by Stuart Gilbert in Qur Exegimination.

24 Ibido, P P44,
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Not all the green gold that the Indus contalns
Tieks Srolent ot ohd bresh Rabive.of Sia eles atas
ere beam slewed oable or Derzherr, live wire, fired
ﬁggfefmfne Funkling outa th'Empyre; sin right hend
The last words of this passsge are built on an old
mugichall refrain, populer in those good ¢ld deys when the
Empire of Leloester Square was the heppy-hunting-ground of
the pretty ladles of London town: “There's halr, like
wire, ooming out of the Mupire.® An sleotrical under-
surrent traverses the whole of this passsge, which slludes
%0 the dawm of pre-history (Pales,; the ocldest of woodland
gode; "Paleatine” 1s algo implied) when Vico's thundersclap
ceme to rescus man from his wild estate; the "flasgh and
oragh doys.® ‘"Beam slered cable® hinte st the legend of
Cain end Abel, which s frequently veferred to in Work in
Progress (Fimnegsns Weke). "There's halr® has oryetallized
into "Dergzherrv~-Der Ergherr (arch~lord)--with o side
thrust at the halry God of illustrated Bibles. He is 2
¥live-wire=«~a bustling director. “Benjamin® means
literally "goneof-the-right-hand®; here the sllusion 1s to
jueifer {the fevorite archangel till his rebellion) as
well as to Benjemin Frenklin, inventor of the lightning-
sonductor. The end of his neme is written fe jormine,¥ in
tune with the Germsn word Erzherr, which precedes, and
"Punkling® (e diminutive of the Germen Funke--a spark),

which follows. Also we can see in this word a olesr; if
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colloquial, allusion %o the angel's peniec flight before the
fires of God. In the background of the passage a refer-
ence to the doom of Prometheus; the fire-bringer, ls
gertainly latent, "Outae," the Americenism, recslls “live
wire," as well as smuch assoolastiions sg “outer derkness,®
Lugifer's place of exile in the void. YEmpyre' suggests
Empyresn, highest heaven, the aphere of fire (from pyr,
the Letinized form of the Greek root pur--fire), Finally,
¥sin" implies at once the German possessive gein (his),
end the archengel's fall from grece.

Thig passege 1llustrabes the menner in whioh a
aglaﬁﬁﬂ outwards through the surrounding text;
ning from a aingle wopde~here the "f£lagh" in
'r aah ana.eraah“ has tgleatrifisd® the words which
follow, and & German formation has gimilarly remified
into the eontext. All through
pimilsr folletlons may be traced, spreading, overw
lapping, enmeghed tegwthar; at 1aut-ﬁ$aiﬂueua, ag ng
end strongey motifs st upwards into the light.
Joyee's death two years after the sppesrance of
Finnegens Wake deprived his resders of an suthorized com-
mentary similar to Stuart Gilbert's on Ulysses. Finnegens
Heke hug been studled and snelyzed ever eince ita fivet
appesrance. Prior to ite publication, Joyce spent
geventeen years embroldering it, condensing, telessoping,
laying one meaning over snother. In some gases; this over-

laying of mesnings has had the result of rendering quite

2 gtusry Gilbert, ‘Prolegomens to Jio vk in Progress,"
Qur Exegmination, pp. 09=60.
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opaque pagsages whilch at an esrlier stage--ag can be séan
by comparing the finighed text with some of the geetions asg
they firet sppearede--were no legs convinoingly dreemlike for
being more essily comprehengible. Three versions of a
pessege 1n Anns Livie Plurabelle are found on page 184 of

opminetion; end on pege 213 of Finnegens Wake Joyce
hag worked up still a fourth,; though in the fourth verasion
only oné word has been ohanged: "I hurd them sigh* of
version three isg chenged to *I hurd thum sigh.®
« « « Looky; look, the dusk ip growing. Whet time
is 187 It muset be late. It's ages now sinee I or

snyone last saw Waterhouse's olook. They took 1t
as#&g&er, I heard them say. When will they reassemble

¢ » + Look; look, the dugk is grawing. Fleluhr?
Fllou! What sge 1s 1%, It paon ig late. 'Tis end-
leps now ginese I or anyane laet saw Waterhouse's glock.
They Hook it a ggnaer, heard them say. When: will‘they
resasenble 1t?

« ¢ « Look,; look, the dusk is grating. My braneheﬁ

lofty are tak root. And my cold cherts gone ashley.

Pleluhr? Filoul What sge 4s at? It saon is 1&&#-

'tis endless now since eye er erewone logt seaw Welberw

houge? s clogh. They took ggunder, I hurd them sigh.
When will they resssemble 1#?

There is o gain in poetry; certainly; but 1n the
mesntime the question snd the anewsr heve slmost Alseppeared.

26 Appesred :n ma form in Le Nevire 4 Argent.

September, 1926, p. 72.

_7 Wp No. 8; P 33,
28 amns Livie Plurebelle, p. 62.



8l
Hes 1% reslly made Anna Livia any more like to introduce
the nsmes of two rivers? (Sson is the Ssone river doing
duty as goon, and gher is the Cher river doing duty for
ghalr). In the chapter mina Livis Plursbelle he uees
geveral hundred rivers on earth snd elght in hell end heaven
to indicate that Anna Livia is a river. Unless the satiee
faobtion he himgelf gete metters enough go that 1t trensmits
a patisfaotlion to the reader, 1% does not sppear slgnifi-
eant thet he sought for the word pesge in twenty-nine
langusges g0 thet he might csll a composite female charaster
pesce in twentyenine ways; and similarly with twilight thet
after much research he finds that in the Burmese there ia
only the wurﬁ.Exgrgggpggarjnépjgggga, whioch trenglates

brother, does not recognize him but yet reaagnlzen him.*gg

He has disregarded the limited btime end intelligence
of ocommon men. He has drawn from an erudition thet cen be
eommunicated in its entirety to only a faw.sehalarsa
especinlly se hls Interests are so diversified. In addie
tion to this, he hes sealed up meny paris of the work to
aven the erudite reader through the unamblified allusion o
subjeots faniliar only to himgelf or to a limited number of
people.

29 Robert ueﬁlmon. My, Joyua Direots en Irish
Bellet," OQur Exeg :




CHAPTER IV
TWENTIETH CENTURY MUSIC

Among the great teochniques, musie ig, all by itself,
en suditory thing, the only purely auditory thing there is.
It 4e comprehengible only to persons who can remember
gounds. Treined or untreined in the practise of the art;
these persons are correctly ocslled "musical.® No other
field of humen setivity is quilte so hermetile, so isolated.
Literature ie mede out of words, which have symbolio
meaning for everyone in thal partiouler lenguege group.
Palnting snd soulpture desl with recognizsble images that
8ll who heve eyes cen see. Muslc even in ite most
accepted form is sbstraot, so that eny attempt te compre-
hend modern music is more difficult then s like attempt in
the fielde of writing or the plastic arta.

Two aspeots of modern musiec will be expounded in
this paper: oonsonance snd dissonsnce, end atonality and
polytonality. The first palr, oconsonsnce and dissonance,
are defined and 1llustrated at gome length on the following
pages, but perheps & brief explanation of the terms
atonality and polytonallity would not be out of place here.
A litersl definition of atonality would be "an absence of
the relstionship of 2ll the tones end chords to a ecentral
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keynote."* Thus it 1s the opposite of Lonalitys which
48 the principle of key in musle, or; to quote Webster:
*the character which a composition hasg by virtue of the
relatlonship of all 1ts tones and chords to the keynote
of the whole." In tonsl music, e pesgsage in ¢ major
revolves sbout the tone of O, snd the ear finde rest and
gatisfaction when the tone of C, and the chord which hag
it for ite root,; are sounded at the ¢lose. Instead of
having for 1ts besis the major or minor sesle of any keys
stonal music 1s based on s twelve-tone gosle (every
chromatioc tone within the compass of an cetave), ors in
other words, the tones repressnted by all the blesk and
white keys on the pleno keyboard. Polytonglity ig the
opposite of atonslity. While the abonallets forego

entively the use of any definite key, the polyltonpliste

write their music in two or more keys st the ssme time.
Moat of them; however; content themgelves with two at a
© time. '
It may help towards an underatending of modexn
music to compare the humsn conception of muslcsl ocone
sonance and digsonance with a few acousticsl principles.
The sart of music has developed socording to what has

pleaged human ears; it has been evolved by musiclansg, not

1 Marion Beuer,; ¥Atonality® (Oscer Thompson, editor);

Ihe Internstionel Cyclopedis of Hugloc and Musioclions, p. 79.
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by solentists. Nevertheless, as one compares the growth
of the art of music, and ths extension of i%s baesic prin-
ciples, with the lawe of scousties, he finds an interest-
ing parsllel between the two. Men have found moet plessing
to thelr esara the conbinations of those tones which bhear
certaln physical relationships to each other (consonences),
even though they may not have been sware that those
relaﬁionships existed.

A1l sound ig caused by vibretion. Whet 1s cslled
neige ig produced by irrvemuler vibrations; s musleal tone
by a regular vibration which mey be sounted snd timed. The
rote of vibration determines the pilteh; the faster the
vibration, the higher the tone.

At staenderd piteh, the toua of the A above Middle ¢

is produeed by & vibratlon at the rate of 440 1mpuleoa a y
seocond., The A an ootave below vibrates at the rate of 220
a sesondy or helf as fash; while the A asn ootave sbove has
880 vibrations » seoond, or twice as many.

A muglepl tone reaches the ear through the vibraee
tions of the stmosphere, which ls set in motion by the
vibraetions of & string or other solid body, or by a
vibrating ocolumn of aly (in the case of wind instruments).
Neither the strings nor the columna of alr, however,
vibrate as o whole throughout the entire duration of the

vibration; they bresk into vibrating segmeénte which produce
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whet are known as "overtones," or subsldiary tones of
higher pltch. Sometimes these are cslled "harmonice* or
"upper partials.” The ear hears these overtones even
though it does not distinguish them and recognizes only
the pitoh of the prinelpel tone. Overtones lend an instru-
ment or voloe 1ts distinctive tone-quality. The flute
produces the fewest overtones of any lnstrument; therefore
1t hag the pureét tone; but one that is not perticulerly
solorful.

A simple experiment with a plano will demonstrate
clearly the naturel overtones. Press down the key of ¢
en ootave below middle O, withoubt sounding the tone, Hold
it down while you strike sherply the 0 two ootaves below
middle €. Be sure not to press the demper pedal. For an
instent you will hear the tone you have aotually struck,
but as quiekly as 1t dies away, you will hear the tons
from the key you 4idn't strike, but for which you are
rolging the demper and allowlng the string to vibrate. The
gound you hear is osused by the upper ¢ vibrating in so-
colled sympathetle vibration with the note you struck. The
higher ¢ 18 the firset overtone of the lower (. When you
struck the lower O, 1%s overtone csusged the slr to vibrate
at o certaln rate; and sbarted the string tuned to that
piteh vibrating on 1ts own ascount.

Now hold down, without sounding the tone; the ¢
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below middle 0. 8Strike the low ¢ in the same menner; and
you'll heer the tone of G, not as ¢learly ag you heard the
upper ¢, but clesrly enough to digtingulsh i1t. Then
repest the experiment with the E sbove middle ¢, and you'll
heve the seme result,; still fainter; but audible. If you
have a grand plano, you cen also get an extremely feint
tone from B flat.

What you actuslly have been doing in these sxperi-
ments is to follow the serles of nsetursl overtones, some-
times known as the Haymonle Series. This 1s represented in

mupicel notation by the following table:

! e IS R LAY, g | G~y a1 (o B A RIS X
N ()
. Sl T BRI D
i) (L] © ~—
it (@) /7 A s
J o 7

Overtones 6 snd 10, encloged in paren-
theses, are not perfestly represented

by the notee on the steff. Overtone 6
ls gomewhat lower, or flatter, than B

flat; and 10 1@ about halfewany between
F snd F sharp.

2 John Tasker Howerd, This Modern Muale, pp. 64-87.
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The firat four overtones, placed 1nrthe pogition of

& chord, produce the common chord of G

}

/[

/

b o (%)
L=
Bea (3)
(@) (z)

:

A e {1)
—e—u

Musloiens were not aware of scoustic principles when

they first started %o sing and play In parts; musioc ss en

art was developed according to the dictates of taste

4 “rather than sccording to sclentific retios and laws.

Authorities differ as to the actual conneotion between the

go-0slled harmonic meries of overtones end the development

of tonal combinations in music. It is impossible, however,

to ignore the parallel between the two, one an art and the

other a secience, and to fall to observe that the tones

whiéh have been sccepted by Western ears ss produeing

pgreesble, or congonent, sounds in combination with other

given toneg; have corresponded roughly with the nétural
overtones of those given tones, Moreover, the ordbr in

which these tones have oome into the muslocal vocaﬁula;y

forms an slmost identical pettern with the harmonic ssrles.
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Thus, the first intervel® to be acoepted as oon=-
gonent waes the ootave, and when the Greeks seng in parts
they merely sang an ootave sbove or below the melody.

The history of musie records attempts st harmony
from ag early ass the ninth century. Hammony, of course, 1s
the simulteneous sounding of two or more tones,; producing
what we know as & chord. In written or printed musilc, =2
chord, or harmonic combinatlon; 1s shown in a vertical
arprengement of notes.

In the earliest attempts at harmony, the only inter-
vals which were considered consonsnt were the octave, the
fourth and the fifth.4 Consulting the overione series
(page 68), you will note thet just as the octave is the
first neturel overtone; the fifth ls number two. In the

tempered soale, the fourth is the sgeme as the £ifth, by
invergion. In other words, while the intervel from ¢ to G
is a fifth, 1f we put the G below the O; instead of above
1t, we have a fourth, computing downwerd from G to C, This

elementary harmony of the ninth century wsee known ag

3 An "intervel® ie the dlistence between two tones;
measured by the ratio bstween the vibrating rate of the two
toneg; or, in musleal notetion; by the number of sgteps on
the staff line. :

* por oonvenienoe, the plano keyboard may be used
for computing intervals. Count both the lower and upper
tones of the intervesl, as well as those between. Thus the
interval from € to B is 2 third (¢, D, E).
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"orgenum, *

With Sumer 1s icumen in (the oldest known csnon or
round, belleved to date from 1240) = form of harmony known
as Fauxbourdon" originated in Englend, which sdmitted the
intervsel comblnations of the third end sixth.

Fauxbourdon; then, accepted overtone 4 ss a con-
gonant interVal. It had required over thirteen hundred
yeors, slmost a millenium snd a helf, for the humasn ear %o
beoome accustomed to the combination of three tones which
meke the simplest chord in the musioc of the Western World!
After the scoceptsnce of the third and sixth as consonant
intervels, the principle of building chords in thirds came
into preaetise. The common ohord, or triad, conslstg of three
tones of which the upper two are arrenged as a serles of
thirds sbove the fundsmental tone.

Throughou€ the entire history of musle, the extension
of the harmoniec voosbulary has conglsted largely of adding
another third to previougly existing chords. In modern
muglec composers make free use of chords of the ninth; and
the eleventh, and the thirteenth.

Ageln comparison with the table of overtones en
page 65 ghows an interesting parallel. In the foregoing
example, the ninth and the eleventh intervals of the ohords
(D end F) are next in the serles of overtones from the

seventh (B flat), omitting overtones 7 and & (C and &),
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which are repetitions; in higher ooctaves; of lower overe
tones. Thus the acceptance of intervels which had formerly
been considered dlssonant has continued to have its
approximete counterpsrt in the series of natural haymonies,
from early times to the present.

Md g0 we oome to our own time, when our music 1s
showing such etartling chenges, such radlosl departures
from older music, that 1t seems %o the traditionsllst to be
nothing but inexcusable noise. But once egaln we have
merely to consider the events of our own time to find the
reagon. Even before the first World Wer, life had become
more complex than it had ever been before. The changes
that have osourred so repldly snd so suddenly would have

required centuries in the Middle Ages. Solence end inven-

tion have made guch rapid strides in the last quarter cen=-
tury that ecivilizetion will require geveral generations to
catoh up with them and to learn how to uge thelr products
Intelligently.

L]

Modern music tells of the feverish psce at which
modern man is living. When he dances, he does not have the
patience for the slow steps of the minuet; or the amooth,
gliding motions of the waltz; he spends his energles on the
rhumba and the conga; or elee he Jjltterbugs. It 1ls common-
ly sald that 1ife 1s so much more complex that the young
people of today are ms sophlsticated ss thelr grendfathers,
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end as wise, 1f not wiger, in the affairs of the world. 8o
new musie is complex and sophisticated; and much of 1%
sppeale chiefly to the younger generation.
Carl Engel wrote BOMe undergtanding words on this

subject:

What we need most of all is en explenation for the
probable connection between the latést changee in musioc
end the incresee in nolge. The progress of music 1s
baged on snd conditioned by the necessity of constantly
overocoming fatigue. And the fatigue of the ear has
been hastened or sggravated by the slarming lnoresse
in noise to which modern life is aubjeotlng ug.
Probably our whole nervoue system ls affected by 1it,
and not to ite profit, Where two hundred years ago
melodious astreet-ocalls announced the spproach of
itinersnt vendors and the song of an ungreased axle-
tree merely emphsslized the ordinary stlillness; we have
now the involved and strident counterpoint of traffioc
over sn oatinato of policemen's whistles and auto-
mobile horns. The timid tinkle of the spinet hae been
repleced by the aggreéessive tones of the 'loud epesker.®
Loudneas end coarseness go hand in hend. Pandemonium
in the street,; snd the home a Jazz dive or a roaring
Chautauqua==truly the art of music ig hard put to
devige new stimuli wherewith to counteract the growing

- sursl dlsturbance. The wonderful snd consgoling faot
1g that Musie; spparently, 1s equal %o any oocasion.b

+ « « 8pch new tonal device wee an innovation in its
day, designed to communicate to the sar a fresh equive-
lent of the atimulug necesssry to relieve sntiety by
way of variety. « . « The proportion of discords needed
to tauten our nerves depends upon the indlvidual and
the generation. . . . In contemporary music we have
lesrned to demand digeord not merely for the sake of 6
ocontrast, but for itgelf, as an indispenssble atimulus.

If it were not for dlessonance, music would be an

6 Cerl Engel, "Harking Beck snd Looklng Forwerd,"
Mugienl Quarterly, 14:2, January, 1928,

 1via., pp. 6-86.
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altogether insipid affeir. Lilstening to 1t would prove
monotonous and oloying, Just like reading a novel in which
all the charscters sre ennoyingly good, and everything
econnected with the plot is Utoplan. The pleasent things of
life are plessant in contrast to the unplessant, end it's
becsuse bed things exist that we enjoy the good ones.

Debuesy's most revolutionary break with tradltion
lay in his trestment of the individusl chord se an in-
dependent unit. He looked upon a chord as & color medium
whioh could be entirely independent of anyuhing-thaf canme
before it or followed it. Thus dissonance begsme an end
in itgelf; and not merely s temporary disturbance of the
ear which must be get at rest by a congonancs.

As John Tegker Howard ego aptly pute 1t:

Dissonance is like seasoning in foods. The smount
found agreeeble veries greatly smong people. Even the
taste for such ordinary household ingredients ag seld
and pepper varles so much among members of the same
femily that every dining taeble offers salt and pepper
ghakers so that eash person may sesson hls food secord-
ing to hle liking.

It 18 the seme with the discords hesrd in modern
music. Some people 1like them used sparingly, while others;
particularly the young people, want them piping hot. The
more dissonsnces people hear, however, the more adcustomed
they become to them. Consequently, the development and

evolution of musiec through the centuries has been marked

7 John Tasker Howard, op. git., p. 40,
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by en inoressing use of dlssonant comblnations. No sharp
line cen be drawn between consonsnces and dlgsonances
aesthetically, because the boundary that separates them
changes in the course of evolution. In other words,; the
dissonances of yesterdsy become the congonances of today.

Thus, the use of the term dissonance 18 elastioc,
Its moat commonly aeéepted mesning is that of » harsh-
sounding combination of gounds, but of courge the degree
of harshness will vary according to the experience snd
taste of the llatener,

In a series of leotures glven at Harvard University,
Igor gtravinsky hss something to say on this subject:

Congonance, says the dletlonary; is the combination
of geveral toneg into en hermonic unit. Dlgsonance
results from the deran 1ng of this harmony by the addi-
tion of tones forsign to 1t, One must adnit that 21l
this 18 not olear. Ever since it sppeared in our
vocabulary, the word %15§ggangg heg carried with it a
certain odor of sinfulness.

Let us 1ight ocur lantern: 1in textbook languege,
dissonance is an element of transgltlon, a complex of
interval of tones which is not complete in itself and
which must be resolved to the ear's gatisfaction into
a perfect congonance.

But juet ss the eye completes the lines of o drew-
ing which the psinter has knowingly left incomplete;
Just so the ear may be cslled upon to complete & chord
ané cooperate in its resolution, whioch has not actually
been realized in the work. Dissonsnce, én this
inatence, playe the part of an sllusion.

While musically, or aestheticsally, o dlssonance is

8 Igor 8travinsky, Poetice of Musige, p. 34.
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a harsh combinstion of sounds, in effect it is & chordsl
 combination which so disturbs the ear that it requires
satiafaction and‘appeasement in the chords that follow.
The most elementary éiample of thie principle is found in
the go=-o0slled doﬁinant geventh chord. If this chord is
heard by Aiteelf, the musicai ear demends gomething to
follow it, something which will snswer, or resolve, the
unfinished feeling aroused by its dlssonance. The gecond
chord 1e known as the “resolution" of the firat, beocsuse

it resolves the d4lsturbsnce the dlssonance hag csused.
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This elementary prineiple becomes much more complex
in modern music as can be seen in the following example
of a chord based on the seme root relationeh;p with its

regolution.

9 chardp %o Gito’ DD« 41~ 42,
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T» IGOR STRAVINSKY

Although Igor Straevinsky was not s child prodigy; he
wes reared in a musicsl stmosphere (his father was a bass
ginger at the Ruseisn Imperial Opera), and as & youth tried
hié hand_at oompoaing. When he wes ninéieen, he met _
Rimgky-Korsekoff, ﬁhb‘auggested that he estudy with one of
hle own pupils. Later he gtudled with the mester himself.

| It wae not until the ballet The Fire Bird,

commiasiéned by Diaghilerf and written in 1910, that
Strevinsky's own individuslity begen to erystellize. CJer-
tain charsoteristiocs of the idiom that have come to be
known as 8travineky's are spperent here, espeeclslly the
arvengement of rhythms into ingenious pastterns snd the use
of constantly elashing chord membere and chord combinations.
Ihe Fire Bird wes an soknowledged magterplece.

Dlaghlleff ghowed his pleasure by commissioning
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enother ballet the following year. This was Petrouchka,
which weas first produoed in Perie in June, 1911. As the
score developed,; the plano and the orchestra were given
dislogue; easch snswering and imitating the other; which
.brought to the composer's imeginstion the wvision of a
mischievous, aggravating puppet, theroountarpart of
Petrouchka, who was the hero of en ancient Russian '
marionette show. The puppet Petrouchka looks at 1life with
the detsched obgervation of the eynie and shows the comio
exlatence which men leads in a largely disinterested world.

As o ballet, Petrouchke was lmmediately successful,
but its musloesl significence waes far greaster than people
realized at first. The music merked & transition in
8travinsky's style, from the fantasy of The Fire Bird to
realism. The Fire Bird had a generous share of sustained,
flowing melody, even though it waa far more advanced har-
monicaelly then the works of Stravinegky's teacher, Rimsgky=
Korsakoff. Petroughka is epleodic, loosely construoted,
end highly dissonent. If The Fire Bird represents the
bridge between the nineteenth snd the twentieth centurles,
Petrouchks is pure twentleth; at least, early twentleth
oentury.lo

Most importsnt of al}, however, was the introduction

of polytonelity, for by his use of the Petrouchks chord,

10 1p14., pp. 140-141.
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8travinsky becsme a ploneer in using two keys at the seme
time, The vogue of polytonslity dates from the appearance
of the Petrouchka chord, used throughout the composition,
repregenting two different keys, F sharp major and C major,

aounded eimulteneously!
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Stravinsky is 2t hie best in this period starting
with Petrouchks; it lg in this period thet his true charm

ig condenged. Petrouchka fell llke a meteor upon the com-
fortable Strauss~dominated musicel world of the pre-war

- twentieth century. The triumphent orystal-clear technique
he displays in this bellet ig like a flssh of 1ight in a
murky wildernegs. The harmonies and rhythme of the dsnce=-
mugde oreste a drsmatic atmosphere which ferments; which
quivers with suppressed energy--the scenes of the fair, the

carnivel, the quack; the dollg--sll the crowd that mskes up

11 11i4., p. 128,
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the living world; all the dolls become traglc sctors.
Above it Stravingky loomg, enormous, the mechsnic who pulls
the wires and msekees the puppets laugh and danocé and dls.
Guido Pannein in Modern Composers sayss

Take the introductory adagietto of the second
tablesu, before the entry of the dence. The nmusie,
strongly rhythmic in charsoter, sbsorbe into self the
mere externsl replities of gesture and scenery, and
becomes ?1aatie gnd oompr??ensivgg agdtthis 1; the
secret of how Petrouchka (in contrast to Le oges;
where the stage action 1g an 1nd15pensabl%"§hrﬂ of the
artistic whole) atends by itself as & purely musical
composition. In the %enerously drawn tone-plotures
of the Carnivel end of the Russisn dance, the popular
melodies become en integral part of the lyrloal tex-
ture, @o new, so flexible, snd so clesr. Streavinsky
uses these tunes as 1f they were indeed children of
hils own begetting; he only turng them to his own endas
becsuge he himgelf is an expression of the national
self of whioh they slso ave a part, In getroughkg
Stravingky has at length dlscovered himself. e form
he has chosgen oomeg from the intultive recesgses of his

~ mind; and onoce he recognizes it he follows 1t until 1t
leada him into srtistic paradox, to the Ehaéi’lﬁ%aﬁt’ AV
in his neive and anarchioc exubersnce of apirit.

In Petrouchka there are also elever menipulations
(after Debusey's habit) of the running of constituent chord
members in parallel lines, an elaboration of the prooctise
of the anclent orgenum,

The reallem of Petrouchks led te the primitivism of
the next ballet 8travinsky composed for Diasghileff, Le Ssore
du Printemps, The Rite of Spring. When thls work wes pro-
duced in Paris on May 29th, 1913, 1t aroused such fury that

the sudlence rioted. The musle was s8o diseonant; so

12 gutdo Pennain, Modern Composers, pp. 4l-42.
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bewildering, that the world wéa faced ". . . with the gl-
ternative elither to reject thils musie as a fresklish exhi-
bition of en unbalanced young men, or sccept it as a revo-

lutlonary 1nnavation."13

It 1s important to conslder Le Saocre du Printemps
carefully, for it represents the peak in Btravinsky's
esreer which 1s scon to be followed by & turn in the
oppogite direction, from the height of complexity, of
barbarliem to the utmost slmpllelty of neo-classiclsm. The
Rite of Spring is scored for an orchestrs of tremendous
glze, and 1t employs orashing ehorda'whlch were slmost
unbelievable to the ears of the pre-war conceri-pgosrs.
Anyone who knew Stravineky's background; howaver; snd wae
femillar with The Fire Bird and Petrouchks, was aware that
the new ballet oould not be s hsphazard produoct, but that
1ts ocomposer was fully conselous of what he was dolng, snd
was acocomplishing his purpose with a masterful though grim
and almost dlsbolical grasp of his medium and his meterials.

Lo Saore du Printemps deals with the saorifiociel
customs of primitive peoples, barbaris, brutal pagen rites,
andhit is not to be expected that s composer like
Stravinsky would have depioted primitive man with the cloy=-

ing aweetness of conventional harmoniles..

13 Nieoles Blonimaky. *igor Btravinsky." The Inter-
national Oyolopedis of Musioc gnd Musiclons, 1817,
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He suggests the primitive worship of our snclent
ancestora and sttempts to project the mind of the
twentieth=-century men back into the derk, unexplored
reslme of prehlastory. It ralses to a higher power
then any other mugle ever written that nervous exolte-
ment and emotional tension through rhythm which so
meny followers of Stravinsky have tried in vain to
imitate. Its dependence on rhythmle pattern oomglexity
suggests the feats of saveges in remembering elesborate
drum pstterns and using them for the communication of
excitement., This remarkeble tour de for and ,,

- veristic triumph hag become an accepted olassie.

Stravinsky olaima that he would have written this
gort of music even if he had not been writing 1t for the
ballet. He says thet he concelved 1t firest ss sbsoclute
nuslo, entirely spart from the plot, and that its rough,
ungouth themes themselvee suggested to hle mind the earth-
worshlp of primitive men. Thua, the idea for the ballet

ceme from the music; not the music from the plot of the

ballet.:. B S TATE e BT

g Btravigskg is & ?arbai:an :ho Eae been tralngdtin

the school of pure form art. Le Bacre du ;r ntemps
is the hymn of his innete barbarism. [} %ﬁs cel asenae,
like that of all primitives, lg founded on movement,
which is to esay, rhythm., Melody, in so far as he brings
himgelf to indulge in it, is always translated through-
out his work into a witty and gpirlted system of
punctustion. 8tudy the opening of Le 8Ssore, gentle and
spring-11ike in its freshness, until the sudden change
comes to a bitter mood expressed by stiff anguler
phreses. Stravinasky's pathos comes from an aggrassive
melodiec 1diom, which reaches ite aome of development in
this ?rlmitive end orglostic work, a gsavage song of the
earth!s oruelty snd meroy. But it holds pages of mag-
nificent poetry; such as the "Rondo of Epring" end the
eleotrifying "Earth Dance."

> Howard D. MeKinney and W. R. Anderson, Musie in
History, pp. 834-0.
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The pece of the work, shaken by the dizzy series of
emotional trensitions, finslly imposes its own limite
on the composer’s imagination. He is drunk with his
own creative enthusiasm. In the fascination of bullde
ing one movement out of the materiels of s former one
Stravingky loses all ocontrol over the timbre of his
work, end the detaile of the work are sssembled out of
21l proportion to each other; he bullds up, destroys,
elters, and rebullds, continually seeking & true bel-
ence. Stravinsky hendles the tonee-values throughout
thelr range with such gkill thet he finally attains the
virtuosity of e ring-master in s circus. He ig &
tight-rops walker, who runs along the sharp edge of
dissonance without ever cutting himgelf. He builds up
hls tonal materisl in symphonies of movement. And this
movement 1s so lively and ardent thet it grips every
other element in the work, and twists them about it-
gelf, For Stravinsky cannot trest the problem of tone=-
value from & static point of view; he cennot isolate
sounds by themsgelves; as the tradlitional hermonic theory
dietates; but esn only oonf&der them in motion, only
capture them ag they pass.

These two works, Petrouchke end Le Seore du Prin-
tempe, are the first unifled worke of art to be evolved
from the experimente in the new style. In faet, they
remein strangely 1solated and lonely masterpleces. Both of
them deal, in a characterlstic Ruseian manner, with fan-
taatic esubjeots beyond ordlnsry experience. HNor have
other compopers been able to enter into the land dlg-
covered by thls musical Moses; they have gopled his
rhytims but missed his musle; imitated hils dlssonances, and
provided thereby not stimulation but merely dlstraotion,
dlsplespsure, or utter boredom.

After composing Le Saore du Printempe, Stravinsky

15 P&nnam, %- ﬂﬁo, pt 42-
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turned his back on primitivism and turned toward neoc-
clasgiciem. Several intermedlary ventures were s prelim—
inary to the sotual turning point, which ceme when he con-
posed his Puloinells ballet, produced in Perls on May 16th,
18920. Thie work was basged entirely on the music of the
early 18th century composer; Pergolesi, and aslthough
atiavinsky was by no mesna o mere erranger in adepting this
muslo, he retained the exeot spirit of Pergolesi's style,
end kept his own score chastely simple.

By adhering to the clagsieclam of Pergolesi's
eighteenth-century style; 8travineky had so imbued himgelf
with 1te gpirit that he was ready to adept 1% to originsl
compogitions of his own invention. Thus he hasg completed
in his own orestive cereer a oyocle which passed from late
romanticism,; through realism snd primitiviem, to a pure
objectivism which 48 marked by a detached viewpoint and a
formellsm that reverts %o Bash and Handel.

As 18 %o be expecsted, orltical opinion of Stravinsky
varies grestly. The oconservative or resctionary attitude
is represented here by McKinney snd Andersons

But this variebility of style 1s in meny writerg--
Stravinsky, for sxemple--only s confeasion of weskness,
ggnhg:%ngaggkgzgagzzfgsthe1r material thet they must

'

Never has there been so great a dlseppointment in

16 pokinney sna Andevson, op. git., p. 681,



83

musie. The fires that flared up with such fierce
promise when fed with the broken fagote of the older

style have, in The W 5-1_;, Tale of t 1diar,
Oedipus Rex, Sym les ne
8 composer strives bo HIs se wgéﬁ emoﬁional 1m-

giesaiona altogether), end 1n most of his other poat-
Rite works, died down to o Teeble g&ow; and in his
lateat ballet, The ggg% zab%g, we find merely the cold
ashes of technique. would seem that once Stravinsky
had emancipated himgelf from the pagt, he had no
further interest in life; 1% may be; as some criticse
ingist; that the advance in teohniesl progress made
through his modernistic experiments hes been worth the

effort. But hls early admlrers would readily trade
all these neoolassloc miscegenations for one atggping

work of the calibre of Petrouchka or The Rite.

In the oppoelte cemp le Adolfo Saslazasr, the disg-

tinguished Hpenieh muglicologiet and composer; who says,

"I helleve thet, in the work of pome present day oomposers--
of whom the most significant, in my opinion; iz Igor
Stravinsky--there is to be found that orystelllizetion of

ertlstie purpose for which we seek,#i®
IX. ARNOLD SOHOENBERG

The greet i1nfluence in modern music is Arnold
gchoenberg, who, more then sny other gingle composer, even
Strevinsky; has suaceeded in evolving & get of theories to
explain the intellectual elements which have cvept into the
new neoolasnis atyle. '

Schoenberg Adld not declde to be a professional

17 1b14., p. 836-6.
18 paolfo Snlazer, Mugic in Our Time, p. 278,
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mugiocian until he was eixteen years of age. He had been a
devoted emateur; snd hed enjoyed pleying in chsmber music
engembles,; sometimes composing violin duets; eto., for the
groups he played with. He showed some of his ocompositions
t0 s Vliennsa musician named Alexander von Zemlinsky, a
friend of Brahms. Zemlingky wes interested enough to give
Schoenberg some instruction, the only instruoctions he ever
had, for he is mostly self-taught.

The first work of any major importence was

Verklgerte Nachl, Tranefigured Night, whioh showed him %o

be s mixture of post-romenticist and impressionist. For a

time Schoenberg gave full expression to emotionslism, end

the tonsl besuty of his Trensfigured Night bathea it in a

loveliness that 1s ehimmering end sterry. The second

importent work, his Gurrelileder, shows gome of those signa
of megelomsnla that have weakened so msny of the later
German romsntio compositions. It demands five solo
singera, three four-part mele choruses; one eight=part
mixed chorug; o narrator; and an orchestre of btremendous
resources {(ineluding some heavy iron chains). No wonder
1t is seldom performed. With verges by the Danlsh poet
Jacobsen, this bellad oycle is much more then a Wagnerisn
debauch; it shows the best of ite compoger's individuaslity
end what he might have acocomplished had he gone on in the
same way. It should have been scknowledged es much a

lendmerk in 1ts own wey ee was Stravinsky's Le Sacre du
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Printemps, a few years 1ater.19
In both of these works, Verklserte Neoht and
Gurrelieder, he pushed chromstism to extremes but dld not,
a8 later; throw the old tonel systems completely overboawrd,
for throw them overboerd he 4id. Schoenberg felt enslaved
and sheokled by his Wegnerien inheritance, end he deter-
mined to be 2 free men artlstleslly, no matter what it ocost
him. He deelded that the only way he could be free wes to
bresk entirely with tradition, to evolve something that
would be altogether new, a musicael speech thet would have
in 1%t nothing of the past., In 1911 he wrote o new
treatise on hammony in which his extremist, cerebral style
firast took full ahapo.zo

© Thig new harmony whioh Schoenberg evolved was the
so=0slled atonsl music. The exponentes of atonslity resent
the term. They cleim thet thelr muslio is not lasocking in
tonallty; far from it. It has fwelve tonal centers instead
of only one. It should, they say, be called "twelve-toned,*

rather than "atonel® music. 8ome of them ocsll it

19 Ihig-; De 8986,
20 Howardj 220 m.’.po 100.
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*pantonal," or *aodeaaphony.“gl

Btravingky is among those who protest the use of the
term, end expresses himself in his Poetics of Mugle:

The expresailon 1s fashionsble. But that dceen't
meen that it is very clear. And I should like to know
Just whet those persons who use the term mean by it.
The negating prefix g indicates & state of indifference
in regerd to the term;, negating without entirely re-
nouneing it. Understood in this wey, the word a&egalitx
herdly corresponds to what those who use 1t have ir '
mind., If 1t were paid that my mueic 1p atonal; that
would be tantamount to gaying that I had beoome deaf
to tenslity. Now 1t well may be that I remaln for a
considersble time within the bounde of the strict
order of tongllty; even though I might quite cone
sclously bresk up this order for the purpose of esteb-
lishing o new one. In that casge I am not atonal,
but angitang%. I am not trying to argue polntlessly
over words; it %g essentlsl %o know what we deny snd
whet we affirm,.<

Neverthelegs,; the terms "atonality? and ®"atonal musie®

_have been so firmly fixed in the voocabulary of music that

they are used in gpite of the merits of the case.
Ganatrugt&on of atonal music followe well-defined
patterns. The rﬁles of the esyatem are as atriot and rigid.
88 any of those whioh 1imit the student of conventional
hermony and counterpoint. If anything, the stonal rules

21 Zee Balagzar, %o 1% De 21?’ Howard, . m.s
p. 102, David Jogeph Bach, EA Note on Arnold HSchoenberg,*
The Musicel Quarterly, 22:13, Jenuary, 1038, Howard 8.

1, “Eaﬁdah'erg‘a one-Rows and the Tonsl System of the

Future," %%e Musieal Querterly, 22:18, 18, 21, 36,

January,

22 8travinsky, op. ¢it., pp. 87=38,
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are siricter. The fundsmental besis of sn stonsl plece is
known as the Yrow! or Ytonreihe," or the succession of
tones on which the composition ls bullt, In this device
the composger's mechenistie; intellectuslized, non—anant;e' .
sgtyle ls ocarried to its ultimate consclusion; the oompoa&Q
tions written in this latest period, their olosely woven,
contrapuntal perts based on these rows, are, even more than
their forebears, "paper' music, their intricacles snd
dissonances being esgbteblisghed intelleotually sand incepable
of belng spprecisted by the normel ear. It ig not acourste
to speak of this row as o melody or theme, for its
succession of tones is subJected to such drastic alteratlons

that 1% goon becomes uniecognizable to the average

‘ligtener. The avowed purpose of the row is to estsblish

and reveal the relations between the several tones used.
Varistions of the series are then amployed to ineresese the
number snd variety of these relationships. o
The firet rule in developing the vow 1s that sll the
tones of the twelve-toned soale must be gounded befors sny
of them ls heard for the second time. This eliminates the
posaibility of eny one becoming more importent than the
others. If C should be sounded twice, the listener might
get the i1dea thet the plece 1s written in the key of C.
Onoe the complete row is snnounced, the pilece continues in

g menner similar to the veristion form, snd the row is
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subjected to a variety of menipulatione and alterstions.
The intervals between tones may be made narrower or wider
(shorter or longer gkips and Jjumps); the intervals may
remain the same, but the rhythm changed, elongated or cone
tracted; some toneg may be omitted and others added.

Two of the patterns for sltering the twelve-tone
row have dssoriptive names: the "mirror* snd the "ersb.!
The mirror and the orab were o0ld patterng borrowed from
fifteenth century polyphoniste. Bach himgelf used them
in his Mugien) Offering, written to Frederick the Great.
The mirror is what the name implies, en inversion, or
turning of the row upside down. When the gkip from tone to
tone repreawﬁtﬁ an upwea:'d interval, the mirrored inversion
_presents the seme intervel in the opposlite direection, or
downwards the same number of scele degrees. In the "orab®
pattern the row le sung or played as a oredb travels; baoke-
wards, It sterts with the last tone of the row, and then
offers the whole series in reverse. The two patterns, the
mirror and the orab, mey also be combined, and the row
played baockwarde and upside down, simultaneously. Atonal
music might thus be deseribed as musie in which the "tonale
row" may be played forwards, backwards, rightside up, or

upslde down. 2%

23 Howard, ODe. gj_-E!! PPe. 106=7.
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One of the basio princliples of atonsl musle ig con-
densation of meterizl. In striving to free himpelf from
Wagnerien heroles, Schoenberg felt that there muet be no
high-flown, longeextended passoges in hie music. Nor must
there be the flowing development sectlons which composers
like Beethoven made sn indispensaeble part of thelr sym-
phonies. Hence Schoenberg was laconilc,; slmost monoe
syllebio in his new musioc, and he wrote plano piecee a
single pesge in length, aome of them conbtainling as few aa
nine messures each,

He expleined this need for brevity in o lsature
he aellverad.in Paris in 1811,

Relinquishment of tonellty implies a corresponding

relinquishment of the structurel process founded upon
the very principle of tonality; and therefors esrly

~ exgmples of works written by meens of twelve notes

between which no obther relsationship exlsts than thgi§
relation %o one another were necessarily very brief,<¢

Another fundsmental principle is the avoildence of
congonant combinotions; and e rigid insistence on dissonent
ghorda, unrelieved b§ anything in the way-af é simple
three-toned trisd in thirds, or even a seventh oy ninth
chord. Thus, atonal musie must be written with extreme
cere t0 avold sny combinations whish would be pleasing to
the ear of the men who likes his muelo sweet. Tt cennot
be composed haphagardly, but requires mathematlcal snd

24 Ihiﬂti Pe 103.
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studied exaotness to produce an uninterrupted suescesslion of
hergh sounds.

In his 1911 lecture Sohoenberg discussed this
necessity for dlssonance?

It is likely that, for o time ot leecst, oconsonant
chords will have to disappesr from music if the tonal
grinuiple is eliminsted--not for a physical resson,

ut for reasonsg 6f eoonomy. « . . A tongl consonence
asgerts its olaims on everything that followas 1%, and
regresaively on all that csme before. Hence, con-
gonant chords tend to ococupy an exceassive amount of
room; snd might disturb the balsnee proper to the new
gocheme-=unless some way ls found elther of satlefying
or of suppressing the requirements of such ghords.c

In other words, for Schoesnberg's purposes, pleassnt
sounds are objeotionable begsuse they cennot stend alone
a8 well as dissonences osn, so0 1T stonal composers are

going to write short pleces, they must svold consonsnces.

prineiples of atonel music from verbal desoription, but the
resder who wents to consider them visuelly snd surslly will
be intereated in excerpts from oﬁe of Bchoenberg's pleces.
The following measures ere teken from the fifth and last
number of Opus 23, and they show some of the varlations to
which the twelve-tone row ig subjected. The pilece i
entitled Walzer, an almost ironie title, if you try to
waltz to the musie.

There ig, of coursea, no key signature, and the

26 1bid., p. 104.
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twelve-tone row ls set forth in the opening messure.

I
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you exsmine it cerefully, you will find that no tone in the

upper part ls repeated.

you will find that it too, hasg twelve tones,; each of them

different from the others:

Then look at the lower part, snd

elc.

In the following measures, the opening motive (the

Piret five tones of the upper part) 1s chenged by having

its rhythm re-arranged.

You will notice, algo; that once

more sll twelve tones are sounded, and none repeated:

o

e

-

/

T

E b : L]
,) _/ \\ < LS il ...-....
= \ 5
; : TS VA ™
o — < 9’4/
i [ L=l
o ki \
£ 9 ) ‘?ﬂ'{ A1 > Sy
7 7 2 7171 I 7 F ol e R A
7 R 1)
2 tﬁ‘“ﬁ. y =p



02

In e few measures the five-tone motive takes this form}
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end is woven,; horizontally, to the same motive arranged

by
/

upside down and backwards:

) S e A N

{ ﬁ - g '7. e 4
/ 4 % H
e f
P d \w
mf e SE = T > GtC.
e —
p ,/'

N - r,,/_—jr

(8choenberg's Walzer, Op. 23, No. 6: Copyright, 1923, by
Wilhelm Hensen. -

The work whioch marks the end of Schoenberg!s experi-
mental middle period is Pierrot Lunsire, a set of 21 songs,

each of them differently orchestrated snd possessing a

different structural form. Critices seem to agree that

Plerrot Lunaire le his most eignificant work, but they
disagree violently in all other respects. \
MoKinney shd Anderson say the following:

26 ;‘bido’ Pp. 107=9,
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In this he oreated » work whish; in form, content;
end style, exoeeded anything he had done up to that
time. For the first time this experimental music
seems to come to 1ife and not be merely the embodiment
of the composer's theorles. And in 1t we have a hint,
in the incesgant repetition of certain main themes; of
the mesng he finelly ndopted in trying to solve the
problem of giving some sort of unity snd ochevence to
? typgqof writing broken loose from 1lts former moors

ngs.

Guido Psnnain writes as followa!

Here i1s a polyphony which is counterpoint in con-
vulelonst . . . & restless vooal music; that stends
helfway between Intoning and recitstive, giving the
Ampression of unresl, fantastic pride in empty

ingenuity snd ingenious pedentry, of provoking pare-
doxes, the fanelful imagininge of & lunatioc; the

drunken gestures of a learned profogsor! It ig a

perfeat Cockaigne of contortions, of sneers; sobs,
lsughter, of %ears eynioelly swallowed, of s mixture

of melodies and rhythm which end in the same mooking
grinace. Whaet a parsdox of virtuosity! Todsy Plerrot
ggggigghseems a ghost from snother world. If our

penses had not been blunted by the hard reslitles of

the war we might still feel the fasolnation of lyrlesl
gentiment meltsd away by the heat of rhetorisc, and of :
ell the vegeries of a prolifis but treacherous end
unhealthy musiocal instinet. But now it seems merely

the ory of a sorrowful sg§1 mshing towsrde the pre-
cipice of a dark future.”

But is 1t strange that such violent new music as
that written by Schoenberg should provoke such bifursated
opinion? Modern devices in music have generally been a
development and extension of something thet has exiated
before., Debussy's ninth end eleventh chords werse the

gimpler ohprda of earlier composers to whiech further tonesg

27 Mokinney snd Anderson, op. oit., p. 842,

28 ponnain, op. 9ib., pp. 117-8.
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were added at regular intervals. Moreover; this evolu=
tionary process hes in genersl followed solentifiec
socousgtic prineiples, even though the innovations were
developed by trisl end error yather than by lsboratory
methods.

This expleing why atonaslity is the most d4Aifficult of
all modern syatems for the layman To understend and accept;
for it represente a sharp bresk with whet has gone before
end what has developed by slow process. It discards all
previousg rulee and conventions; snd atarting with twelve
tcneslof the soele, gets up an entirely ne# aysbemn.

It 48 not falr to sssume that atonsl composers have
written the wéy they do cerelesgly, or that they compose
_ differently merely becsuge they have not had the pstience

to master the technlque of their oraft. To the novice it

geems thet the ssme effsot could be gsined by taking a
brush filled with ink and aspattering it on a fresh page of
mugic paper. Perhsps the result would be no morve difficult
%o perform or listen to, but the works of the leading
atonalists are produced with ap mueh thought end labor ss
went into the works of the older masters. Whatever draw-
backs stonal music may possess generally result £rom an
overe-galentific approsoch,; rather than from any lack of
workmanship.

It ig doubtful that eny system which limits iteelf
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so siriotly and so arbitrarily to presoribed pstterns oen
sohieve unlimited expressive powers. Schoenberg himself
hes come to reslize thig; for he has publioly staeted thet
when his system hss beoome fully developed and the musice-
lover's ear has become asccustomed to the new tonal rele-
tionéhips. congonances may be re=introduced with sgafety.

They will have to be inoluded if atonel muslc is
to have the flexibility and veriety essentlial to any true
work of art. Expressiveness depends so much on contrast
that if the means of gaining contrest are denied the artist,
he esnnot hope to convey his messoge.

Anron Coplond hasg venturad‘a ghrewd opinion on the
future of etonal muslet

~ Aotuslly 1t is rether 4iffioult to forepee what

the future has in store for moet music written in the
atonagl 1diom. Already At beging to sound surprisingly
dated, hopelessly bound to the gariqd-af the twenties
when 1% was first played extenslvely. No doubt we

are badly pleaced to Judge it at present. But admitting
our laok of sufficlent perapeotive for Judging it
feirly:; one cen even now see certaln inherent wesk-
nesses; for whatever reasons, atonsl music resembles
itpelf too much, It orestes o certain monotony of
effeat thet severely limite its varliety of exprassion.
It hae been sald that the atonsl syestem cannot produce
Tfolk gongs or lullables. But more serlous is the

faot that, belng the expression of 2 highly refined
snd subtle musicel culture, 1t hee very little for

2 naive but expanding musiocal culture such as 1is
charseteristic today of the United States (or the
Soviet Union). Thie 1e not to deny its historicel
significance or 1te Amportence as an advenced out-
post in the technologieal fleld of musical experiment.



But for e long time to come it is likely to be of
interest principally to specislists snd connoigseure

rather than to the generallity of musiec lovers.
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%9 Howard, gp. git., pp. 112=3,



CHAPTER V
THE PLASTIC ARTS OF TODAY

People-=not srtists or thoge particularly interested
in sar%; Juast people--atand in front of a ploture or a
plece of scoulpture snd ask, "What's 1t supposed to be?®
It 1s ag Af they had lost their sbllity to enter into snd
understand any new thing. This 1s unfortunate; more then
that--oatestrophic.

Understending new things, or a deepening of under-
standing of old things, is important, for we never csn
completely understend anything. In a time so cheotic, so
aimless as our own, sny smell addition to understending
ie precious. Now one of the greatest possibilities of gr§
is to incresse understending of thinge hither-to psrtially
known or entirely unknown. Soclence is not much help; i%
plaoys odd tricks on us; Juet ese we beglin to think 1t is our
friend, 1% pulls something like the atomic bomb from under
its hat and what we migtook for & friendly face turne inte
e skull, Religion has lost 1ts hold on meny. Art oould be
the friendly hend in the derk. But is 1%?

This question, "What's it suppomed to be?" 1ls ralsed
not only by the works of Henry Moore and Psblo Plossso, but
plac by those of m grest many other present-day sculptors,

painters, writers, and mugleisns. Oritics may call these
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works powerful or pregnent or whatever. Ordinary citizens;
more used to applying suoch adjeotives to their gars or

thelr wives, do not conour,

It may be permissible to hezerd s guess as to why so

meny recent works of art seem so impenetrsble. Performers
in the arts tend to acquire such a large sesortment of
apeqialigéd rules for spesking their minds thet these
emount to a sort of seeret langusge which defests 1ts own
purposs. Once having lesrned the lengusge, its proud
péaseuaerg ghow 1% off for the spprovel of the few other
people who understend 1%, thus forfeiting the attention of
the meny to whom it ig gibberish. This leads to a sort of
war between the artist and the public.

snd further by the artist's spparent unconcern sbout them,
the public becomes excessively irritated. Thig irritation
is expressed in snheers an& Jeers. The public comes to
think of the artist as & kind of fifth column; whose main
purpose ls to teass, embarrass, and bore the rest of the
populetion.

The artliste and thelr entourage of gophisticated
spokesmen retaliste in kind. Feeling snubbed by the pub-
1le; whioh they might went to please, they take the_
snoppish view thaet people who cannot understand their
gpecial idiom are 1gncr#nt Phillstines, totally bereft of

Humilisted first by its own insbility to understend
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segthetle responses, whose loutish enthusiasme are there-
fore not worth bothering with.

The wer between the artists snd the public seens,
like most wars, o be besed on misunderstanding. The feotls
are that aesthetic responses are by no meang the private
monopoly of & few gpecialiste; if they were, art as &
whole would not be worth bothering sbout. On the conbrary,
everyone has a&ah vesponses, and in America they are |
eapeoially lively. |

Of oourse to day that the United States has lively
seathetio responses is not to sey that these responses arve
always what they should be. But 1t does suggest that the
public would greatly enjoy the fruils of knowledge and thet

the artiste would enjoy wide sppreociastion if the iron our-

taln between them could be raised.

How this can be done is herd %o say--save that, while
1% 48 part of an artist's job to meke himself understood,
it is also pert of hieg sudience's Job to try %o understand
him,

Ags in the preceding chapters of thig peper dealing
with literature and musle; the plastic arts--through the
arbitrary selection of the works of Henry Moore, the
English soulptor, and Peblo Ploasso, the Spanish paintere-
will be disoussed in lengusge the uninitiated layman cen

underatand.
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I. HENRY MOORE

For the past few years Henry Moore hes been regsrded
ag Britain's best sculptor. The seventh child of a York-
shire coal miner, he was invellded arter.WOrla War I, then
taught physical education, After winning the Royal College
of Art traveling scholarship, Moore went abroasd for six
monthe, Italy has not alwaye hed a good effeot on English
artists, but Henry Moore went there olesr in his mind that
he was not going to be ocaeptured by the Renslessnce. He
wag after the simple, monumental forms of life, He found
them, above all, in the remaining chapel of S8anta Maris del
Carmine at Florence, in the solemn, solid figures grouped
on the walls by Masacolo, Geoffray Grigson has seld,

*. . . He has seen meny other things, such es the paleo=
1ithie cave paintings in 8pain; but he has most of all been
moved by those Masacelo psintings (which he etill keeps in
hig mind."* That Moore continues %o keep Magaoclo in his
mind is borne out by his not infrequent reference to the
early fifteenth century Itallien artist in his all too few
eagays on art,

you be vy aAY smadl 15 FesliRguond & SRLL oarviek

only a few inches in height can give & feeling of huge
alze end monumental grondeur; becpuse the vislon

1 Geoffrey Grigson, Henry Moore; p. 2.
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behind it is big. gxample, Michelangelo's drawings oy
a Masacclo madonna.

All art hasg ite roots in the “primitive," or else
1t becomes decadent; which explains why the “great®
periods, Perlcles' Greece and the Renalssance for ex-
ample, flower snd follow qulckly on primitive ger&oda.
end then slowly fade ocut. The fundamental sculptursl
prineiples of the Archaie Greeks were near enough %o
Phidlas! day to carry through into his carvings a
triue quality, although hie conscilous aim wss 8o
naturalistic: and the tradition of early Itelilsn
ort wing sufficlently in the blood of Maspcolo for him
to atrive for reallsm end yet refaln a primltive
grandeur and simplieity. The steadily growlng sppre-
eiation of primitive art smong artists and the publie
tgdaysia thaerefore a very hopeful snd lmportent
Sgno

Henry Moore has been Aintensely interssted in
primitive art, which forms the second great influence on
his own artistie idiom. Extraots from hls essay *Primi-
tive Ar%" first published in The Listener in 1941 slearly

o o + primitive art mekes & stralghtforwerd state-
ment, 1ts primary concern 1ls with the elementsl, snd
ite simplieity comes from direct and strong feeling,
which 1s a very different thing from that fashlonable
simplicliy-for-itg-own-sake which is emptiness.

The moet striking quelity ocommon to all primitive
ert 1p Ate intensge vitslity. It ls samething made by
people with a direot and immediate response to life.
e « o It 15 art before 1t got emothered in trimmings
and surface decorstions, before inspiration had
fli%gei inte technleoal tricks snd intellsstual cone-
Se1u8. .

2 Henry Moors, Soulpture snd Drawing, p. xil.
5 ;bid-p pt xllllo i

% 1., p. x131.
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One of the firast princlples of art ao clearly seen
in primitive work is truth to materialg the ertist
ghoweg an instinotive understanding of his material,
1ts right use and poesibilitles. Wood hae o stringy
fibrous consisgtency and cen be gcerved into thin formse
without bresking and the Negro goulptor wes sble to
free arms from the body, and to have a space between
‘the legs. This completer reslization of the ocomponent
perts of the figure glves to Negro oarvin% a more
three-dimensional quality than meny primitive periods
where stone is the main material used. « . » ;

0f works from the Ameriocas, Mexican art wes excep-

tionally well represgented in the Mupeum. MNexicsn
goulpbture, ag goon as I found it, seemed to me true
and right, perhaps beoause I at once hit on similari-
tlesg in it with some eleventhe-century csrvinge I had
seen as a boy in Yorkshire chursches., Its *stoniness,"

by which I mean its truth to material; its tremendous
power without loss of sensitivensss, its satonishing
variety and fertility of formeinvention and 1its
approach to a full three-dimensional conception of
form, make it unsurpassed %n my opinion by sny other
period of stone soulpture.

Magacclo's figures and the Mexleen cavrvings are in
meny ways not unlike. In both,; detall gives way to monu-
mentality snd strength., In both, features are made simple
gubordinste. Both are grand without dictatoriel swegger.
Both combine deliberation with s held-in immensity of 1life.
Thet 1ife, that held-in, immense life, is Moors's Anterest.
He is interested in the rounded, solid shepe into which
1life builds itself.

I am very much aware that assooistional, psychologi-
csl faetors play a large part in gsoulpture. The mean=-
ing and significasnce of form itgelf ?rohably depends
on the countless asgocistions of man'e history. For

exemple, rounded forms convey an ides of fruitfulness,
maturity, probably because the earth, women'e breasts,

5 1bid., p. xliv.
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and mogt frults asre rounded,; snd theese shapes are
1mgortant beosuse theg have thig background in our
habits of pereeption.

The humen figure interested Moore most deeply, but
he found principles of form snd rhythm from the atudy'or
natural oblects such as pebbles, rooks, bones, trees, and
shella.

Pebbles snd rocke show nature's wey of working
stone. Emooth, ses=-worn pebbles show the wearin
away; rubbed treatment of stone and principles o
asymme try.

¢« + o Some of the pebbles I plck up have holes right
through them. . .

A plece of stone cen have a hole through 1% and not
be weakened-=if the hole is of a studied slze, ehape
and direction. On the prinociple of the arch, it cen
remaln just ss atrong.

The first hole made through a plece of stone isg o
revelatlion,

The hole connects one aide to the other, making 1%
immedlately more three-dimensional.

A hole aén itgelf heve as much shspe-meaning ss a
s8olid mass.

Te 41llustrate what Henry Moore mesns by saying that
"a hole ocan 1tself have as musch shape-mesning as a solld
mass,” look at the figure below. At first the obsevver
will think of the dark mase as the figure. But as he

gazes more and more at the whole design; the white space

6 mid., p. xxxviid,
7 Ibid., p. xxxix.
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FLUCTUATION OF THE FIGURE AND BACKGROUND

beging to teke on meaning. Actuslly the uncolored portion
of the above design hes as much mesning as the colored
portion. The white spece is the *hole.® S8oulpture 1s the
oreaation of three-dimensional formg which give nestheties
pleasure, eond if the soulptor's interest is'the threee=
dimsnalonal form of the *hole," then he is cerving in air.
In every olear concept of the nature of vision and in every
healthy spproach te the spatisl world, thle dynamiec unity
of fipure and background has been olearly understood.
Soulpture in a2lr is possible; where the gtone ocon-
teins only the hole, which 1s the intended snd cone

gldered form.

The mystery of the hole==the mysterious fagoination
of caves in hillsides and cliffs.

Rocks show the hacked, hewn treatment of stone, snd
have a Jegged nervous bloek rhythm.
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Bones have marveloug structural strength snd hard
tenaeness of form, subtle trensition of one shape into
the next and great varlety in seotion.

Trees (tree trunks) show prineig%ea of growth end
strength of Jointe, with easy passing of one gegtion
into the next. They give the 1desl for wood seulpiture,
upward twisting movement. :

8hells show nature's hard but hollow form (metal
sgglptgre) and have g wonderful completeness of single
5. apao o

Herbert Read has something very pertinent to say
ebout neture in art in his lectures glven at Ysle Univer-
gity on "Soelal Aspeotz of Art in an Induatriel Age,"

published in 1947 as The Grass Rootg of Art:

And we must understend by nature not eny vague pen-
thelstlo spirit, but the messurements and physicsl be=-
havior of matter in sny process of growth or trange
formatlion. The seed that becomes s flowering plaent,
the metal that orystallizes as 1t cools and contracte,

* 81l such proocesses exhibit lawa, which are modes of

- material behavior. There is not growth which is not =

asccompenied by 1ts characteristic form, snd I think
we are so congtitutede-are so much in sympathy with
naturel processesg--thet we slweye find such forms
beautiful. The artist in partiouler, I would say, 1s
s men who is gifted with the most direet perception of
neturel form. It is not nescessarily o congcious pere
ception; he may unconsgoclously reveasl his perceptiong
in hie works of art. Artists are to a congiderable
degree sutomatg--thet is to say, they unwittingl
trenamit in thelr works a sense of sosle, proportion,
gymmetry, balence end other sbstract gualitles whieh
they have scquired through thelr purely visusl end
thegegare phyeicel regponge to thelr natursl environ-
ment.

8 ;b&d’} Poe x1i.
® Herbert Read, The Grass Roots of Art, p. 1l.
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But since man todasy lives An & much more complicated
age¢ then did the fifteenth-century Itallens or the Meyesns,
it 1a to be expected that s modern sculptoris Qeaotians
will be more complicated then those found in Mepscolo's
paintings or the carvings of the go-called primitives.
Modern man gannot avold certain humaniterisn preoccupationa.
The modern seulptor, therafore, more naturslly seeks %o
interpret the humen form; ot least, this hos been the
tendenecy of sculptors for meny centuries, and in this
respect Henry Moore follows thelr precept. In hils ocase the
tendenoy hes been modlified by a desire to relate the humen
form to certain universal forms which may be found in
nature.

of natural growth ave evolved in organic materislg--flesh

and blood; tender wood and ssp--and these cannot be trans-
lated dlreotly into hard snd brittle materlals like atone
and metal. Henpy Moore hpg therefore sought among the forms
of natufﬁ for harder end slower types of growbth, realizing
that in these he would find the forma natural to his
carving meterials. He haes gone beneath the flesh %o the
hard structure of bone; he hag studizd pebbles and rock
formationg.

Having made thege studles of naturel form, Moore
must then epply them in the interpretations of his mental

But there is Just this difficulty; most of the forms
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aongeptions. He wishes to expreses in stone hig emotional
apprehension of the human figure. To reproduce such s
flgure direotly in stone geema to him a monstrous pervers
sion of stone; end in any osse a misrvepresentation of the
quellties of flesh and blood. Representationsl figure
seulpture cen never be anything but a travesty of one
méterial In snother--end sotuelly, in most perlods, soulp-
tors have tried to disgulse the stony nature of thelr
representations oy painting or otherwlse coloring thelr
gtatues. It 18 only in decadent periods thet the aim has
perslasted of trying to represent flesh in naked stone. [The
gin of o soulptor like Henry Hoore s o represent his gon-
geptions in the forme natursl %o the materdel he is working

~ in. His whole art oonslsts in effecting a credlble com-

promnise between thege forms and the oconcepts of his Imeginge
tlon. A oconfuelon arimes when attempte are made to identify
this aim with en historiopl idesl of besuty.

Beauty, in the later Gresk or Renaissance sense; is
not the sim in my soulpture.

Between besuty of expression and power of expression
there is o difference of funotion., The firat sims at
pleasing the senses, the second has a spliritusl vitslity
which rfg me 1g more moving end goeg deeper than the
senses.

The dilstinetion is so importent for an understanding

of his work, and, indeed, for an understending of many

10 genry Moove, goulpture and Drewing, op. 6it., p.

z1.
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phages of modern art,; that his words should be carefully
pondered:

For me a work must first have 2 vitallity of its own.

I do not mean a reflection of the vitality of 1ife; or
novement, physical action, frisking, dencing flgures

snd 80 on, but that work can have in it a pent=up eneray,

an intense 1ife of ite own, independent of the objeet
;t may rppreggﬂ%. When work hag thie pawa{{ul vitelity
we do not comnect the word besuty with it,

Thege are the words of en artlst, sn artist who has
had no truck with metaphysics or aesthetlcs; an artist who
speaka directly out of experience. Obviouasly the whole
scope of art is sltered if you meke it, instesd of the more
or less sensuous symbolizstion of intelleotual idenls, the
direct expression of an ovgenic vitellism. To bs intereated

in 1life, as Moore 1s, rather below the consclous level, is

not to be subshuman., The rounded foyme used by Moors may

be related to a breast, or a pear; or a hill, or a stone.
But they might also relate $o the ourves of s human gmbrya}
or an ovary,; & 8a0; dr to a single=gelled primitive
orgenism. The rounded limbs of & human foetus, a ferti-
lized ege, or even the pneumococous that chokes and ruins
lunge with pneumonis, would not, when reslized with the
bigness afllife, be less worthy than o lounge suit in
vwhite marble or an Alsatisn dog e million times smoothly
reproduced in colored ohlna¢12

11 Mo-; Pe X1,
12 geoffrey Grigson, op. 0it., p. 9
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What 18 %o be explalned is why the artist who
frankly resorts to vitel or orgenic fovma; does not
literelly reproduce them, but recombines them or distorts
them in an spparently wilful menner.

The answer Ainvolves a ocertain philosophy of l1life.
Modern oivilized man regards that faoulty whioch sttributes
spiritual or vitel quallties to inanimate objects as the
mark of a primitive stege in humsn development; and it
would be & mistake to ldentify modern art with any such
"animiem.® But modern solentists have restored a degree of
enimetion %o matter, whioch o short time ago was regarded as
merely inert. The microsecope, the telesecope; and the X=ray
have enlarged men's horizons, As man's universe incresses,
80 must hls language, whether thet lenguage be ethnie word
symbols, melody, or spatisl shepes on canvas or carved
three~dimensionally in wood or stone.

If the ebatractions, the words, the phrases, the
pentencesn; the visusl cliches, the interpretive sterec-
types, thot we have inherited from our oultursl environ-
ment are asdequate to their %ask, no problem ls pre-
gented. But llke other instruments, languageu geleot,
and in gelecting what they seleot; they leave out what
they do not gelect. The thermometer; whioch spesks
one kind of limited lengusge, knows nothing of welght.
If only temperature matters and weight does not; what
the thermometer "saoys® is adequate. Bubt if weight,
color, or odor, or faectors other than temperature
metter, then those factors that the themmometer cennot
gpeak sbout are the teeth of the trap., Every language,
like the lanpguasge of the thermometer; leaves work
undone for other languages %o do. . « .

Every day we are; all of us, as persons, as groups,
a8 sooletlen, caught in the teeth of whet the older
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langnages lesve completely out of ascount. We talk of
& new, shrunken, interdependent world in the primi-
tilve mm@ka—sigaals of "nationality," "race," and
"govereignty.® We talk of problems of an age of inter-
nationsl cartele snd patent monopolies in the economie
beby-talk of Poor Rilchards Almensck. We attempt to
visuslize the eventfulness of s universe that is an
eleetro-dynsmlc plenum in the representational clichss
evolved at a time when statlcally-conceived; lsolable
fobjeote® were regarded as ooocupying positions in an
empty snd absolute “epace." Vieuaslly, the majoriby

of us are still "objecteminded* and not “relation-
minded." We are the prisoners of snolent O{éentatians
imbedded in the langusge we have inherited.d

Henry Moore has never been attrscted by the feg-end
of the 014 1desl values of Rennlssence Hurope. In art;
thesge velues have decayed into a eet form. Whet éeulpﬁura
needsd was to be thought out sgein, or re-explored by
feellng., 9o Moore went beok to seelng 1ife, or the simple,
rounded forms of 1life, baock to seelng everything.

His tendency is to humanize rock or wood or bone or
geolopgloel shepe or blologlosel specimen. Thet compromise
produces some of the mogt monumental, but also at the same
time some of the lesst moving of Hoore's work, nis atony
reclining lendsoape women heed to be nearer women, verv'
often, or else further from them; more natural or slse more
sbstract. But his love of the cave and hollow and deep
aarving gives him room for a1l kinds of subblety. Hie
objects of 1ife may be still--a kidney ocennot throw a dls-
cobolus or hold tables of law--his objects may sprawl, but

13 8, I. Hayekaws, The Langusge of Vislon by Gyorgy
Kepes, pp. 8-9, :
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his scele ls alweys big, snd he arranges with moving
intricacy mess ageinst hollow, hollow sgainet line; end
height snd bresdth. That, after all, 1s one element by
whioch painting end sculpture have satisfiled and delighted
human beings 211 through history snd 1l through changes
of style and subject.

II. PABLO PICASS0

Peblo Plosegso is perhaps the outstending psinter of
our time. More completely than any other artlst,; he repre-
gente both our achlevements and our disfigurements., His
entire work is a series of shocks; end with esch shock part
of the structure of our olvillzation symbolicelly is

reveeled==and collapses.

To his detractors; who are legion and vociferous,
Picagso 18 a seintlllating virtuogo whose art adds up to a
spiritusl emptiness., He has been the subject of bitterest
denunciation,

Leo 8%ein, late brother of Gertrude 8tein and an
early patron of Ploasso, has glven his verdloet: "“He
would have been a truly great artist if he had been more

genuine; as 1t is, he'e an extraordinary phenomenon.“l4

14 Charles C. Wertenbaker, "Ploasso," Life,
XXII1:92, October 13, 1947,
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Thomas Craven says!

Whenever Ploaseo tackles a real problem in art, his
fallure 1z monumentel. Years ago, when he was on the
climb, he attempted a2 portralt of Gertrude Steln.
That uncouth spinster was collecting geniuses and he
was willing %o be colleected. She professed to admive
hig plotures, and wes patronizing him for all there
wag in 1t. He had never drawn from life and wses ig-
norent of the struoture of the head; but he pegged
away at the Job for nearly a year and finslly called
1t finished. And there 1%t 1g, = 1lifeless 0ld squaw:
the aelebrsted carcass of Stein! Sinee that flssco,
he hag let nature mlone, exscept for &E occasional
gohool-plece for the Americsn Juries,id

Pilossso slpo has been the subject of extreme adule=-
tion, To hig admirers; who include an impressive roster of
oriticg and art experts; he is a modern master of art, a
genius.

To pin the history of one's own times; like o
butterfly to a setting board, takes genius, and that
18 what Ploasso haus danei %o influence the visual
approach of half the wor afreguirua“saparnormaim' T -
power, and this Ploasso hasg. 16 !

In every phase, Plossso's peintinge have glven a
truer image of the world we live in than the so-
cplled documentary reallatg+ who show only what the
most superficlisl eye sees.

Hie maturity begins with heunting pletures of
poverty and misery, the deep humanity of his blue period.

The peintings of this period, which began in 1801, pleinly

16 mhomss Graven, Modern Avt, p. 178.

16 Michael Ayrton; in "Ploagso® by Charles C.
Wertenbaker, Life, XXIII:102, Ootober 13, 1947,

17 Lewls Mumford, op. @it.; p. 375.
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ghow the artist's indebtedness to Deges's greceful ballet
dancers, %o Puvls de Chavenne's sad blue plotures, and %o
Bl Greco's elongated fipures.

Plocasso carried 21l these art ingredients into hie
next period when, around 1905, he chenged his color scheme
from dominant blue to dominsnt rose. Here haggard coluiie
bines and femished harlequing connect him with the survive
ing playworld of baroque soclety. The most smbitious of
the rose period piletures is ;gg\gagggg of Helltiimbangues, a
group of golemn cirous oharseters. To the blue influences
have been added the romantioc feeling of Watteau's harle-
quing snd the gentle;,; olasgsic lines of (reek desorationas.
His paintings of thie period have s atiff, fragile alr.

Then comes the primitiviem of Negrold 1dols and

masques; an effort to rveassert our wening vitallty by a
return to primitive, vital sources, slmost synchronous
with the rise of Jazz. The huge Demolselles d'Avignon,
eight feet high, 1s the most important painting of this
go~called primitive or HNegrolid period, and the first
cublst painting, At thies time, 1906, the most advenced
younger paintere were exelted by Geuguin's idess of
expresalon through eolor snd form and even mora by
Cezenne's paintings, in whiech construetion by lines and
planes was so important. Look at certein of Cezannels

paeintings (especislly Pines end Rocke) upside down, so that
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you cen see the design more olearly; then look again at the
Ploasseo and you will see thel Plcagso hag exagperasted
Gezanne's underlying pettern of engular ghapes until the
whole ploture--figures and background--becomes s great
dynemic design of zigzeg lines and sharp-sdged plenes. The
flgures at the left; which were psinted firast,; resgemble
certain prehistoric Spenish seulpture; the two fages st the
right, which seem out of keeping with the vest, are like
Wepst Africen Negro maske, whioh interested Plcessc as he
wan nearing the completion of this experimental pleture.

Alfred H, Barr, Jr., in Yhat is Modern Psinting?
hae this to @sy of this painting: ;
The Demolselles is not enliethe first important

oubdset palnting, 1t 1s also the firet pleture in
which Pleasso's formidable and defient genius reveals

~ itgelf. For Ploesso, though he hasg painted many
charmingly pretty plotures, is not ususlly concerned
with "beauty® so much as with p?gar and intensity.
His ert carries a high voltage.

With plessso's oubiet compositions begine a definite
tendency to formulste s new snd conpletely abastract art
depending chlefly upon arrengement of forme, lines, end
colors for the achievement of sesthetlo effects lacking
aspoclistional end useful valueg. The element of free end
Joyful pley; which determined the fortultous strueture of
the cublat ocompositions, was echoed in the eriticsl

o 18 pifred H. Barr, Jr., What ég,ﬁp&srn.ﬁain@é@@ﬂg;
Do ®
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formula thet a ploture should meke a pleasant sppearsnce
even when hung on ite side or upside down. Abstraot art
recalle two pagsages from Plato, one suggea%ing that "the
most beautiful shspes were those which had no sensuous
assooiations,"® that i, purely mathematlicel shapes, the
other that %all art should epprosch the conditions of
musin.*zo in which harmony and rhythmio repetition or
melody would be the dominant sensations experienced.

Avound Plosssc swermed cultists who mede him the
high priest of modern art, Not only did they experiment
with oublsm in pigment, but they evolved complicated com-
positions; the collage, in whioh they used bits of walle
paper; tobacoo wrappers, newspeper olippings, wire mesh,
glags, metal, wood, ete. These strenge blts of materisl

were so plased that they plled up on each other, dls-
sppesred only %o resppear, forming petterns of texture.

When one does not worry sbout what easch element measns in its
naturalistic connotation, then one can enjoy the pictorial
end graphic weslth of these interpenetrating planes,
ghedinge, snd textures, The observer can enjoy the Jjuxtes
posed elements; The correspondence of lines and surfaeces,

the sontinuation of plenes, pessing fer back under other

19 plato, "Symposium® in Londmarks £g§a§gg;gng§§ n
Philogophy, Irwin Edman and Herbert VW. Schnelder, p. .

20 plato, The Republio, p. 85,
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planes end coming out from the back to the front to dlg-
sppear sgaln; the observer can enjoy the subtle modulations
which are brought to a orescendo by the spsce-~bullding
power of 1llnes orogeing; curving around and running
diagonally. All that 1a a celebration for the eye; a
rhythmical and emotlonal exultetion. To be sure, classi-
gal paintings offered such rhythmeg for the eyes too. The
sorrespondence of plsnes, shepeas, lines; pointe, were
always the orgenizing element of visusl sxpreassion. But
cublsm brought to 21l thies a purlty, arriving st a new
visuel microcosmor of rudimentary emotionsl values.

In the years following Ploasso's ploneer work,
cublism passed through meny phsses and spread throughout the
world. One of these phages was the pluralistic image.

Here differant raceé attempt to express the payohological

mobility of e person; sometimes the female component of
the male, sometimen the dark counterpart of the light halfe-
& multitude of various psychologlcal characteristics.
Ploasao often likes to observe hig objects at a very
cloge renge. Both the bresking up and the dislocation of
plenes sre the mogt obvious expressions of this incline-
tion,
What he is atriving for 1s the “%535¥5ﬂ§%3x of
aa¥§gg; %§%§£@f§£ lew. These pointa of view (or
atter o ' elds of wiew") may result from a
movement of the objeat, or of the spectator, or

merely of his eyes, or from any combination of these
faotors. Thig kinesthetlc experience of the olose
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view 1g the basilc principle of all these poseibilie
ties, Any olose view needs a complementary movement
of the eyes in order to reveal the whole surface of an
objeat. Moreover, 1t effects a disparity of the
plotures impressed on the two eyes of the obaerver;
l.6., even if the eyes are not moved, each eye assumes
e different point of vlew and hence receives a
different ploture image.

However, Plcasso hag often combined this very close
observation with a more dietant one which allows the
object to be seen at a glsnce. This approach makes
for the simultaneous sppearance of profile and frontal
or gemi=Crontal views, 1f either the sitter or the
artist moved during the process of perception. The
ologe view, on the other hand, brings sbout striking
changes of "perspective” within the objeet go that,
for instence, one can look into the mouth from sbove
while the nose is seen from below, snd azo forth.

It 4¢ this combination of the very cloge with the
less olose perceptions, end their Ancorporation into
o two-dimenslonal representation, whioh makes possible
the new unity of the objeot which Plossso has achleved
in his lster work. As long as he kept to o compare-
tively oonsigtent distence from the object; movement
broke the perceptions into a sequence of disconnected
frogments. He could only eilther superimpose Hhese
fragments upon each other or elsge add them to one
another; the integration of disconnected perceptions
into one ocbject {e unit comes through the medlation of
the close view.

The medium of the painter vemains, of course,
limited to a two-dimensional plane. The absorption of time,
% least, into hls concept of environment must teke sn
entirely new turn. In Ploasso's (irl With a Cook of 1938,
the Jerky movements of the cock's head found thely ex-
pression in the two beaks and in the two eyes combined with
the profile of the comb. Viewed as & "static projection®

2l psul M. Leporte, "The Space-Time Oonoept in the
Work of Pleasso,* Magazine of Ar6, XLItl, January 1948, p. 27,
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thia head does not make sense, But 1f the observer glves
himgelf to the suggested movement in space; he will soon
feel that the ptatic form he sees loses its significence,
and ﬁe will reslize that o form in movement oannot be
identlosl with o form at rest. Each form in Ploasso
establisghes a fleld of energy around itself; this field of
energy has become so much a part of the represented objeoct
that the objeet is no longer identified with its outlines.
Picasso's objeote take up; as the case may be, a larger or
smaller amount of spsce than 1g suggested by thelr contours.
This might better be explained by saylng that the observer
sesas the objeect from geversl sides simultaneously, and
these multiple viewa verylng In disgtsnce from the object--

gome closge, some distant,

With thiles concept of space snd time in mind, Leporte
snalyzea in detall the Girl With a

The ground on which the Girl g%l_n Cogk is plaged
is viewed from shove, and s0 are Ibgs, her mouth
and her left hand. Her right foot, nose and forehead
are gseen from below. The coeck, the girl's right hand,
her left eye, snd a portion of her face are geen from
the slde. While the upper part of her body snd her
right eye sre viewed from the front. As can be seen
from this snelyels, there ig o rhythmic recurrence of
agpacts spread over the pleture space. Only in

certain places has the observer moved so close to the
objeot that an sotual twist of spsce ocourred, namely
in the right leg, in the head of the cock and in the
head of the girl. It 1g as 1f the observer had entered
at theege places the Ypravitational fleld" of the
object, and his vislon was thus of necesslty deviated
from its previous direction. Thesge are the ssme

places where the strongest "distortion' snd "disloce-
tion® of forme ocours while the spaces between and
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s At B L L+ (A 3’3’32%?-2?’3”
ggttg§o:;gtggbggr:g:lgﬁoggtwggifﬂghamselves gontribute
After cublsm came neoclasslclem and paintings of
gheer techniesl virtuosity. Pinally a resl emotion over-
powers Picasso; the sotusl horror of the faselst uprising
in 8pain grips him snd tortures him; hence the powerful
gymbolization of ﬁoman's utmogt migery in his Guernice
mursl. On April 28, 1937, the anclent and hallowed Spenish
town of Guernica was degtroyed by German planeg flying ‘
for Generel Franco. The Luftweffe was sald %o have been
very plessed with the night'e work; about a thoussnd people
==0ne out of eighte-were killed. It was the Tirast "total!
alr rald, Two days later Piloasso took =zn srtisties revenge;
—he began work on hie Guernica, a huge mural canvas nearly
twenty-gix feet long, commissioned by the Republicen
Government for the Spenish building at the Parie World's
Falir,
his pleture translates the anger snd desperastion
about the Nazi bombing of Guernica into a plastile demon-
stration. Bealdes the symbolic significance of the paint-
ing (the bull stands for fasclsm, and the horse turning
around in pain for the loyallsts), it 1s the motlon of the

figures which conveys the real meaning. At the right a

22 Ib’.d.op Pe 32
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woman, her clothes on fire, falls shrieking from e burning
houge, while another rushes towerd the center of the pic-
ture, her ama flung wide In despsir. At the left is »
mother with a dead child in her arme, and on the ground are
the fragments of a sculptured warrior; one hend elutching
s broken aword. In the center a dying horase (ths loyal=
leta) pinks to his knees; hls screaming hesd flung baok,
hle back plerced by a spesr dropped from above like a
bomb., To his left o bull (the fesciste) stends triume
phantly eurveylng the ascene. Over sll shines a radlant eye
with an electric bulb for s pupil;,; esymbolizing night.
‘Beneath 1t to the right o figure lesning from a window
bears wiltness to the carnage, the lemp of truth in her hend.

In painting Guernios Ploasso used only blaok, white,
end grey, the grim colors of mourning. But otherwige he
has mede full uge of the speclasl wespons of modern art
which during the previous thirty years he himself had
helped to sherpent the free dlstortion of expressionist
drawing, the angular degign end overlapping transparent
planee of cublem, surreslist freedom in the use of ghocking
or astonlshing subjeet matter,

Moholy-Negy vislted Ploasse in 1937 before the paint-
ing wag pleced in the Bpanish Pavilion at the Paris World's
Faly, A%t that time "he sald that he had attempted to

render "the inside and oudside of a room simul tane=-
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ougly, ! #25
Among the @Guerniga studlee which Ploasso made there
are a number of drawinges which record not only the space-
time visuslization of the successive cheanges of physical
motion, but also the paychologicel space-time, the
emotlonal metemorphosis csused by horror in the doomed
ersatures.
In the old srts, horror was usually rendered
through the distortlon of the faclal museoles, distortion
of the open mouth, by enlarged end protruding syeballs.
Ploasso intengified this approach by moving and distorting
the ususlly immoveble end indistortsble elements of the
body such as the eyes, ears, and nose. In Guernles he
- Bhifted the eyes eway from their normel vposition; he
turned the ears upside down. Dieintegration csn go no
further this side of senity. In the studles for the mursl

he trensformed the eye into a ocup ang the lower eyelld into
a ssaucer Trom which tears poured. He exposed the Tonguse

of a soresming, horror-stricken viotim as a flame, at

other times as a dagger to signify despeir. In one of
theae atudies he gshowed a dozen varistions of a faoce,
changing thelprofile of a young mother under the impaet of
unspeskable suffering--into the distorted, crumbled

features of sn old womsn. This was done through inter-

25 L. Moholy=Nagy, Vision in Hotion, p. 249.
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weaving the features of a2 panicky; quilekly aging, hideous
oreature, each expregsion growing out of the other without

breaking the oneness. The same etohing, Af looked at upside

down, solved the enlgma by dlaplaying the deteriorated,
piggish visage of Hitler, the cause of the bestial

destruction. The Quernios 1s a dramatic statement sbout
one of the world's most urgent problems: war and ite
effect on humanity. It 1s not » superficlsl propagends
pleture;,; not a poster to cateh the passing eye. It is the
work of a man profoundly moved by a great and terrible
event and eager to tell the truth sbout it wilth all the

regources of modersn palniting.



CHAPTER VI
ARGUMENT

The most obvious ocorrelation in the snti-litersl
fields discuegsed in this paper, end one which has been
mentioned over and over agein, is the complexity to be
found in the reglme of litersture, musiec, and the plegtic
arts. And there is o very cloge parallel between the come
plexity in the arts snd the oultursl patterns which thesge
srtlists interpret.

Jameg Joyce 1ls so complex that hils last work,
Finnegens Weke, 1s oompletely unintelligible to the m#as,
glightly comprehenasible to a few, and completely understood

the many ranifications of the sllusions to subjects
familiar only to Joyce himself. The complexitles of Miss
Gertrude 8teln are reduced by comparison with those of
Jemes Joyce, Mise Stein'!p writings have perplexed intelli-
gent readers %o the point where they hsve sccused her of
"writing with tongue in cheek.'

The anti=-literal in musie, ss repreasented here by ,w””'
Igor Stravineky and Arnold Schoenberg, presents a complex-
1ty of another sort; but no less resl. In attempting to
dlscover s music wholly free from extra-mugleal sppeal; they

experimented with disesonance,; atonality, and polytonality,
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cerrying these technical devices to their loglcal conclue
glong==-to the utter oconfuslon of moast people.

The complexity of Henry Moore lies in hls tendency
to humenize rock, wood, bone, or geologlecel specimen.
His monumentsl pleces sre simple in line, but the intricacy
and gubtlety with whioch he arranges hils plesnes and the
liberties he takes with the humen form puzzle the observer.
Pablo Ploasso's complexity in his later works lies chilefly
in hisg efforta to demonstrate the gimultenelty of seversl
points of view. Though he ie the best known of living
peinters;, the lsymen thinke of him largely as a men who
paints women with two faces and sometimes isn't sure what
part of a woman's enatomy belongas where.

The second broad correlation between the anti=

literal idioms of modern art ie to be found in the artista!
rejection of the generally sccepted idesls of besuty as
their goals, They have been called culture-weary artists
striving to get away from the romenticlism sand the stereo-
typed art of the nineteenth century. It 1s interesting to
note that with the exoeption of Henry Moore, each of the
artists congidered in this psper began thelr creative
careers in the conventional styles of their respective srts.
But the restriotions of the academy chafed them. They were
disguated with the effete producte of the rules, so in place
of "beauty" they strove for "vitsellty" and mesning. And it
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is this sincere effort to revitalize thelr art that brings
the third correlation to mind,

- These artlsts are all subjectlve in thelr trealment
of art. They feel that the public ls too apathetle to
sesthetic responses, with the result that they tend to dig-
regard*the resctions of the man on the street. This atti-
tude creates a viclous cirele. The publie resente belng
exclﬁded from the seocret langusge spoken by the artists,
and this regentment is expressed by open ascoffing or utter
disregard. There is another phagse of the public's antogon-
iem towerd the srtlst which will be congidered ss a sepa-
rate correlation.

Congclously or unconsciously the artiast in the antile

literal field shocks the sudience, and the audience, for

the most pert, does not like to be so treated. This mental
insulin injection 1lg used for various reassons: dJoyce
attempted to show the complete men, snd in order to do that
he felt compelled to show men in his most base aspects as
well ss hie highast; Gertrude Steln uses "ghook" for a
different resson. Referring to the last line of

Precioaillg, iPopated susle lie my lce cresm" comes as a2

dlgtinet shock. It was done delliberately. 8She has com-
posed s poem using words in ftheir enti-litersl sense, end
to.have ended the composition with "Not puessed. Go go."
would have left it up in the air. The punch in the
solarplexlis at the end certainly brings the poem %o o
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deflnite conclusion; Igor Stravingky end Arnold Schoenberg
uge ghock to telling effect in thelr muslc, delilberately
end with malice aforethought, to make the definite and
decisive bresk with romsnticism; Henry Moore and Pablo
Pilossso use the ssme device unintentionally, though thelr
detractors would deny this. Their distortion of the human
anatomy shocks the publie., Plcasso's Guernlca 1s an
exception; here the artlst used every device at his
commend to startle man and make him feel the horror of what
had been done.

Another very interesting correlation between the
erte 1s found in the artiste' return to primitiviem. In
ite widest sense the term Primitive Art 1s used to cover
most o{_thosgﬁpultupga whip@rare outselde European end the
great Orlental civilizetions. To quote Henryfﬁoore,ghThe_ :
mogt striking quality common to all primitive art 1s 1ts
intense vitality.“l And since these artists were seeking
vitality to countersct the effete nineteenth century art,
it 1s nstural to find them making use of thls source of
elemental and direct feelling.

In contrast to the preceding correlations, which
have been "cheracterisgtics" of the three flelds of art, is
e "tool" usged by the modern creative artist: new concepts

of time and spaoce.

1 Henry Moore, Soulpture and Drewing, op. cit.,
p. x11i1i, ML Ao
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Joyce has used sn entirely new concept of time in

Finnegens Wake. Meny indlcatlions aside from the fact That
the book begins in the middle of & sentence point out that
ite design is circulsr, without beginning, middle, end end-
ing prescribed for chronoclogieal nerratives. The ldea of
past, present, and future must be leid saide, if one 1ls %o
gragp the composition. This is poseible, given the
aiightest familiarity with modern developments in physiocs
or methematiocs or even a moderate spprecilation of recent

.tendenoies in painting. If one can consilder gll evente ae
having e standing regerdlegs of date, that the happenings
of 8ll the years are taken from thelr place on the ghelf

end srrenged, not in numerical order, but according to a

nearly g0 puzzling. For exemple, if Noazh, Premler Glad-
gtone and "Pepe' Browning are telescoped into one, because
of common charscteristics, no violence 1s done to logle.
The treatment of space 1ls equally elastic. Phoenix Park,
Publin, becomes interchangeable at one time with the Garden
of Fden, again with the Biblical universge. Mr. Joyce takes
a point of view which commends all the sess and continents
and the oclouds enveloping the esrth. The characters are
compoged of hundreds of legendary and hilstorical fipures,
a8 the incidents are derived from countless events. The

"hero' or principal msle charscter is primarily Adsm, and
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inecludes Abreham, Isasc, Noah, Napoleon, the Archangel
Miphael, 8aint Patrick, Jesee Jsmes, any one at 211 who may
bé considered *"the big man" in any given situation. He is
enlled each of the separate nemesg by which he has been
known, or more frequently H. C. E. (Here Comes Everybody,
H. C. Eerwicker). His symbol in nature i1s the mountain.

Hie female ocounterpart, the river, is Eve, Josephine,
Isolde, Sersh, Almee liscPherson, whoever you like occupying
the role of leading lady at sny time or place. &he is
called most often Anna Livis.

Gertrude Stein's obsession with the "presentness®
and Yon-going-present" has been treated at some length.
There 1s a further correlation to be seen between

Flnnegana'Wagg_and Miss Stein's poetry. The resder can

stert snywhere in Preclosills and work eround to the start-

ing point, end the result will be the same. Both used the
ocircular construoction. |

Schoenberg attempted to dissociate the conventionsl
concept of time from his music by making esch note inde=-
pendent, that is, with no dependence on anything thet had
preceded or was to come. Hisg atonal *row" caen be played
backward or forwerd, upside down or rightside up, and you
can start anywhere you please and work back to your start-
ing point.

There is & very nice comparison possible between

Preciosilla and Schoenberg's atonal music. In order to
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_diséoéiate worde from their ethnic symbolism, Miss Stein
purposely places them together in sn anti-literal way.
Reading the poem, or preferably hearing it resd, one
recelves an impression of an on-going=-present, no past, no
future. Each word is used independently; the relptionships
of the words to each other are the important things. HNow
look at atonality. No congonances are allowed becsuse
every consonence hes a» dependence on what has preceded (the
past) and on what is to follow (the future). Every tone,

a distinct dlssonsnce, 1s used independently.

Picssso is developing a very dynsmic space-time
conoept, comparable to that used by the other artlsts dige
cusged, He is chiefly concerned with the representation
of movement in a two-dimensionsl medium. He further com=
plicates the problem by having the objeet move, the artist
move,; and the spectator move simultaneously., Plessso has
been accused of being nothing but a techniclen, with no
feeling whotever in his ert. Hils Quernics disproves this.
He very definitely cen be emotional when he wants to be.

To generslize, the artlst of the twentieth century has had
s phobia ageinst eny dieplay of feeling. In the fear of
being sentimentsl he has gacorificed sentiment. :

The so=called snti-literal ertiset of the twentieth
century has made one very definite declslon-=literature
mugt not be used merely to tell a story, a ploture must

not be used merely to tell a story, a ploture must not tell
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a story, nor must music.

The English music oritic Edwin Evans made & state-

ment in 1930 regarding music which 18 equally spplicable to

the other artes under discussion:

The first thirty years of the twentleth century
was an age of experiment that set in because it was
needed and the time was ripe for it. It has come to
an end because 1t has performed its function of pro-
viding a suffioclency of new expressive resources. I%
hag ylelded a profusion of new materilal none of which
has been fully exploited, and much of which has s
socarcely been developed. . « « A time of experiment
is not likely to be fertile in masterpleces, but those

years created the mateglal in which the artist of the
next phase is to work,

And what 1s the artist of today dolng? Are the ex~
perimental techniques of these avent garde artists dis-
cugssed in this psper being used, are these techniques the
"meterial in which the artist of the next phase is %o

 work?"

Phyllis Bentley, in her book Bome Obgservations on

the Art of Narrative, quotes Virginla Woolf:

Exemine for a moment en ordinary mind on an
ordinary day. The mind receives a myrlad impressions.
¢« +» o from a1l sides they comes, an incessent shower
of innumereble atoms. . . « Let us record the stoms
28 they fall upon the mind in the order in which they
f8l1l, let us trace the pattern. . . which each sight
or incident scores upon the consoiousness,

Then Miss Bentley goes on to say!
Life 1e not lived in a summary, but in a continual

flow of changing single perceptions; therefore the
summary is not only “ugly" and “elumsy" but "incongruous,"

2 Iwentieth Century Music, op. oit., pp. 397-398.



131

that 18, out of keeping with the reality of 1life. The
scene, the presentation of the specirig moment, is the
only truthful mode of presenting life.c

The writer of today makes extensive use of the
fgtream=of-consclousness," quite frequently uses the "pre-
sentatlion of the specific moment,;" or Gertrude Stein's
“presentness," and also employs symbolism daringly. But
seny writer with one eye on the book market, as moat writers
seem to have, will avoid the erudite complexities of
Joyee.

In the field of muesic it 1s quite o different story.

The technics of today have grown out of the experie
ments of yesterday, only the experiments have come to
be sccepted ae & matter of course and exist as part

. of the unconselous memory of the present generation
of composers. Atonslity, polytonality, modsl harmony,
digsonant counterpoint, 2ll sre used in greater or
legser degree, just as the nineteenth century composers

~ enlerged on the hermonlc materlsl of the eighteenth
gentury. The difference lleg in the fact thet the
present generation has simplified much that 1t helped
1teelf to. . « .« Also, there ig a definite swing sway
from dissonsnce uged in exaggeration as 1t was by many
in the previous generation. The pendulum lesds bask to
distonicism snd nec=romanticlem; beck to homely senti-
ment; but 1t eschewsg the sentimentelity that ssemed
%o have weakened the post-romentic movement; both the
public snd the young compogers have in many wsys
become resctionary., . . . But the writing on the well
points to s new romenticlsm, a renaiassance of besuty
snd simpliclity--but a romanticism composed of the new
materials. The spirit of beauty must be born again.

It must be relessed from the fetters thet have held
it earthbound.4

Na!‘t‘&tive, Do 42,

5 Phyliis Bentley, Some Observatlons on the Art of

4 Twentieth Century Music, op. git., p. 414.
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Walter Abell, Professor of Art at Michigen State
College, mskes the following prognosis in the fleld of
arty

Abstrect design, it would appeer, is now the chief
medium of expression for American artiets under thirty
and will therefore presumably consgtitute the major
trend of the immedlate future in American Art.
Surreplism, though less wide~-gpread, hss sufficient
followers to give it a definite place smong the
current asspeots of Americen production. Exponents of
both movements are soattered throughout the country,
in isolated farme and desert villeges e well as in
metropolitan art centers; they include not only pro-
fesslonal srtists but meny other devoited workers, who,
while earning their living se dootors, teschers, 4
business men or housewives, are pouring the easence
of thelr erestive spirits into some form of art. In
ghort, abatrsotion and surreslism are flourdshing and
wiggly dlespeminated phases of contemporary Americen
culture.

These conclusions emerge from s survey made by the

Art Institute of Chicsgo in preparstion for its Fifty-
Eighth Annusl Exhibition of Americen Art. Departing
from the tradition of mixed exhibitions, the Institute . -
plang to devote each of its American annuals for the
next several yesrs to sn intensive dlsplay of one or

two related artistic trends. Traditionaliem, Resliiem,
Romenticiem snd other idiome will hsve thelir years.
This year it is Abstraction snd Surrealism. The
Institute’s assocciaste curatore, Frederick A. Sweet and
Ketherine Kuh, travelled 24,000 miles to select abstract
a:dtaurgealist work from every seotion of the United
8tatewn.

6 Walter Abell, "The Law, the Maze and the Monster,"
Hagazine of Art, 41316, Jenuary, 1948.
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