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ABSTRACT 

 
 

 In August 1912, American photographer Alfred Stieglitz published Gertrude Stein‘s word 

portraits of Pablo Picasso and Henri Matisse in a special issue of Camera Work. Most scholars 

agree that these word portraits inspired the invention of the object portrait in the American visual 

arts. Marius de Zayas, Francis Picabia, Marsden Hartley, Man Ray, Elsa Von Freytag-

Loringhoven, Arthur Dove, Charles Demuth, and Georgia O‘Keeffe explored the genre as 

members of American artistic circles from 1912 through the 1930s. As the genre developed, 

these artists drew simultaneously upon the semantic and syntactic play of cubist collage, 

photomontage, Dada language experiments, assemblage, and traditional fine art practices.   

 The identification of Stein‘s word portraits of Picasso and Matisse as the source of 

inspiration for object portraiture is secure in scholarly literature. Yet, the theoretical relationship 

between the two over time remains unexplored. Moreover, scholars have failed to consider other 

literary experiments by Stein, such as Tender Buttons: Objects, Food, Rooms (1914) and the 

word portraits produced after 1911, as contributing factors in the genre‘s development. Steinian 

scholarship primarily attributes her portrait theory to the application of the American 

psychologist William James‘ system of characterology, which addresses the mental phenomena 

of simultaneity, stream of consciousness, and a continuous present. As Stein created a linguistic 

correspondence to Jamesian perception, she employed an alternative language system that made 

use of repetition, fragmentation, metaphor and metonymy, word play, punning, word heap (or a 

conscious, volitional emptying of words), nonsense, and sound associations. In so doing, Stein 

questioned and attacked traditional modes of identity construction in her experimental writing. 

Her primary objective was to capture modern character and personality as revealed through 

modern experiences.   

 I argue that the development of the object portrait genre as practiced by the artists listed 

above must be considered in light of the profound impact of Gertrude Stein‘s portrait theory, 

embedded in the cultural interest in personality and psychology, as demonstrated progressively 

over the course of her literary career. Like Stein, the artists believed that traditional visual 

language systems based on mimesis were incapable of describing modern personality and 

alternative lifestyles. Instead, they employed an alternative visual language of objects associated 



 

 xi 

with their subjects to replace portraiture‘s traditional reliance on physical resemblance as an 

indicator of character. Thus, they invented a new means of conveying essential personality traits. 

 I argue further that Stein‘s development of an alternative language system based on 

Jamesian psychology, to question traditional modes of identity construction in her experimental 

writing, contributed to the overall structure and meaning of object portraiture. Art historians have 

addressed aspects of this argument but they have not attributed this to the artists‘ interests in 

Stein‘s writing specifically. Therefore, the primary objective of this dissertation is to bring 

together the literary scholarship on Stein‘s word portraiture and the related art historical 

scholarship on object portraiture to reconsider the claims made in each in an attempt to discern 

parallel themes and stylistic choices evident in the genre‘s development as a visual form of 

expression within the American avant-garde.      
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CHAPTER 1 

 

INTRODUCTION 

 

 Marsden Hartley‘s One Portrait of One Woman (1916; figure 1) is an object portrait of 

Gertrude Stein (figure 2). A centrally-located blue cup and saucer sit upon an abstraction of a 

table covered with a red and white checkered tablecloth. Surrounding the cup is a half-mandorla 

of alternating bands of yellow and white, with a pair of smaller half-mandorlas stacked on either 

side. Beneath the cup and saucer is the French word moi. Rising from the half-mandorla is a red, 

white and blue pattern that art historian Gail Scott, among others, reads as an abstraction of the 

American and French flags.
1
 Tall blue and white candles with red flames located on either edge 

of the canvas frame this still life. Within the cup floats a yellow cross, and above the cup, at the 

peak of the innermost yellow band of the large half-mandorla, is an orb with a white center and 

red edges. Scholars have generally identified this still life, one of three paintings Hartley 

exhibited at the Forum Exhibition in 1916, as a portrait of Gertrude Stein—an object portrait. 

The prominent position of the cup, often identified as referring to the tea that Stein served at her 

salons, suggests that it is a metonymic substitute for her physical likeness. The vulva-like 

mandorlas simultaneously suggest Stein‘s gender and the top or spiritual half of mandorlas in 

medieval Christian imagery. With these objects and the references to flags, Hartley represents 

the expatriate American Stein as a saint, a container of holy wisdom, spiritual, and worthy of 

iconic veneration.
2
   

 Richard Brilliant, in his ground-breaking analysis of portraiture in Western art, defines a 

portrait as an artwork in any medium made of a person or persons whose identity is established 

by a recognizable appearance, a name that refers to no one else, a social, interactive function that 

can be defined in context, and a pertinent characterization.
3
 In contrast, as described above, 

                                                           

 
1
 Gail R. Scott, Marsden Hartley (New York: Abbeville Press Publishers, 1988), 39. 

 

 
2
 I discuss One Portrait of One Woman in context with Hartley‘s other portraits 

considered in this study in chapter 4. 

 

 
3
 Richard Brilliant, Portraiture (Cambridge, Massachusetts: Harvard University Press, 

1991), 8–9. The 2004 edition of Brilliant‘s book is a reprint.  
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object portraits are representations of objects or groups of objects that evoke the subject by 

association, metonymy, or analogy, rather than by facial resemblance. As I will establish here, 

object portraits constitute a distinct sub-genre of modernist portraiture practiced by two 

generations of artists in the United States in the early decades of the twentieth century. In 

addition to Hartley, Marius de Zayas, Francis Picabia, Man Ray, Elsa Von Freytag-Loringhoven, 

Arthur Dove, Charles Demuth, and Georgia O‘Keeffe explored the genre as members of 

American artistic circles from 1912 through the 1930s.
4
 

 No independent study of object portraits exists to date, although various individuals have 

recognized and discussed their presence. Scholarship is piecemeal, and, as a result, art historians 

have overlooked the genre‘s link to modernist practices in the verbal arts and failed to consider 

their common goals. Indeed, Hartley‘s object portrait of Stein provides a key connection for 

understanding one of several ways in which artists drew inspiration from across disciplinary 

boundaries to invigorate the arts, to make them ―modern.‖5
 Earlier, in August 1912, American 

photographer Alfred Stieglitz (figure 6) published Gertrude Stein‘s word portraits of Pablo 

Picasso (1910–11) and Henri Matisse (1910–11) in a special issue of Camera Work. Then, in 

June 1913, he reproduced ―Portrait of Mabel Dodge at the Villa Curonia‖ (1912), a word portrait 

by Stein of American socialite Mabel Dodge, in a second special issue. Most scholars agree that 

                                                           

 
4
 The artistic circles discussed here include the Steinian circle in Paris, France, the Alfred 

Stieglitz circles, the Mabel Dodge circle, and the Walter and Louise Arensberg circle. Stein‘s 
circle at 27 Rue de Fleurus lasted from approximately 1903 through the 1920s. After she began 

to achieve some level of success, she began to gravitate more towards literary figures. In Modern 

Art and America: Alfred Stieglitz and His New York Galleries (Boston: Bulfinch Press, 2000), 

Sarah Greenough provides the time frame for the Alfred Stieglitz circles. The first was located at 

291 Fifth Avenue, New York City, at Gallery 291, 1905–1917. The second circle is dated 1921–
1946 and involved exhibitions at The Anderson Galleries, The Intimate Gallery, and An 

American Place. See Greenough, 9–10. Mabel Dodge held Wednesday evening salons at 23 Fifth 

Avenue from 1913–1915. The Arensberg circle was located at 33 West 67
th

 Street in New York 

City and lasted from approximately 1915–1921 when the couple moved to California.  

 

 
5
 Other examples from the period, all inspired ultimately by Richard Wagner‘s theorized 

synthesis of arts, the gesamtkunstwerk, include the various attempts at color-music 

correspondences, abstract animated film, and, of course, contemporary developments in theater 

and opera. Painting, in particular, also has a long history in interpreting literature, with the 

reverse also being true in ekphrastic prose and verse, which lends a certain natural evolution to 

the development of object portraits based upon an interaction of painting and Steinian poetry and 

prose. 
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these word portraits inspired the invention of the object portrait in the American visual arts.
6
 As 

the genre developed, the visual artists drew simultaneously upon the semantic and syntactic play 

of cubist painting and collage, photomontage, Dada language experiments, assemblage, and 

traditional fine art practices. Since object portraits like Hartley‘s One Portrait of One Woman 

employ aspects of cubist painting and collage as well as aspects of Stein‘s verbal portraits, this 

genre merits the same scholarly attention already devoted to the relationship between Stein and 

Picasso.  

 Furthermore, although the identification of Stein‘s word portraits of Picasso, Matisse, and 

Dodge as the source of inspiration for object portraiture is secure, art historians have not 

explored the theoretical relationship between the two over time. Moreover, these scholars have 

failed to consider Stein‘s post-1912 word portraits or other types of ―portraits‖ written by her, 

such as ―Flirting on the Bon Marche‖ (1910–1912), a word portrait of a Parisian department 

store, and Tender Buttons: Objects, Food, Rooms (1912; published 1914), word portraits of 

inanimate objects and spaces, as contributing factors in the genre‘s development.7 Steinian 

scholarship primarily attributes her portrait theory to the application of the American 

psychologist William James‘ system of characterology, which is the study of character, its 

development, type, and differences. James‘ system is grounded in the ―thinking person‘s 

experience‖ in which past moments harbored in one‘s memory are carried over into the present, 

with one flowing into another or existing simultaneously. One‘s identity is, therefore, an 

amalgamation of past and present thoughts revealed through the mental phenomena of 

simultaneity, stream of consciousness, and a continuous present.
8
 As Stein created a linguistic 

                                                           

 
6
 Scholars who have noted this influence include James R. Mellow, Charmed Circle: 

Gertrude Stein and Company (New York: Praeger Publishers, 1974), 189 and Susan Elizabeth 

Ryan, ―Marsden Hartley: Practicing the ‗Eyes‘ in Autobiography,‖ in Marsden Hartley, 
Somehow a Past: the Autobiography of Marsden Hartley (Massachusetts: MIT Press, 1997), 9.  

 

 
7
 The texts that I use as a source for Stein‘s literature are Gertrude Stein, Gertrude Stein: 

Writings 1903–1932 and Gertrude Stein: Writings 1932–1946, both edited by Catharine R. 

Stimpson and Harriet Chessman, (U.S.: Penguin Putnam Inc., 1998). The word portraits that I 

discuss in this study are reproduced in Stein, Gertrude Stein: Writings 1903–1932. ―Picasso‖ is 
reproduced on pages 282–284. ―Matisse‖ is reproduced on pages 278–281. ―Portrait of Mabel 

Dodge at the Villa Curonia‖ is reproduced on pages 356–359 and ―Flirting on the Bon Marche‖ 
is reproduced on pages 304–306. Tender Buttons: Objects, Food, Rooms is reproduced on pages 

313–355. 
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correspondence to Jamesian perception, she employed an alternative language system that made 

use of repetition, flux, fragmentation, metaphor and metonymy, word play, punning, word heap 

(a conscious, volitional emptying of words), nonsense, and sound associations.
9
 In so doing, 

Stein questioned and attacked traditional modes of identity construction in her novels, short 

stories, poetry, plays, and verbal portraiture. Her primary objective was to capture modern 

character and personality as revealed through modern experiences.  

 Therefore, I argue here that the development of the object portrait genre as practiced by 

the artists listed above must be considered in light of the profound impact of Gertrude Stein‘s 

portrait theory, embedded in the cultural interest in personality and psychology, as demonstrated 

progressively over the course of her literary career. Like Stein, the artists believed that traditional 

visual language systems based on mimesis were incapable of describing modern personality and 

alternative lifestyles. Instead, they employed an alternative visual language of objects associated 

with their subjects to replace portraiture‘s traditional reliance on physical resemblance as an 

indicator of character. Thus, they invented a new means of conveying essential personality 

traits.
10

 

                                                                                                                                                                                           

 
8
 Modern artists and writers were interested in describing the experience of movement 

through time and space, or the fourth dimension. For this reason, in modern artistic practices, 

particularly cubism, the term ―simultaneity‖ is used to explain the rendering of an object from 
multiple perspectives, or simultaneously; In psychology, the term ―stream of consciousness‖ 
refers to conscious experiences regarded as continuous rather than a discrete series of events. 

James is credited with inventing and defining the term. The term was adopted by writers to 

describe the thoughts and feelings of a character as they develop. Present thoughts often recall 

past events or thoughts in memory; thus a continuous present. James‘ system broke with 
previous theories that perceived experience as a series of discrete moments, in past and present 

(linear) time sense, or as links in a chain. 

 

 
9
 In Gertrude Stein and the Literature of Modern Consciousness (New York: Frederick 

Ungar Publishing Co, 1970), Norman Weinstein defines word heap as ―a conscious, volitional 
emptying of words.‖ See page 65.  
 

 
10

 The term ―object portrait‖ was first used in 1968 by art historians William Agee and 

William S. Rubin to describe Picabia‘s ―mechanical portraits‖ reproduced in the avant-garde 

magazine 291. See Agee‘s ―New York Dada, 1910–1930,‖ in Art News Annual, The Avant-

Garde (New York: The MacMillian Company, 1968), 108, and William S. Rubin, Dada and 

Surrealism (New York: Harry N. Abrams, 1968), 56. Rubin‘s text is a catalogue of the exhibition 
Dada, Surrealism and their Heritage held in 1968 at the Museum of Modern Art in New York 

City. The term, though, is one of many used to collectively refer to these non-mimetic portraits 

produced from 1912–1930 in American art. They are also referred to as symbolic portraits, 
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 I argue further that Stein‘s development of an alternative language system based on 

Jamesian psychology to question traditional modes of identity construction in her experimental 

writing contributed to the overall structure and meaning of object portraiture. Art historians have 

addressed aspects of this argument but they have not attributed this to the artists‘ interests in 

Stein‘s writing specifically. Therefore, the primary objective of this dissertation is to bring 

together the literary scholarship on Stein‘s word portraiture and the related art historical 

scholarship on object portraiture to reconsider the claims made in each in an attempt to discern 

parallel themes and stylistic choices evident in the genre‘s development as a visual form of 

expression among American avant-garde artists.     

 The literary scholarship on Stein largely addresses the technical aspects of her writing or 

the relationship of her writing to Jamesian psychology and cubism. On the other hand, in their 

separate by parallel discourse, art historians seldom consider object portraits independent of the 

general discussion of the artists, whether in monographs on individual artists, catalogues devoted 

to specific art movements or themes, or articles identifying the material sources of individual 

portraits. As a result, not only is there a disciplinary gap between the two discourses but a 

theoretical gap as well. 

                                                                                                                                                                                           

referential portraits, and modern emblematic portraits in the art historical literature. None was 

exhibited originally as an ―object portrait.‖ Instead, they were referred to as psychological 
portrayals of their subjects and labeled according to the artist, content, or media. Labels included 

abstract caricature, mechanical portraits or mechanomorphic portraits, associative collages, and 

poster portraits. The use of the word object has several origins. Possibly, the term is a counter to 

nonobjective, as in a nonobjective or nonrepresentational portrait. Most likely, the term 

developed out of surrealist discourse, which embraced the odd presentations and juxtapositions 

of everyday objects in collage and sculpture called the ―surrealist object.‖ In 1936, the surrealist 
object was the feature of three exhibitions in Paris, London, and at the Museum of Modern Art in 

New York City, which held the exhibition Fantastic Art, Dada, and Surrealism from December 

1936–January 1937. In Alfred H. Barr‘s and Georges Hugnet‘s catalogue, Fantastic Art, Dada, 

Surrealism, Barr‘s brief chronology traces the Dada/Surrealist object to Picasso‘s 1913 relief 
constructions,  Duchamp‘s and Picabia‘s ―proto-Dada mechanomorphic‖ illustrations, and 
Salvador Dali‘s explanation of the surrealist object as ―objects functioning symbolically,‖ which 

was in the December 1931 issue of the magazine Le Surréalisme au Service de la Révolution. 

Hugnet makes a distinction between the surrealist object and the Dada object, which he defines 

as ―objects of ‗concrete irrationality.‘‖ Hugnet categorized Picabia‘s mechanical paintings as 

―fantastic machinery‖ and the collages with objects attached, for example Arthur Dove‘s Portrait 

of Ralph Dusenberry (1924; figure 40), as ―sculpto-paintings.‖  He also categorized the array of 
surrealist objects as ―object-sculptures,‖ ―invented objects,‖ and ―poetic objects.‖ Alfred H. Barr, 
Jr. and Georges Hugnet. Fantastic Art, Dada, Surrealism, third edition (N.Y. : The Museum of 

Modern Art, 1947), 50–62.   
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 Scholars generally assess Stein‘s word portraiture based on the perceptive techniques she 

applied when composing word portraits of people, places, and objects. She later outlined the 

progression in her 1934 lecture ―Portraits and Repetition.‖11
 The developmental phase of her 

portraiture style is dated to 1909–1913. For this reason, I divide object portraiture into two 

generations. The first corresponds to Stein‘s developmental phase, characteristics of which are 

present in the object portraits of the initiators of the genre, Marius de Zayas, Francis Picabia, and 

Marsden Hartley. After Tender Buttons was published in 1914, Stein‘s status as an avant-garde 

writer was secure. By 1915, her word portraits appeared regularly in American avant-garde 

magazines such as Rogue, The Soil, transitions, Little Review, and Broom, as well as more 

mainstream publications like Vanity Fair and Life. The second generation of artists built on the 

initiators‘ stylistic and thematic choices while simultaneously engaging with Stein‘s 

experimental writing, in particular Tender Buttons: Objects, food, Rooms.  

  

Stein‟s Alternative Language System 

 

 The literary scholarship on Stein‘s experimental writing frames the developmental phase 

of her word portraiture as an example of literary cubism. Her word portraits are divided, 

therefore, according to similarities between her writing style and the formal techniques of French 

cubist painting and collage, in particular the parallel structural progressions between the two. For 

example, in The Development of Abstractionism in the Writings of Gertrude Stein (1965), literary 

scholar Michael J. Hoffman draws parallels between cubist painting theory and Stein‘s use of 

repetition, sound associations, flux, and word play. In the word portraits, he suggests that Stein 

―divests language of its traditional structure of meanings by developing a written art form 

without a mimetic relationship to the external world except through certain suggestive devices.‖ 

Hoffman divides the developmental phase of her word portraiture into four parts. The first, to 

which ―Picasso‖ and ―Matisse‖ belong, emphasizes internal action and shifting states of mind, 

while the second utilizes repetition for the purpose of sound play, rhyme, and rhythmic effects, 

                                                           

 
11

 Stein‘s ―Portraits and Repetition‖ is from Lectures in America, reproduced in Gertrude 

Stein: Writings 1932–1946, eds. Stimpson and Chessman, 287–312. Lectures in America was 

first published in the United States by Random House in 1935. Stein wrote the lectures in 1934 

and read them during her American lecture tour (1934–35). The lectures include ―What is 
English Literature,‖ ―Pictures,‖ ―Plays,‖ ―The Gradual Making of The Making of Americans,‖ 
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as in ―Flirting on the Bon Marche.‖ In the third, the reader mentally completes a picture of the 

subject through the juxtaposition of non sequiturs, such that sentences carry little sense, as in 

―Portrait of Mabel Dodge at the Villa Curonia.‖ The fourth uses word play, puns, rhyme, and 

idiosyncratic punctuation for poetic effect, as in ―Guillaume Apollinaire‖ (1913), a word portrait 

of the avant-garde French poet. Hoffman compares these techniques to the reordering of reality 

in cubist painting and collage, in which understanding depends on associations among fragments 

scattered throughout the canvas.
12

  

 In Exact Resemblance to Exact Resemblance: The Literary Portraiture of Gertrude Stein 

(1978), Wendy Steiner examines Stein‘s word portraits and Tender Buttons within the context of 

the literary portraiture tradition, cubist painting and writing, Jamesian psychology, and genre 

theory. She locates Stein‘s interest in portraiture to modernist concerns with individual identity 

in art and literature and to the greater emphasis placed on the author. Because of James‘ 

influence, Steiner suggests that Stein‘s conception of identity is related to the individual‘s time 

sense and memory, the latter of which carries past moments into the present. She characterizes 

Stein‘s portrait theory as presenting the individual in terms of movement, self-contained, yet 

continuously changing and recreating the past. Therefore, one‘s identity is better represented 

through the chronicling of mental processes, with repetition utilized to express interior thoughts, 

or inner being.
13

  

 In contrast to Hoffman, Steiner determines three phases of Steinian portraiture based on 

style: the typologizing portraits, 1908–1911, the visually-oriented portraits, 1913–1925, and the 

self-contained movement portraits, 1926–1946. As she describes, the first phase employs what 

Stein refers to in ―Portraits and Repetition‖ as the cinematic technique. Stein explained that in 

her portraits ―there is no repetition.‖ Instead, she compares what appears to be repetition in her 
                                                                                                                                                                                           

―Portraits and Repetition,‖ and ―Poetry and Grammar.‖ 

 

 
12

 Michael J. Hoffman, The Development of Abstractionism in the Writings of Gertrude 

Stein (Philadelphia: University of Pennsylvania Press, 1965), 149,162–163, and 170. See chapter 

5, ―Portraits and the Abstract Style, 1908–1912,‖ for a more in-depth discussion of these 

divisions. 

 

 
13

 Wendy Steiner, Exact Resemblance to Exact Resemblance: The Literary Portraiture of 

Gertrude Stein (New Haven: Yale University Press, 1978), preface ix and 45–49. Steiner‘s first 
chapter, ―The Literary Portrait: History and Theory,‖ provides an excellent discussion of how the 
portrait functions in the Western tradition. 
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word portraits to a cinema picture in which ―no two pictures are exactly alike each one is just 

that much different from the one before.‖ As Steiner describes, Stein renders character through 

activities, mental states, value-laden adjectival constructions, and limited narrative in ―Picasso‖ 

and ―Matisse.‖ What appears to be repetitive is instead a literary technique employed to 

emphasize those habits that reveal one‘s character. Second-phase portraits, on the other hand, are 

marked by concrete imagery, nonsense verse, sound associations, homonyms, word play, and 

puns with an emphasis on Stein herself as the one perceiving. Examples of this phase include 

―Portrait of Mabel Dodge at the Villa Curonia,‖ and ―Guillaume Apollinaire.‖ Third-phase 

portraits show Stein‘s approval of her subjects. Examples include ―Van or Twenty Years After. 

A Second Portrait of Carl van Vechten.‖ (1923) and ―Virgil Thomson‖ (1928), an American 

composer. Steiner describes Stein‘s third phase as a melodic and mimetic rendering of the 

subject through movement and sensuous sound surfaces.
14

  

 In all three phases described by Steiner, Stein replaces the descriptive function of the 

portraiture tradition as it is traditionally understood with descriptions of thoughts, actions, and/or 

movement through space and time. The second-phase portrait style, in particular, corresponds to 

the development of object portraiture because Stein utilizes spaces, such as rooms or public 

places, and associative objects as attributes of the sitter. Steiner‘s text is the foremost study of 

Stein‘s word portraiture. Therefore, I follow Steiner‘s divisions in this study.  

 Building on Hoffman‘s and Steiner‘s research in her The Structure of Obscurity: 

Gertrude Stein, Language and Cubism (1984), Randa Dubnick, a scholar of comparative 

literature, divides Stein‘s writing before 1913 into two styles based on American linguist Roman 

Jakobson‘s linguistic operations: selection and combination. Dubnick compares the word 

portraits produced from 1909–1911 to analytic cubist painting by showing how characteristics of 

both employ the linguistic operation combination, which consists of a spatial or syntactic 

ordering of elements. She therefore compares the cubists‘ use of repetitive overlapping planes 

and a limited palette to Stein‘s use of repeated clauses, extended syntax, and limited vocabulary. 

She then compares Stein‘s more poetic word portraits produced from 1912–1913 to synthetic 

cubist collage. According to Dubnick, both employ the linguistic operation selection, which is 

                                                           

 
14

 Ibid, 64–65. Hoffman‘s first and second phases can be lumped into Steiner‘s first phase 
and the third and fourth into her second phase. See chapter 3, ―The Portraits: Three Phases,‖ 
pages 63–130, of Steiner‘s text for a detailed discussion of the stylistic development of Stein‘s 

portrait theory; Stein, ―Portraits and Repetition,‖ 294.   
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the choice of signifying elements, such as vocabulary. Representation is, therefore, subordinate 

to the appreciation of materials as materials and words as words. In addition, the relationship 

between signifying elements is often arbitrary; thus, attention is called to the art object as a thing 

in itself.
15

          

 Picasso often included words or word fragments in his cubist painting and collage. 

Scholars readily attribute this inclusion to his interaction with Stein. For example, in The Ruin of 

Representation in Modernist Arts and Texts (1986), Jo Anna Isaak explains that Stein calls 

attention to the materiality of words in her word portraits through the use of nonsense, repletion, 

childish language, and repetition. She compares the overlapping planes in cubism to Stein‘s 

syntactical faceting, noting that Stein, like the cubists, was conscious of the purpose of non-

mimetic relational units. Isaak suggests that Picasso acknowledged this importance by including 

a hand-painted version of Stein‘s calling card in The Architect’s Table (1912; figure 7).
16

 

Significantly, the repetition of the word one in the title of Hartley‘s One Portrait of One Woman 

can be compared to Stein‘s use of repetition in her word portraits. Moreover, his inclusion of the 

French word moi in the picture plane equally calls attention to the materiality of the word.  

 Because of the gap between discourses, scholars have overlooked the relationship 

between Stein‘s experimental writing and a peculiar type of visual poetry called a psychotype, 

invented by Marius de Zayas and published in the avant-garde magazine 291 (1915–1916). In 

―Marius de Zayas and Visual Poetry: ‗Mental Reactions‘‖ (1981), Willard Bohn, a specialist in 

French avant-garde literature and art, defines a psychotype as a free-verse poem, disassembled 

and strewn across the page in a carefully worked out pattern. Typography is utilized to 

emphasize certain words while geometric and organic shapes and straight and curved lines are 

arranged to suggest an object symbolically related to the poem.
17

 De Zayas and Agnes Meyer‘s 

Mental Reactions (1915; figures 31–32) and de Zayas‘ Femme!, the companion to Picabia‘s 

object portrait Voilá Elle (1915; figure 34), employ simultaneity, fragmentation, metaphor, word 
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 Randa Dubnick, The Structure of Obscurity: Gertrude Stein, Language and Cubism 

(Chicago: University of Illinois Press, 1984), 3–5.  
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 Jo Anna Isaak, The Ruin of Representation in Modernist Arts and Texts (Michigan: 

UMI Research Press, 1986), 112–113, and 100.  
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 Willard Bohn, ―Marius de Zayas and Visual Poetry: ‗Mental Reactions,‘‖ Arts 

Magazine LV/10 (June 1981): 114. 
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play, puns, and word heap to reconstruct psychological perceptions. Craig Bailey, in ―The Art of 

Marius de Zayas‖ (1978), and Bohn attribute the format of these psychotypes to cubism, 

futurism, and Guillaume Apollinaire‘s poetic style. I do not disagree with these scholars‘ claims, 

as all three were aware of futurist free-word poetry, via Apollinaire.
18

 However, the inclusion of 

metonymic objects either within the visual field of a psychotype or in a companion object portrait 

should also be assessed in comparison to Stein‘s literary experiments.   

 Furthermore, Steinian scholars often reference her attempt to ―use words plastically‖ in 

Tender Buttons. Her appreciation of the materiality of words, especially image and sound 

associations, has been compared to cubist collage by Hoffman and Dubnick. Likewise, Norman 

Weinstein shows how Stein utilizes puns and word heap in Tender Buttons. He also notes that 

she uses words as carriers of mere sound as part of the emptying of words to capture 

multiplicity.
19

 Similarly, Steiner notes that various referents of individual words in Stein‘s word 

portraits are meant to stand for the content of a mind perceiving the human subject. In collage 

and word portraiture, signs and even signification are polysemous. Puns, especially, often 

function to combine a number of different aspects of the same referent into a single sign.
20

 

Object portraits equally employ language to evoke sound and image associations, which often 

convey multiple meanings;  thus illustrating the multiplicity of modern experience.    

 While most Steinian scholarship compares her word portraits and Tender Buttons to 

cubist painting, literary scholar Marjorie Perloff, instead, uses Marcel Duchamp‘s ready-mades 

to frame Tender Buttons as a verbal counterpart to his employment of visual indifference in ―Of 

Objects and Ready-mades: Gertrude Stein and Marcel Duchamp‖ (1996). Perloff examines how 

both use objects intertextually and ironically to represent ―the thing itself.‖ For example, 

ordinary objects like the snow shovel in Duchamp‘s In Advance of a Broken Arm (1916; figure 

37) and the description of a glass carafe in Stein‘s ―A carafe, that is a blind glass‖ are 

appreciated first for their aesthetic indifference, and, second, as one part in a larger system that 

                                                           

 
18

 Craig Bailey, ―The Art of Marius de Zayas,‖ Arts Magazine (September 1978): 142; 

Bohn, 116; In the October 1916 issue of Camera Work, the editors identified Apollinaire and the 

futurists as the inspiration for the experiments with type-setting and printing in 291. See page 62. 
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 Hoffman, 195; Dubnick, 41; Weinstein, 65. Weinstein also notes that Stein uses words 

as carriers of mere sound in Tender Buttons as part of the emptying of words to capture 

multiplicity. See page 62. 
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can disclose multiple interpretations. Perloff compares Stein‘s objective in Tender Buttons to 

Duchamp, stating, ―As in Duchamp, what you see is what you see, although again as in a 

Duchamp readymade, the indeterminacy of form allows for double entendre and sexual 

punning.‖21
 Scholars acknowledge that Dadaists‘ object portraits and the objects included in 

psychotypes often contain both overt and covert meanings. This aspect of Dadaist portraiture is 

readily attributed to Duchamp‘s mechanical illustrations and ready-mades. However, Stein‘s 

word portraits are of specific individuals with whom she has a personal, casual, professional, or 

artistic association. For this reason, the object portrait genre can be unified under this thematic 

rubric, regardless of the variety of subjects, styles, and media employed by the artists.     

 Although Stein is not usually associated with the Dada movement, she is considered, 

nevertheless, a key contributor to the discourse of gender in modern literary studies. In the 

introduction to The Gender of Modernism: A Critical Anthology (1990), Bonnie Kime Scott, a 

scholar of women‘s studies, observes that modernist literature was inflected by gender, often 

attributing different meanings and values to labels such as ―virile‖ and ―feminine.‖ She states, 

―Modernism as caught in the mesh of gender is polyphonic, mobile, interactive, sexually 

charged; it has wide appeal, constituting a historic shift in parameters.‖ In the chapter on Stein in 

Scott‘s anthology, literary scholar Marianne DeKoven finds that Stein invented a literary 

language that challenged conventional, hierarchical, and patriarchal modes of signification. 

Instead, Stein implemented a stylistic mode that embraced ―a rich, complex, open-ended 

syntactical and semantic polysemy.‖22
 As such, parallels can be drawn between Stein‘s 

objectives and the Dadaists‘ use of word play and machinist imagery in their object portraits and 

pyschotypes to disrupt conventional concepts of gendered identity construction.   

The literature above reveals the manner in which Stein constructed an alternative verbal 

language system analogous to cubist-based abstraction to convey the psychological complexity 
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 Majorie Perloff, ―Of Objects and Ready-mades: Gertrude Stein and Marcel Duchamp,‖ 
Forum of Modern Language Studies 32, no. 2 (April 1996): 140 and 146. The original snow 
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 Bonnie Kime Scott, ed., The Gender of Modernism: A Critical Anthology 

(Bloomington: Indiana University Press, 1990), 3–4; Marianne DeKoven, ―Gertrude Stein 
(1874–1946),‖ in The Gender of Modernism: A Critical Anthology, ed. Bonnie Kime Scott, 480.   
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of her subjects. The purpose of these non-mimetic portrayals is to illustrate, as Steiner points out, 

her perceptions of the subject. For this reason, her word portraits of close friends, associates, 

artists, writers, cultural critics and even places and objects are self-portraits as well. In fact, the 

category ―portrait‖ merely provides a familiar frame through which to view psychological 

likenesses. Although Stein‘s writing and cubist painting and collage employ similar techniques, 

her primary purpose was to give form to the content of the mind perceiving an object of 

attention.  

 

The Self as Thought Process 

 

 The word psychotype enters into American culture on the heels of the new ―science‖ of 

psychology. As James‘ student, Stein primarily employed his theories in her experimental 

writing, as scholars of her work assess.
23

 Both a philosopher and psychologist, James helped 

established pragmatism as an alternative to scientific rationalism and absolute idealism, because 

he believed neither was relevant to solving problems of genuine human interest. The first was 

overly reliant on empirical evidence, thus rejecting humanistic, moral, religious, and 

metaphysical concerns, while the second was too abstract, unable to deal with concrete issues. In 

contrast, pragmatism was grounded in the interests and goals of the thinking subject‘s experience 

characterized by James as a continuous stream, or the stream of consciousness.
24

   

 To explain how the human subject integrates experience into a unified one (me or I), 

James coined the multidimensional ―empirical self,‖ which he divided into material and social 

selves (external) and a spiritual self and pure ego (internal). The material self is defined as the 

physical body and one‘s possessions while the social self is recognition from others. The 

spiritual self is one‘s ―inner or subjective being, his psychic faculties or dispositions‖ and the 

ability ―to think ourselves as thinkers [James‘ italics].‖ Those thoughts, past and present, unify 

the material, social, and spiritual self into a self-seeking, self-estimating pure ego, or personal 

identity. One‘s identity is defined, therefore, in terms of mental processes that are tied to the 
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 Although Hoffman, Steiner, and Isaak discuss elements of Jamesian psychology in 

their texts, Norman Weinstein‘s text is the more critical. See note 9 for Weinstein‘s bibliographic 
citation. 
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physiological mechanisms of the body, material possessions, social roles, and perceptions of the 

self.
25

 As scholar of religious studies William G. Barnard summarizes that, for James, ―the 

empirical self is not only a person‘s body, memories, emotions, habits, intelligence, morals, 

interests and social roles, but is also that person‘s clothes, spouse, family, home, possessions, and 

artistic creations. The empirical self is the sum total of everything with which a person could 

possibly identify.‖26
  

 Describing self-introspection presented a challenge to James and his contemporaries. In 

fact, Gerald E. Myers, a James biographer, explains that since language was predominantly 

grounded in descriptions of the external environment, introspective descriptions such as thought 

processes yielded few literal expressions. For this reason, James‘ attempt to verbalize the 

experience of the self was, as Myers states, both ―creative and metaphorical.‖27
 James, therefore, 

explained complex mental and physiological processes with anecdotes related to music, painting, 

and machines, to name a few. He also diagrammed sentences, emphasized parts of speech, and 

traced the genealogy of words to draw parallels between how the mind perceives phenomenal 

experiences and then communicates the information through a learned language system. As one 

of the formative psychologists, James was instrumental in defining the discipline‘s terms of 

discourse.   

 Undoubtedly, describing the self as thought process equally presented a challenge to the 

modern writer. As discussed above, to address this challenge, Stein developed an alternative 

language system based on cubist abstraction to convey the complex nature of modern 

consciousness. Weinstein examines the techniques Stein employed to create a linguistic 

correspondence to the ―thinking person‘s experience.‖ Two examples that he uses to illustrate his 

points are ―Melanctha,‖ from Three Lives, which considers the African-American experience, 

and The Making of Americans (written 1903–1911; published 1925), which considers the 

                                                                                                                                                                                           

Shook and Joseph Margolis (Malden, MA: Blackwell Publishing, 2006), 30–33. 
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German immigrant experience. According to Weinstein, Stein viewed personality as fixed but 

subject to alteration by experience, a Jamesian concept. He argues that Stein chose characters 

whose experiences were ―outside‖ of the American status quo in order to illustrate how one can 

alter their personality by altering their lifestyle. He notices that this assumes an extreme 

plasticity of character, a crucial idea in Stein‘s personality theory. Weinstein refers obliquely to 

James‘ influence when he further states that in modern literature the stream-of-consciousness 

character is ―an invaluable repository of past experience that encroaches upon the present.‖ He 

characterizes Stein as seeing habit, repetition, and the typical as ways to relay the personality of a 

character firmly developed by experience. In this, Weinstein asserts, Stein applies James‘ system 

of characterology and the mental phenomenon of simultaneity, attacking the sequential, linear 

time/space realm to capture modern experience.
28

   

 Weinstein assesses that Stein‘s attack on the old literary language system was 

intellectual, disinterested, and a product of her studies with James. He finds that she approached 

descriptive writing in much the same way one would conduct an experiment in a laboratory, 

observing how consciousness can be altered by conventional word patterning. Other assessments 

of Stein‘s relationship to James often view stylistic changes in her writing as a break from or re-

working of her mentor‘s methodology, an indication of confidence and innovation on the part of 

the writer. For example, Steinian scholar Steven Meyer examines such a change in ―Writing 

Psychology Over: Gertrude Stein and William James‖ (1995). He points out that Stein applied 

James‘ descriptive methodology of mechanistic science in The Making of Americans, but broke 

with this method when composing Tender Buttons. Scientific description, Meyer notes, was 

replaced by portraiture that engaged in a dialogue with what James proposed in The Principles of 

Psychology as ―knowledge of acquaintance.‖29
  

 In the chapter ―The Relations of Minds to Other Things,‖ James explained that there are 

two kinds of knowledge: knowledge of acquaintance and knowledge-about. Knowledge-about is 

the inner nature of people or things thought of. James recognized that one cannot impart 
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acquaintance to someone outside oneself, simply because acquiring knowledge about a person or 

an object is subject to the individual thought process. The limitations of language prevent one 

from describing the inner nature of a person to anyone who is not already acquainted with them. 

James explains the difficult aspect of grasping knowledge about an object by distinguishing 

between feeling and thought. According to James, one can become acquainted with a person or 

object through feelings, ―but only by our thoughts do we know about them.‖ Meyer points out 

that James taught that one cannot impart acquaintance to someone who has not already 

experienced it. In contrast, he finds that Stein challenged James‘ limits by applying a system of 

imparting ―an acquaintance with description,‖ thus, recreating the object of interest instead of 

merely describing it.
30

  

 Meyer also addresses critics of Stein‘s writing, such as the American behavioral 

psychologist B. F. Skinner, who insist that she utilized automatic writing as a technical exercise. 

Meyer documents her disdain for the cultural interest in abnormal psychology, as subconscious 

acts were at this time linked to the presence of a second personality. Instead, he argues, she 

found the ―normal‖ to be much more intriguing. Therefore, he concludes that she applied 

methods utilized in the psychological laboratory to describe not only the ―outside‖ but the 

―inside‖ as well. 31
   

 Weinstein provides a more specific example of Stein‘s use of Jamesian psychology when 

he examines her employment of repetition through habit in ―Melanctha‖ and The Making of 

Americans. According to Weinstein, James found that aspects of one‘s personality can be 

determined by what one most emphasizes in the consciousness flow where objects of attention 
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are often chosen by means of habit.
32

 Liesl M. Olson, a scholar of modern and contemporary 

literature, explores this aspect of Stein‘s writing and James‘ philosophy more closely in 

―Gertrude Stein, William James, and Habit in the Shadow of War‖ (2003). Olson shows how 

James associates habit with character-building behaviors as indicators of personality. In contrast, 

Olson characterizes Stein as viewing habit as a kind of pleasure, particularly the pleasure found 

in repetition. In either case, habits reveal the motivations and energies of characters, such as 

Melanctha, as examples of ―regular living‖ over ―excitements.‖ Olson suggests that finding 

character in habit departs from nineteenth-century philosophical thought that asserts the 

weakness of habit. Instead, the ―material objects‖ of ―daily living‖ are embraced with what 

Olson sees as ―the clear vision of perception that William James celebrated, what he called 

‗attention‘ to the influx of sensory stimulus.‖33
 Thus, habit and attention comprise a significant 

part of Stein‘s portrait theory. 

 To date, art historians have not acknowledged elements of Jamesian psychology as a 

structural factor in object portraiture. Like Stein‘s word portraits, object portraiture exhibits an 

elusive, often closed system of symbolic association as the artists were equally interested in 

extending the function of portraiture to capture their subjects‘ experiences as modern 

personalities. How does one represent mental processes, attention to sensory stimulus, habit and 

attention or, for that matter, ―regular living‖ in a modern world marked by flux and 

fragmentation, in a portrait? Traditional written and visual portrait formats, grounded in observed 

physical descriptions, were unable to convey cognitive faculties or movement through space and 

time. An alternative, more pragmatic mode of representation was therefore needed to render the 

complexity of modern personality in portraiture. For this reason, both Stein and the artists who 

made object portraits developed alternative approaches to the traditional dialogue between visual 

and verbal portraiture.  
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Object Portraiture 

 

 Scholarly studies of portraiture tend to be thematic essays using portraits to illustrate the 

authors‘ points. Richard Brilliant‘s Portraiture (1991) and Shearer West‘s Portraiture (2004) are 

good examples. Brilliant establishes the social parameters that contribute to portraiture‘s role in 

Western culture, emphasizing the social implications of representational modes, the documentary 

value of portraits as aspects of social history, and the interaction between social and artistic 

conventions, to name a few. Social roles, he asserts, are like masks that individuals assume in 

order to locate themselves in a society conditioned to recognize these forms of representation in 

artistic practices. For this reason, according to Brilliant, physical appearance is not a stable 

indicator of one‘s place within society. Portraits are conceptual; therefore, as Brilliant notes, the 

value systems of both the artist and the subject are better expressed symbolically. Like Steiner, 

he emphasizes the artist‘s vision, particularly in modern portraiture, even questioning any 

reliance on physical description. The artist‘s approach to portraiture can be varied, ―so long as 

the art work provides a name and reasonable access to the subject, sufficient to bring the subject 

to the viewer‘s mind.‖ Here, Brilliant addresses Picabia‘s machinist object portraits stating that 

―the subjects appeared in his mind and nowhere else, even in themselves, and they received no 

referential imagery except in his visions.‖34
 Certainly this is the challenge that object portraiture 

poses to the tradition. But, while Brilliant‘s analysis explains how a portrait can function non-

mimetically, the question to answer now is why would a tradition built on physical description 

suddenly dispense with that mode of representation altogether?    

 West, on the other hand, explores the intended purposes of portraits, how artists 

negotiated the problems of representing identity, and the role of the portrait as both a mode of 

representation and a functional object. She addresses object portraiture in her chapter on 

modernism, attributing modernist portraiture in general and object portraiture specifically to the 

advent of photography, modern artists‘ rejection of mimesis, and social changes that inspired 

new ways of seeing the roles of individuals in society. According to her, photography in 

particular shifted the emphasis away from mimesis by elevating stylistic concerns over function, 
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eventually leading to portraits that did not convey a likeness of their sitter in the usual sense.
35

   

 West‘s observations provide a frame through which to determine why non-mimetic 

portraiture appeared in modern American culture. During the second half of the nineteenth 

century, the focus on stylistic concerns led to the establishment of diverse artistic movements. 

Most of the isms, as they are often called, placed an emphasis on form over content. The portrait 

subject adhered to similar objectives as those employed in still life painting, which was to 

explore the formal aspects of painting through technique and materials. The merging of 

portraiture and still life in the object portrait genre was consistent, therefore, with tendencies 

begun in painting in the late nineteenth century.  

 For example, is the French impressionist Edgar Degas‘ Woman Seated Beside a Vase of 

Flowers (1865; figure 3) a portrait or a still life? Similarly, in the Dutch artist Vincent Van 

Gogh‘s Portrait of Dr. Gachet (1890; figure 4) the viewer is given as much information about 

the subject through the inclusion of the two books by the Goncourt Brothers and the digitalis 

plant as through the pose and the painterly rendering of Gachet‘s physical appearance. 

Distinctions between the two genres become more problematic in Gauguin’s Armchair, Candle 

and Books  (1888; figure 5) when van Gogh suggests that one can know the French artist Paul 

Gauguin through a chair, a candle, books, and the space within which these objects are placed. 

Moreover, van Gogh‘s expressionistic style signals that these objects are personal symbols used 

by the artist to illustrate his perception of Gauguin. In much the same way, the symbolist 

movement in art and literature placed an emphasis on personal symbolic associations and the 

primacy of imagination over the empirical. At the end of the nineteenth century, symbolist 

painters such as Albert Pinkham Ryder enlivened realist depiction with fantastical imagery, the 

exotic, erotic, and macabre.
36

 Since American portraiture‘s historical antecedents are 

emblematic, the next logical step was the symbolic, non-mimetic object portrait. In the end, the 

new science of psychology provided the social and intellectual change necessary to support a 
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radical approach to a traditional genre.    

Of those authors who consider the parallels between Stein and the creators of object 

portraits, James R. Mellow, author of ―Gertrude Stein Among the Dadaists‖ (1977), was one of 

the earliest to note the connection. He identifies her word portrait of Dodge as a significant factor 

in the genre‘s initial development and traces the origin to Marius de Zayas and Francis Picabia. 

After their initial contact with Stein‘s word portraiture, Mellow suggests, the genre took on a life 

of its own. Specifically, he states that the New York Dadaists used the genre to protest academic 

traditions in portraiture.
37

 Otherwise, Mellow does not elaborate on verbal and visual structural 

relations. 

 A more recent attempt to reconcile object portraiture within the context of both the 

Stieglitz circle and Stein‘s word portraits is Vivien Green Fryd‘s ―Modern Emblematic Portraits: 

The Interplay of Word and Image‖ (2004).38
 Her choice of the word ―emblematic‖ ties the 

modern form to the eighteenth-century emblematic portrait tradition, to which Fryd adds as 

contributing factors Stein‘s word portraits of Picasso, Matisse, and Mabel Dodge. Fryd points out 

that the people portrayed in Stein‘s word portraits ―provided inspiration for her to convey in an 

innovative, flowing, diverse, and multifaceted form her response to and understanding of their 

complexities as artists, human beings, friends, and avant-garde practitioners and supporters.‖ Her 

comparison concentrates primarily on the rejection of a physical description for ―complex ideas 

of and associations with a person through words and images that do not represent a body, but 

instead signify the presence of a body through allusions, symbols, objects, and/or colors.‖39
 The 
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majority of Fryd‘s article addresses the iconography of the portraits considered, her article 

principally summarizing the most prominent research, occasionally addressing the artists‘ 

knowledge of Stein‘s work. Fryd surveys the genre‘s history as an American phenomenon while 

overlooking key components in its development.
40

 Nevertheless, to date, Fryd‘s article is the 

most comprehensive examination of the subject.  

 Most discussions of object portraiture appear in monographs on individual artists. 

Otherwise, one finds random articles addressing specific portraits or groups of portraits by 

individual artists, or a scholar might situate specific portraits within a thematic framework, such 

as the machine aesthetic or nationalism. For a few years, for instance, a group of scholars sought 

sources for Picabia‘s machine imagery, with ever-increasing discoveries in hardware catalogues, 

newspaper advertising, and the like. William Camfield‘s ―The Machinist Style of Francis 

Picabia‖ (1966) and follow-up monograph Francis Picabia: His Art, Life and Times (1979) set a 

precedent for this methodology by identifying the sources for Picabia‘s object portraits in 291 

(1915; figures 25 and 29). William Innes Homer‘s ―Picabia‘s Jeune fille americaine dans l’etat 

de nudité and Her Friends‖ (1975) expanded upon Camfield‘s research to identify Agnes Meyer, 

a member of the Stieglitz circle and contributor to 291, as the proposed subject of the image. 

Willard Bohn (1985) and Linda Dalrymple Henderson (1989) similarly explored the 

iconographic and material appropriations in Picabia‘s Mechanical Expression Seen Through Our 

Own Mechanical Expression (1913; figure 13).
41

 Other scholars unquestioningly followed this 

                                                           

 
40

 For instance, Fryd recognizes de Zayas‘ position as an initiator of the genre, but does 

not identify Picabia‘s Mechanical Expression Seen Through Our Own Mechanical Expression 

(1913; figure 13) as the first object portrait, a key work in my discussion of the genre‘s 
development. More importantly, the article overlooks the significance of word/image 

associations between Stein‘s writing and Hartley‘s appropriation of Stein‘s writing style in One 

Portrait of One Woman. In fact, only one paragraph is devoted to Hartley‘s Portrait of a German 

Officer (1914; figure 20) while in-depth discussions are offered on Demuth‘s The Figure Five in 

Gold (1928; figure 42) and O‘Keeffe‘s Radiator Building–Night (1927; figure 43). Finally, like 

most scholarly research attributing the genre‘s development to Stein, Fryd considers only the 

early word portraits of Picasso, Matisse and Dodge. My own research yields similar findings, but 

I extend the interest to other writings by Stein, such as Tender Buttons: Objects, Food, Rooms. 

See my article ―One Portrait of One Woman: The Influence of Gertrude Stein on Marsden 

Hartley‘s Approach to the Object Portrait Genre,‖ Athanor XXII (2004): 85–93.   

 

 
41

 William A Camfield, ―The Machinist Style of Francis Picabia,‖ The Art Bulletin  48 

(September-December 1966): 309–322 and Francis Picabia: His Art, Life and Times  (New 

Jersey: Princeton University Press, 1979); William Inness Homer, ―Picabia‘s Jeune fille 



 

 21 

pattern in analyzing object portraits by Hartley, Dove, Demuth, and O‘Keeffe.  

 The literature devoted to New York Dada portraiture often addresses the unconventional 

means by which the artists used machinist imagery to attack traditional modes of identity and 

gender constructions. In this, these later scholars go beyond the search for one-to-one visual 

correspondences. Francis Naumann‘s exhibition catalogue Making Mischief: Dada Invades New 

York (1996) and Naomi Sawelson-Gorse‘s Women in Dada: Essays on Sex, Gender, and Identity 

(1998) are particularly significant to this study.
42

 Beth Venn‘s essay ―New York Dada 

Portraiture: Rendering Modern Identity‖ (1996) in Naumann‘s catalogue explores identity 

construction in object portraits, psychotypes, the absolute caricatures of de Zayas, and the 

creation of alter egos. She notes that the artists‘ aims were to express the inner self at the expense 

of outward appearances by experimenting with more cerebral approaches to portraiture. Venn 

attributes the exclusive nature of Dada portraiture to the private world of affluent patrons, such 

as Walter and Louise Arensberg, whose soirées delved into more cerebral pursuits, like 

psychology.
43

 Venn firmly situates the array of Dadaist portraits within modernist trends of 

rejecting physical description while foregrounding the subjectivity of the artist.  

 Barbara Zabel has also done extensive research on the use of machinist imagery in Dada 

portraiture. ―The Machine and New York Dada‖ (1996) and ―The Constructed Self: Gender and 

Portraiture in Machine-Age America‖ (1998) show how machinist imagery is used to address the 

shifting contours of gender difference in the era of the New Woman by defining the 

woman/machine analogy in terms of sexual processes. Zabel is specifically concerned with the 

gendering of identity through objects coded as male and/or female in both articles, but expands 

the theme in the latter to show how the male members of the movement embraced traditional 

gender constructs in their humanization of the machine. She also examines how the portraits 
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mediate the technological with both primitive sculpture and objects from the domestic realm.
44

    

 Other essays in Women in Dada: Essays on Sex, Gender, and Identity include object 

portraits and psychotypes to illustrate the gendering of identities and experiences in Dadaist 

portraiture. For instance, in ―La jeune fille américaine and the Dadaist Impulse‖ (1998), 

Elizabeth Hutton Turner situates Picabia‘s Portrait of a Young American Girl in a State of 

Nudity (1915), an object portrait of an unnamed American woman as a spark plug, in relation to 

the high visibility of the New American Woman in the cinema, theater and public spaces. Turner 

shows how French avant-garde artists, like Picabia, associated the freedom, comic innocence, 

and physicality of the New Woman in terms of mechanical symbols. Likewise, in ―Visualizing 

Women in 291‖ (1998), Willard Bohn finds that the visual and verbal arts of the female members 

of New York Dada capture the liberated sensibilities of the New Woman. His thorough 

examination of psychotypes by de Zayas, Meyer and Katherine Nash Rhodes illustrate, as Bohn 

suggests, an admiration for the New Woman‘s independence and self-sufficiency.
45

  

 While object portraits produced by Picabia, Man Ray, and Elsa von Freytag-Loringhoven 

employ Dadaist humor, portraits produced in the 1920s by Dove, Demuth, and O‘Keeffe convey 

psychological likenesses by utilizing iconic images like the skyscraper and the American flag or 

making concrete allusions to the literature and art of American cultural icons such as William 

Carlos Williams and Stieglitz. Dorothy R. Johnson‘s 1967 exhibition catalogue of Dove‘s 

collages connects the physical act of collecting, saving, reusing, and making to the Victorian 

tradition of collecting natural objects to display in shadow boxes or as decorations in the home. 

Johnson also relates the use of humble materials to Puritan values and the American fascination 
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with ordinary materials, which she attributes to economic hardship and the democratic 

philosophy of the common.
46

  

 Similarly, Abraham Davidson (1978) examines how the objects depicted in Charles 

Demuth‘s poster portrait series of American writers and artists allude to their occupations, 

artistic and literary styles, and personalities. Building on Davidson‘s research, Barbara Haskell 

(1987) shows how Demuth focused on prominent American personalities in his poster portraits 

to celebrate American artistic achievements. She suggests that the poster format celebrates 

American consumerist culture while the forms and colors reference the subjects‘ American 

identity.
47

  

 Recent research on the Stieglitz circle reveals how the visual and verbal arts were utilized 

to construct a national identity. The object portraits by Dove, Demuth and O‘Keeffe are often 

employed to support these scholars‘ arguments because most represent American personalities, 

like Stieglitz, or artists and writers, both American and international, who participated in 

American artistic circles. In The Great American Thing: Modern Art and National Identity, 

1915–1935, art historian Wanda Corn explores the manner in which American writers and artists 

included national symbols and American cultural icons in art and literature to advance the cause 

of modernism in American arts and letters. She includes discussions of the object portraits by 

Picabia, Hartley, Dove, Demuth and O‘Keeffe as examples of portraits that construct a national 

identity.
48

  

 In much the same way, Stein, as an American writer, examined American subjectivity 

and identity in The Making of Americans, Three Lives, and her word portraits. She also extolled 

American historical figures in later writings such as Four in America (1933) and The Mother of 

Us All (1945–1946). Her celebrity status as a patron of the arts has dwarfed the impact her 

experimental writing made on the visual artists of the American avant-garde. However, as an 

American living and traveling in Europe, Stein was uniquely positioned to comment on 
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American constructs of identity. In American Modernism’s Expatriate Scene: The Labour of 

Translation (2007), Daniel Katz dispels the belief that expatriation is a flight from American 

identity. He makes the case that Stein‘s expatriation was instrumental in constructing her identity 

as an American. Katz explores how Stein, like other expatriate writers, embraced the American 

idiom, particularly linguistic practices, to create an identifiably American literary expression.
49

  

 More narrow investigations of her writing, such as J. Gerald Kennedy‘s Imagining Paris: 

Exile, Writing and American Identity (1993), show how exile can be regarded as one of the 

essential characteristics of modern American writing. According to Kennedy, expatriation 

discloses an alternate self, responsive to the differences that define one‘s identity as a foreigner. 

In his chapter on Stein, ―The Outside and the Inside of Stein‘s Paris,‖ he relates how her writing, 

or ―the inside,‖ is defined by setting, or ―the outside.‖ Kennedy uses Stein‘s portraits of Parisian 

places, such as ―Galeries Lafayettes‖ and ―Rue de Rennes,‖ to show how ―outside and inside 

converge and redefine each other.‖50
 Undoubtedly, negotiating a foreign way of life and 

language magnifies the idiosyncrasies of one‘s way of being and native tongue. How then did 

Stein‘s own concern with American constructs of identity inform the content of object 

portraiture?  

 As an American phenomenon, object portraits served to enliven an array of modernist 

agendas. First and foremost, the genre was realized as a new approach to a centuries-old dialogue 

between verbal and visual portraiture. The visual artists sought to enliven this dialogue by 

engaging with cubism on the one hand and psychology on the other. One needs only to look 

through the pages of Camera Work to discern how the academic discipline of psychology took 

on a life of its own as it was transferred to the discourses of literature and art. The same is true of 

European cubism. The problem posited for an art historical analysis is to see what this transfer 
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meant and how it was encoded. Therefore, this study is interdisciplinary, poised with an eye 

towards exposing mutual understanding, reciprocity, and originative creative responses to 

complex and wide-ranging examples of literary and visual materials. How do the objects 

employed in the portraits encode meaning to represent, or even misrepresent, the intended 

subject? As an audience, what values did the members of these artistic circles share to make 

these images meaningful? What types of historical and cultural knowledge informed this shared 

meaning?  

 To answer these questions, I engage closely with the multiple iconographic and stylistic 

assessments of object portraiture to determine the presence of an intentional appropriation of 

Stein‘s writing on the part of the artists and/or parallel cultural interests between the two. 

Therefore, iconography and semiology are employed in this exploration of parallels between 

word and image. Many scholars have noted the difficulty encountered when attempting to ―read‖ 

Stein‘s writing. Object portraits are just as elusive as they encompass a range of interpretations, 

from material sources, to the machine aesthetic, to gendered and national identity constructs. For 

this reason, the organization of this project follows two developmental phases simultaneously. 

One is the progressional development of Gertrude Stein‘s portrait theory; the other is the 

progressional development of object portraiture.   

 The development of the first object portrait, Picabia‘s Mechanical Expression Seen 

Through Our Own Mechanical Expression, was framed by the publication of the two special 

issues of Camera Work that introduced Stein‘s cubist-based writing to an American audience.
51

 

Shortly after the August 1912 special issue, Marius de Zayas, a caricaturist for the New York 

Evening World, formulated a theory of abstract caricature that merged a likeness of the subject 

with geometric shapes, mathematical formulas, and a symbolic object. Willard Bohn argues that 

de Zayas‘ abstract caricatures, exhibited at 291 in March 1913, contributed to Picabia‘s approach 

to object portraiture.
52

  

 In chapter 2, I frame de Zayas‘ progressional development from traditional caricature, as 

illustrated in Alfred Stieglitz (1909; figure 8) and L’accoucheur d’idees (1909; figure 9), to a 
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highly refined abstract caricature, as illustrated in Alfred Stieglitz (1912; figure 10), as an 

outgrowth of the cultural interest in psychology, cubism, and Stein‘s word portraiture among the 

Stieglitz circle. Reviews and essays of their art published in the American press provide insight 

into the uses and meanings evident in the discourse on psychology and cubism in American 

culture. In addition, his abstract caricature theory explained in the essay ―Caricature: Absolute 

and Relative‖ equally reveals parallel thematic and stylistic concerns with both Stein‘s 

portraiture theory and James‘ system of characterology. I am specifically interested in the 

manner in which de Zayas‘ 1912 Alfred Stieglitz and Stein‘s ―Picasso‖ illustrate habit as an 

indicator of character.    

 By the time of the International Exhibition of Modern Art in early 1913, better known as 

the Armory Show, members of the Stieglitz circle were well informed of Stein‘s portrait theory. 

Mabel Dodge circulated Stein‘s word portrait of her among the Stieglitz circle and European 

artists like Picabia who came to New York City to attend the Armory Show.
53

 Dodge also 

critiqued Stein‘s writing style in ―Speculation, or Post-Impressionism in Prose,‖ published in the 

March 1913 issue of Arts and Decoration.
54

 Stieglitz later published this article together with 

Stein‘s portrait of Dodge in the June 1913 special issue of Camera Work.
55

  

 In Chapter 3, I frame the execution of Picabia‘s Mechanical Expression Seen Through 

Our Own Mechanical Expression, an object portrait of the exotic dancer Stacia Napierkowska 

(figure 14), as a response to de Zayas‘ abstract caricature theory and Stein‘s ―Portrait of Mabel 

Dodge at the Villa Curonia.‖ Willard Bohn‘s 1985 article ―Picabia‘s ‗Mechanical Expression‘ 

and the Demise of the Object‖ and Linda Henderson‘s 1989 article ―Francis Picabia, 

Radiometers, and X-Rays in 1913‖ remain the two most significant analyses of this object 
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portrait. Therefore, I build on their iconographic identifications to support my claim that the 

mechanical object, a radiometer that has been adapted to function as a cathode-ray tube, is a 

functional analogy employed in psychological discourse to explain human psychomotor 

processes.
56

 I further argue that both artists recreate the objects of interest in their portraits rather 

than merely describing them, thus illustrating the Jamesian concept ―knowledge of 

acquaintance.‖  

 While de Zayas and Picabia were introduced to Stein‘s portrait theory in New York City, 

Marsden Hartley‘s interest in both writing and painting led him to Paris and Stein herself. 

Hartley may have seen the ―Picasso‖ and ―Matisse‖ manuscripts at 291 before traveling to Paris 

on April 4, 1912.
57

 He did not return to the United States until 1914. While in Paris, Hartley 

attended Stein‘s Saturday evening soirées participating in discussions of art, literature, and 

psychology with other members of the European and American avant-gardes, like Picasso. 

Hartley‘s dual interest in poetry and painting contributed to a long-standing friendship between 

the two. Stein and Hartley also shared a common interest in William James, with Stein lending 

the artist her copy of The Varieties of Religious Experience (1902) in the summer of 1912.
58

  

 In Chapter 4, I focus on the development of Hartley‘s approach to the object portrait 

genre as illustrated in a series of unconventional portraits of words, places, and people (figures 

17–20 and 1). I argue that James‘ exegesis on the construction of religious and saintly character 

expounded in The Varieties of Religious Experience contributed to the theme of Hartley‘s 

portraits. I look specifically at James‘ description of how the spiritual self selects objects of 

attention by means of habit to define a religious constitution. With this selective process in mind, 

I draw a parallel between Hartley‘s collage-like arrangement of mystical symbols and objects in 
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his portraits and Stein‘s freely associative collection of words used to describe her perceptions of 

objects in Tender Buttons: Objects, Food, Rooms.  

 After Tender Buttons was published in 1914, cultural critics began to seriously consider 

the literary value of Stein‘s cubist writing. Although most professed incomprehension, the 

publicity made her both a source for jokes and a household name. Within the Stieglitz circle 

itself, Stein was legendary because of her support of American artists abroad and her status as 

the literary exemplum of cubism. By the end of World War I, her activism in both the war effort 

and the artistic community contributed to her already legendary persona among the American 

avant-garde. She also received greater respect as a writer because of her effort to capture modern 

American experience and celebrate American difference in her literary experiments.  

 In chapter 5, I explore the second generation of artists who produced object portraits as 

members of the Dadaist circle of Walter and Louise Arensberg. Specifically, I am interested in 

determining how the variety of media, unconventional materials, and inventive visual formats 

conveyed the psychological complexity of their subjects. The art historical literature on New 

York Dada portraiture and the Steinian literature serve to identify their common goals. From this 

literature, I draw parallels between the manner in which Stein‘s alternative language system 

evokes multiple meanings in her word portraits and Tender Buttons: Objects, Food, Rooms and 

the many associations attached to the objects and materials used in the object portraiture, 

psychotypes, ready-mades, and the mixed-media assemblages of the Dadaists (figures 35–38 and 

40–41). I then explore the manner in which these new visual formats and unconventional art 

materials fostered the construction of a national identity divorced from European antecedents. As 

such, I frame Demuth‘s and O‘Keeffe‘s object portraits (figures 42–43) as homage to both the 

American vernacular and national cultural icons. 
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CHAPTER 2 

 

MARIUS DE ZAYAS: THE PSYCHOLOGY OF FORM   

 

 From 1907 to 1915, Marius de Zayas, a caricaturist for the New York Evening World, 

regularly exhibited caricatures of American celebrities, cultural leaders, and prominent socialites 

at 291, some of which were reproduced in Camera Work. Caricature, a sub-genre of portraiture, 

falls under the tradition of satiric drawing. Modern American caricature developed out of the 

newly evolved mass media age and drew upon the vocabulary of modernism to reinforce the 

constructed identities of celebrities and socialites alike.
59

 In 1912, de Zayas formulated a theory 

of abstract caricature expounded in the essay ―Caricature: Absolute and Relative,‖ the foreword 

to the catalogue accompanying his 1913 exhibition at 291. The caricatures that illustrate this 

theory, such as Alfred Stieglitz (1912; figure 10), incorporate geometric shapes, mathematical 

formulas, and abstract forms as symbolic substitutes for physical likenesses. Although the 

caricatures bear some resemblance to the subjects, this new conceptual leap was indicative of 

avant-garde concerns regarding modern art practices regularly debated at 291 and in the pages of 

Camera Work. 
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 Wendy Wick Reaves, Celebrity Caricature in America (New Haven: Yale University 

Press, 1998), viii and 95. This exhibition catalogue charts the development of celebrity caricature 

as it emerged in the United States toward the end of the nineteenth century until after World War 

II.  Reaves considers de Zayas among the pioneers of celebrity caricature in America. According 

to Reaves, de Zayas helped define this new industry along with other early practitioners of the 

genre primarily because he executed caricatures for both popular audiences and avant-garde 

artistic circles; Douglas Hyland, Marius de Zayas: Conjurer of Souls (Kansas: Spencer Museum 

of Art, 1981), 13. Born in Veracruz, Mexico, de Zayas came to New York City in 1907. He met 

Stieglitz that same year and was asked to exhibit his caricatures at 291. As a caricaturist for the 

New York Evening World, he attended the theater, balls, lectures, art openings and various other 

types of social gatherings. In January 1909, he exhibited twenty-five charcoal portraits of 

socialites, performers, and members of the Photo-Secession, an association of photographers 

formed by Stieglitz. In addition to caricatures of Stieglitz, de Zayas exhibited caricatures of 

Enrico Caruso, Diamond Jim Brady, dancer Ruth St. Denis, actresses Madame Hanako and Mrs. 

Brown Porter, and socialite Gertrude Vanderbilt. Then in April 1910, he exhibited 

―Boulevardiers‖ of New York, a free-standing display of cardboard caricatures of prominent 

New Yorkers strolling by the Plaza Hotel on Fifth Avenue. Finally, between April 8 and May 20, 

1913, his exhibition ―Caricature: Absolute and Relative‖ at 291 offered a new conceptual leap 
indicative of avant-garde concerns.  
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 Part of that debate involved discussions of Stein‘s abstract word portraits ―Picasso‖ and 

―Matisse,‖ reproduced in the August 1912 special issue of Camera Work, and ―Portrait of Mabel 

Dodge at the Villa Curonia,‖ reproduced in the June 1913 special issue of Camera Work. That 

the execution of de Zayas‘ 1912 Alfred Stieglitz is framed by these two issues is significant 

enough material evidence to warrant a closer look at the parallels between these word portraits 

and de Zayas‘ abstract caricature theory.60
  

 Indeed, art historians acknowledge that Stein‘s word portraits of Picasso and Matisse 

inspired de Zayas‘ new approach to caricature. However, scholars have not compared the 

thematic and stylistic choices employed in both that mark these portraits as modern 

psychological portrayals of their subjects.
61

 As discussed in the introduction, the scholarly 

research on Stein‘s experimental writing credits her approach to the modern psychological 

portrait to her training with William James. In much the same way, art historians frame de 

Zayas‘ abstract caricatures as psychological portraits based on his essay ―Caricature: Absolute 

and Relative.‖62
 What‘s more, contemporary reviews and essays on de Zayas‘ caricatures and 

Stein‘s word portraits of Picasso and Matisse demonstrate the extent to which psychological 

discourse invigorated cultural critique. Therefore, a study of the manner in which Stein and de 

Zayas utilized cubist-based abstraction to convey the psychological complexity of their subjects 

is warranted.   

 The aim of this chapter is to draw parallels between the thematic and stylistic elements 
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that Stein‘s word portrait of Picasso specifically shares with de Zayas‘ 1912 Alfred Stieglitz. I 

argue here that Stein and de Zayas embraced the verbal and visual vocabulary of cubist-based 

abstraction to create modern psychological portraits that tout Picasso‘s and Stieglitz‘s positions 

as visionaries of modernism. I frame a comparative analysis of both contemporary reviews and 

the literary and art historical scholarship on their portraits within the context of the early 

twentieth-century‘s cultural interest in psychology. Specifically, I argue that a comparison can be 

drawn between Stein‘s application of James‘ exegesis on habit, which explains the human 

psychomotor processes through which thoughts and actions reveal character, in the word portrait 

―Picasso‖ and de Zayas‘ abstract caricature theory as illustrated in the 1912 Alfred Stieglitz. I 

bring these variables together to support my claim that the object portrait genre was conceived to 

expose the inadequacy of traditional portrait formats based on mimesis to illustrate the 

psychological complexities of modern personalities. Although de Zayas‘ 1912 Alfred Stieglitz is 

not a ―true‖ object portrait, because elements of the subject‘s physical appearance are rendered, I 

conclude that Stein‘s word portraits and de Zayas‘ abstract caricatures established the stylistic 

and thematic parameters of the object portrait genre. 

 The 1912 Alfred Stieglitz is an abstract caricature of the charismatic leader of the 

American avant-garde (1907; figure 6). The charcoal drawing measures 24 ¼ by 18  inches. A 

schematic drawing of curvilinear and straight lines, repeated circles, ellipses, and algebraic 

formulas is centered within an interior rectangular frame. The picture plane is vertically divided 

in the center by a straight line that extends beyond the interior rectangle‘s upper and lower 

borders. Connected on either side of the vertical line are five circle pairs. The top and bottom 

pairs are transected by the rectangle‘s corresponding borders. The top pair slightly intersects with 

the second pair directly below. The discrete central pair is shaded. These top three circle pairs are 

associated by flanking pairs of three curved lines each, which form the outline of the upper 

portion of Stieglitz‘s head. The shaded central circles thus suggest the lenses of his glasses.  

 Flanking the shaded lenses are two pairs of ellipses, suggesting ears. Below, a complex 

algebraic formula replaces Stieglitz‘s mustache and mouth. The formula divides the drawing in 

half, with the remaining two circle pairs below. In the viewer‘s lower right corner, a shaded, 

cross-hatched pattern suggests the weave of a jacket. Opposite is a triangular form filled with 

straight, diagonal lines, suggesting the jacket‘s lapel. Just below this in the left hand corner, a 

                                                                                                                                                                                           

later published in Camera Work 51 (1914): 19–21.  
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series of shaded, curvilinear lines evoke water, possibly the waves on Lake George, location of 

Stieglitz‘s family home. Rising from the top wave are three arcs that extend behind the head and 

reappear on the right. These lines suggest the shape of the sun or moon on the horizon, while 

simultaneously corresponding to the halo of light associated with saints, patriarchs, and prophets.    

 The vertical line with five sets of circles derives from the Polynesian soul-catcher from 

Danger Island (figure 11) that de Zayas saw in the British Museum in October 1911.
63

 A soul-

catcher is a non-utilitarian tool made of vegetable fiber with a central cord and circles paired on 

either side. The tool is designed as a trap and used by indigenous Polynesian cultures to negotiate 

between the physical and spiritual worlds to catch souls. Thus, the repeated circular forms in de 

Zayas‘ caricature indicate a symbolic transfer of spiritual power to the object utilized to enhance 

vision—the lenses of Stieglitz‘s glasses. Since the lenses are shaded, that which is seen is not 

empirically visible. Moreover, the algebraic formula divides the drawing horizontally into an 

upper spiritual half and a lower physical half. Thus, the caricature portrays Stieglitz as a 

multivalent modern icon.  

 The 1912 Alfred Stieglitz marks a significant shift in de Zayas‘ approach to caricature as 

two earlier ones of Stieglitz from 1909, Alfred Stieglitz (figure 8) and L’accoucheur d’idees 

(figure 9), demonstrate. In the first, the subject‘s dark, thin form is barely discernable against the 

shadowy background. De Zayas exaggerates the highlighted profile and hands of Stieglitz, thus 

focusing the viewer‘s attention on an autochrome held out to catch the light. Stieglitz‘s signature 

mustache, hair, and glasses, and the object of his attention are recognizable attributes associated 

with him. Although a caricature, it nevertheless employs elements of the portraiture tradition: a 

title that names the subject, a physical description, however exaggerated, and an evaluation of 

the subject through a characteristic attitude and a value-laden object that references his 

profession.
64

 Stieglitz‘s dynamic personality is further conveyed in L’accoucheur d’idees. Once 

again, the solitary figure sits against a shadowy background. His characteristic features are 

framed by a glowing halo of light, a moon or sun, but, at any rate, a symbol of his iconic stature 
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among the American avant-garde.
65

 The title, which translates as ―midwife to ideas,‖ further 

references Stieglitz‘s ability to illuminate and bring to fruition the ideas propagated by the 

members of his artistic circle.   

 The 1912 Alfred Stieglitz equally heralds Stieglitz‘s leadership. In fact, de Zayas 

conceived this caricature in relation to L’accoucheur d’idees. He drew the parallel between the 

two caricatures when he explained the meaning of the soul-catcher as a trap for capturing souls. 

He associated the circular forms with Stieglitz‘s glasses and equated the spiritual symbolism of 

the soul-catcher with the earlier caricature exclaiming: ―I had previously made a caricature of 

Stieglitz with the caption L’accoucher d’idees. These two caricatures expressed my 

understanding of Stieglitz‘s mission: to catch souls and to be the midwife who brings out new 

ideas to the world.‖ He further explained that he formulated a theory of abstract caricature based 

on this sequence of events.
66

 Thus, the symbolic system of association in the 1912 Alfred 

Stieglitz conveys the artist‘s perception of the many roles that Stieglitz played. 

Reviews of de Zayas‘ 1909 exhibition of caricatures at 291 are equally as introspective. 

For example, the author of the article ―Marius de Zayas: A Kindly Caricaturist of the Emotions‖ 

exclaimed that ―the cartoonist of the soul is not all cynicism and bitterness.‖ Instead, as the 

article points out, he ―presents to us the story which they [the sitters] individually presented to 

him, without personal feeling, without for a minute permitting his art to dominate the truth, and 

the result is unerringly exact psychological studies.‖ Curator of prints and drawings at the 

National Portrait Gallery, Smithsonian Institution, Wendy Wick Reaves documents that critics 

recognized de Zayas‘ ability to provide insight into the mental and emotional character of his 

subjects and express their soul, writing that he was the ―exposer of the soul,‖ a ―cartoonist of the 

soul,‖ and a writer of ―monographs of human souls‖ in visual form.67
 These reviews illustrate the 

extent to which psychological discourse had seeped into the language of aesthetics among 

American cultural critics.   
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 De Zayas‘ anecdote explaining the moment-by-moment conceptualization of the 1912 

Alfred Stieglitz equally reveals the extent to which the new science of psychology was embedded 

in popular culture. In the late nineteenth and early twentieth centuries, the academic discipline of 

psychology ranged in topic from discussions of spirituality and the soul to that of personality 

construction and the ―mechanics‖ of consciousness. Many scholars have noted the ―inward turn‖ 

of modernism at this point, in art, literature, photography, and film. For example, historian Mark 

S. Micale attributes the cultural transformations that mark modernism to the establishment of the 

scientific disciplines of psychology, psychiatry, and psychoanalysis. Of particular interest to 

Micale is the extent to which both mark what he labels as a ―psychologization of their methods, 

subjects, and intentions.‖ Psychological medicine and the literary-artistic avant-garde were both 

interested in individual consciousness and its relation to the external world. To this end, both 

fields explored the self, the psychology of sexuality, psychopathological states, and the nature 

and structure of individual personality. In addition, new techniques of narration illustrated the 

inner workings of the human mind and the moment-by-moment experience of individual 

consciousness.‖68
   

 As the academic discipline of psychology sought to define the parameters through which 

to investigate human consciousness scientifically, the field‘s appropriation by popular culture 

took on a life of its own. Subjects like hypnosis, psychical research, dream interpretation, 

automatic writing, faith healing, and spiritualism contributed to the cultural interactions between 

psychology and the visual and verbal arts. Moreover, memberships in societies for psychical 

research were particularly popular among intellectuals. While many of these ―mind sciences‖ are 

no longer legitimate fields of study in psychology and psychiatry, they did contribute to a 

creative exchange of ideas.
69

  

 One difficulty in examining this period is the over-emphasis upon Freud‘s work at the 

expense of other pioneers in the field. One must look instead at the intellectual-historical 
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development of the new psychology, with roots in the writings of the psychological philosophers 

Friedrich Nietzsche, Henri Bergson, and William James. James, in particular, appealed to 

writers. His classic The Principles of Psychology was so literary in tone that it elicited rival 

structuralist psychologist William Wundt‘s often-cited criticism: ―It is literature. It is beautiful, 

but it is not psychology.‖ James‘ psychology countered Wundt‘s elemental approach to defining 

components of consciousness by positing a continuous consciousness incapable of being 

fractioned. This provided the terminology for the dominant literary technique of the stream of 

consciousness in modernist fiction, of which James Joyce‘s Portrait of the Artist as a Young Man 

(1916) and Ulysses (1922) are examples.
70

   

 Stein, as a Radcliffe undergraduate, participated in the physiological study of ―normal‖ 

human consciousness under James‘ supervision in the Harvard Psychological Laboratory. James 

and his contemporaries investigated normal human consciousness in an effort to explain human 

subjectivity as well as psychomotor processes, like motor automatisms. At this time, instances of 

automatic writing were largely attributed to spiritualist activity, a second consciousness, or a 

pathological state. James, instead, attributed automatism in normal human subjects to the 

inability to remain attentive because of distractions or because the mental event occurs too 

rapidly for the memory to register it consciously.
71

 For this reason, instances of automatic 

writing in normal consciousness were utilized as a tool to measure the individual‘s ability to 

manage stress, which was seen to be an indicator of character. 

 In 1896, Stein and Harvard graduate student Leon Solomons both directed and 

participated in a controlled investigation of automatic writing. The objective was to determine at 

what point the automatic movements of normal subjects are ―unaccompanied by consciousness.‖ 

They wanted to disprove that a second personality was the source for documented instances of 

automatic writing in hysterics. They concluded that hysteria is a ―disease of the attention‖ 

fostered by a weak memory and intellect. Therefore, they determined, the inability to remain 

attentive provided the necessary conditions for the subconscious to act. In contrast, in instances 
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of normal motor automatism, the subject neither loses consciousness nor is unconscious of the 

act of writing. Stein and Solomons did observe, however, a tendency to repeat words and phrases 

in both writing and speech. They did not conclude, though, that repetition proved the presence of 

a second personality.
72

  

 Stein later conducted her own experiment with automatic writing, which focused on 

individual performances of a learned automatic movement. The objective here was to gauge the 

ability of students to remain attentive to a movement while being subjected to distractions. Stein 

conducted the same experiment on each student twice: once at the beginning of a semester when 

the students were not under stress, and then during final exams when the students were fatigued. 

Their individual responses were compared to their character type, which she determined 

beforehand. Type I consisted of individuals whose habits of attention were assessed as strong. 

These students exhibited little to no automatic movement when rested. Type II consisted of 

students whose habits of attention were assessed as small, which Stein compared to textbook 

descriptions of hysteria. This group exhibited much automatic movement when rested. When 

fatigued, Type I exhibited more automatic movement than when rested, while Type II exhibited 

less. Stein attributed the conditions for automatism in normal subjects to an inability to remain 

attentive due to distractions. She noted that the inattentive students exhibited less vigor in their 

automatic responses when fatigued. The experiment was published in the Psychological Review 

as ―Cultivated Motor Automatism; A Study of Character in Its Relation to Attention‖ (1898).73
 

                                                           

 
72

 Leon M. Solomons and Gertrude Stein, ―Normal Motor Automatism,‖ Psychological 

Review (September 1896): 492–493, 506, and 511–12. In the investigation, Stein and Solomons 

attempted to reproduce conditions believed to contribute to automatic motor reactions. They used 

a planchette, described as a ―glass plate mounted on metal balls with a metal arm holding a 
pencil,‖ to both control, at times, and record the automatic movements. Stein and Solomons took 

turns as the subject in each investigation. In the first investigation, one hand was placed in the 

planchette. The subject would then read a novel. The controller would move the planchette in a 

repeated action, and then stop controlling the planchette to observe if the subject continued to 

move the arm automatically. In the second, the subject continuously moved a pencil while 

reading. In the third, the subject took dictation while reading. In the last experiment, the subject 

was required to continuously speak while simultaneously writing dictation.  

 

 
73

 Gertrude Stein, ―Cultivated Motor Automatism; A Study of Character in its Relation to 
Attention,‖ Psychological Review (May 1898): 296–299 and 305. Stein also used a planchette in 

this investigation. She studied ninety-one students, forty-one male and fifty female subjects, 

from Harvard and Radcliffe. She only used the Radcliffe students to study the effects of fatigue 

on automatic movements. 



 

 37 

Stein‘s interest in character typology was an outgrowth of her studies with James. In fact, 

her experiment added further support to his belief that one‘s character is related to one‘s ability 

to remain attentive to a task. James attributes this ability to the cultivation of superior habits of 

attention. For example, in the chapter ―Habit‖ in The Principles of Psychology, James explains 

that the physiological mechanisms that account for the repetition of actions, or habits, by the 

human subject ―are due to the plasticity of the organic materials of which their bodies are 

composed.‖ He outlines the practical implications of habit, determining that it physiologically 

―simplifies the movements required to achieve a given result,‖ thereby diminishing the 

―conscious attention with which our acts are performed.‖ He explains this physiological process 

as an abstract chain of successive movements labeled A, B, C, D, E, F, G, etc., with a, b, c, d, e, 

f, g, etc., standing for the ―respective sensations which these contractions excite in us when they 

are successively performed.‖ James states, ―Each of these sensations becomes the object of a 

separate perception by the mind.‖ For this reason, he determines that moral habits become so 

ingrained by repetition as to be performed virtually instinctively without thought ―as practically 

not to exist in consciousness at all.‖ He concludes:  

 

 A ―character,‖ as J.S. Mills says, ―is a completely fashioned will‖; and a will, in the sense 
which he means it, is an aggregate of tendencies to act in a firm and prompt and definite way 

upon all principal emergencies of life. A tendency to act only becomes effectively ingrained in us 

in proportion to the uninterrupted frequency with which the actions actually occur, and the brain 

―grows‖ to their use.74
   

 

Character, then, is the repetition of actions through habit, which molds the individual in a unique 

way. Repetitive actions are seen as typical, characteristic traits that describe an individual‘s 

personality, thus distinguishing them from someone else. For this reason, habits convey one‘s 

character more objectively than a physical description. 

 Stein relied heavily on her training as a psychologist in her early writing style. As a 

result, the word portrait of Picasso illustrates the problematic nature of verbally describing those 

habits of attention that indicate individual character. For example, in the first two paragraphs of 

―Picasso,‖ Stein conveys that her subject is charming, has a following, and is working ―and 

bringing something out of himself.‖75
 Here, Stein focuses on his personality, occupation, and the 
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actions of his mind. These perceptions are shared by others, which she signals through the use of 

―one whom some‖ and ―some were.‖ The portrait, therefore, provides a title that names the 

subject and an evaluation of the subject through a characteristic attitude, which is his charming 

personality and work ethic, while the value-laden object is the product of his work: his paintings. 

Stein does not describe Picasso‘s physical appearance or locate him in terms of time or place. 

The title contextualizes the object of acquaintance of whom the reader has some knowledge 

about.  

Moreover, Stein does not inform the reader that Picasso is a painter. Nor does she 

describe his painting style. Once again, her audience knows this information. Instead, the nature 

of his work is evoked through value-laden adjectival constructions. She describes his work as a 

―heavy thing, a solid thing, and a complete thing‖ and as having a ―charming meaning, a solid 

meaning, a struggling meaning, a clear meaning.‖ These characteristics are repeated in variations 

that shift in time. For example, in the third paragraph, Stein relays that he ―was one working and 

certainly was one bringing something out of himself then and was one who had been all his 

living had been one having something coming out of himself.‖76
 Stein acknowledges that these 

characteristics were present then, meaning, in the past. Simultaneously, she signals that they 

always have been present, thus, they are present now. As such, she emphasizes the profound 

impact and meaning of his work as a continuous object of attention. 

 The literary technique of repetition allows Stein to manipulate time by presenting the 

present moment as an accumulation of the moments that have preceded it. Through repetition, 

Picasso‘s work habits are presented as an ongoing process, as the following lines illustrate:  

 

 This one was one who was working. This one was one being one having something being 

coming out of him. This one was one going on having something come out of him. This one was 

one going on working. This one was one whom some were following. This one was one who was 

working.
77

 

 

As this ongoing process unfolds, Picasso continuously produces work and inspires his followers. 

Hoffman states that in ―viewing life as a succession of moments, each one of which repeats all 

the characteristics of the previous one with a very slight addition of some sort,‖ Stein is able to 
                                                           

 
76

 Ibid. 

 

 
77

 Ibid, 283. 



 

 39 

capture their ―bottom nature.‖78
 Although never stated directly, Stein‘s obsessive use of 

repetition implies that Picasso‘s work is the very essence of his existence, which is a character 

trait that has earned him recognition from others. The literary technique of repetition foregrounds 

Picasso‘s artistic talent and vision as key components of his personality. Simultaneously, 

repetition is employed as an analogy for the psychomotor mechanisms that foster habit. Repeated 

actions are an indication that one has cultivated habits so ingrained in their consciousness as to 

become automatic. The parallel that can be drawn between the experiments that Stein conducted 

at Harvard and her analysis of Picasso is that his talent is a result of a strong intellect and 

memory, which allows him to remain attentive to his work in lieu of distractions.   

Stein also utilizes shifts in perspective to construct a well rounded character analysis. The 

first six paragraphs relay the perceptions of others through the use of ―one whom‖ or ―some 

were.‖ The descriptions are general character assessments, which establish that he is charming, 

he works hard, and his work impacts others, therefore, others follow his work. The remaining 

paragraphs are primarily from the author‘s perspective with occasional acknowledgments that 

her subject agrees with her. Stein signals this shift by using ―this one was one‖ or ―he was‖ 

instead of ―one whom some‖ or ―some were.‖ At this point, descriptions become more 

introspective. For example, the value-laden adjectival constructions used to describe other‘s 

assessments of his character in the first paragraphs become more in-depth in the following 

paragraph:   

 

This one always had something being coming out of this one. This one was working. This 

one always had been working. This one was always having something that was coming out of 

this one that was a solid thing, a charming thing, lovely thing, a perplexing thing, a disconcerting 

thing, a simple thing, a clear thing, a complicated thing, an interesting thing, a disturbing thing, a 

repellant thing, a very pretty thing. This one was one certainly being one having something 

coming out of him. This one was one who some were following. This one was one who was 

working. 
79

         

 

Her personal assessment of his work reveals a more in-depth understanding of his objectives than 

those assessments by others. She recognizes the variety, complexity, and contradictory nature of 

his work. His work, therefore, can be seen as analogous to his character and personality.   
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Moreover, observations of the subject by the author extend to a series of personal 

moments. In the last paragraph, for example, Stein acknowledges that his public persona, which 

she described as ―one who was completely charming‖ and one who ―was one working and was 

one bringing out of himself then something‖ that ―had meaning,‖ is also this one, meaning, the 

person she knows. This one was ―not ever completely working‖ and ―one who was needing to be 

working.‖ Picasso‘s public persona is embedded in the completed work. What Stein sees is 

someone who enjoys the process of working as the following paragraph illustrates:    

 

This one was one who was working and certainly this one was needing to be working so 

as to be one being working. This one was one having something coming out of him. This one 

would be one all his living having something coming out of him. This one was working and then 

this one was working and this one was needing to be working, not to be one having something 

coming out of him something having meaning, but as needing to be working so as to be one 

working. 
80

 

 

Picasso‘s public persona contrasts from the private. Here, his need to work is depicted as 

therapeutic. At the same time, he enjoys the process. Certainly, this description is in sharp 

contrast to the charming, solid personality whose every thought and action has ―meaning.‖ The 

Picasso that Stein knows is complex, perplexing, and at times disturbed.  As Norman Weinstein 

argues, Stein‘s utilization of repetition reveals habits that evoke behaviors that are seen as 

―typical‖ character traits of the subject.81
 Picasso is a workaholic, he has needs, he has a personal 

life, and sometimes he is perplexing, while other times he is clear. Sometimes he is complicated, 

while other times he is simplistic.      

By the end of the portrait, Stein again shifts perspective. Sentences now begin with ―he 

was.‖ Thus, the portrait chronicles the author‘s changing perspective from one who shares 

others‘ assessments of the subject, to one who makes her own assessments, and finally, to one 

who shares the subject‘s assessments of himself. Her perception of him transforms from a formal 

―one whom‖ to a personal understanding of his work, ―this one was,‖ and finally to an 

understanding of his inner being, ―he was.‖ Who Picasso is, therefore, is composed from her 

memory. The past tense serves to render her subject as a solid object viewed from multiple 

perspectives, rearranged with a minimum of word choice, and then reorganized into syntactical 
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facets.  

Steinian scholars compare her early word portraits to Picasso‘s analytic cubist paintings, 

in which the non-mimetic elements cause the subject to emerge by an act of integration on the 

part of the viewer.
82

 For example, in Picasso‘s Ma Jolie (1911–1912; figure 12), a figurative 

painting of a nude woman holding a guitar, Picasso renders the form of the woman and guitar as 

a series of horizontal, vertical, and diagonal lines that form geometric shapes, arcs, angles, and 

shifting planes of browns and grays. Occasional references to identifiable forms, such as a hand, 

curve of the guitar, or straight lines to suggest the guitar‘s strings, emerge from the faceted, 

textured planes. Picasso includes a G clef note and the words Ma Jolie, a reference to a popular 

song, at the bottom of the painting. The reference to music suggests that the viewer should 

approach an analysis of the painting as one would a musical composition. Thus, Stein‘s limited 

word choice serves the same purpose as Picasso‘s limited palette. He focuses the viewer‘s 

attention on form and structure while she limits her audience‘s attention to an analysis of 

substance. The rhythmic presentation of repeated lines, shapes, and textures in Ma Jolie moves 

the viewer‘s eye through the painting in much the same way that Stein‘s obsessive reiterations 

carry a lyrical cadence when read aloud. Although their audience‘s attention is at first scattered, 

the title begins the process of signification through which understanding ascends from thinking 

about and analyzing the object of attention. Thus, Picasso and Stein recreate the object of interest 

rather than rendering the subject mimetically.       

 Stein‘s ability to render the subject present through shifts in perspective raises the 

question as to who the primary subject of the portrait is. Certainly, one would need to have 

knowledge of both the sitter and the one perceiving the sitter to infer meaning. For this reason, 

literary scholar Ulla Haselstein argues that Stein‘s portraits of Picasso and Matisse are also self-

portraits because, as their friend, patron, and competitor, the portraits convey the ―social 

dynamics of intersubjective perception and recognition inherent in the portrait situation as such.‖ 

Therefore, as she explains, the portraits are realized as declarations of public acclaim, perceived 

from the stance of the portraitist, who is in solidarity with her subjects‘ aesthetic claims and 

concerns. Furthermore, ―Picasso‖ and ―Matisse‖ are written in the same style, yet convey two 

very different personalities. For example, the portrait of Matisse presents an individual in 

conflict. While Stein assesses that Matisse is ―certain that he is a great one,‖ he is also uncertain, 
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struggling, and suffering. While many are listening to him, many are not. Accordingly, Matisse 

is presented as one who continuously tells others not only of his greatness but also of his 

struggles, suffering, and uncertainty. The process of becoming a great artist is observed by the 

portraitist, the artist‘s followers and critics, and the artist himself. As in the portrait of Picasso, 

Stein repeats these characterizations in variations, emphasizing Matisse‘s own perceptions, as 

she perceives them, of the life he is living. Matisse is characterized as full of self-doubt, while 

Picasso is self-absorbed in his work. Thus, Haselstein concludes that the differences between the 

two reveal more about Stein.
83

 The portraits are difficult to understand because Stein constructed 

an alternative language based on cubist abstraction to render a complex layering of perception 

and the self as thought process.  

 Considering that Stein‘s word portraits are still difficult to understand, one can only 

imagine how shocking they were to Stieglitz‘s readers. In an effort to better prepare his audience, 

he paired the word portraits with examples of the artists‘ work in the August 1912 special issue 

of Camera Work. The layout of the issue was divided into two sections: one on Matisse and one 

on Picasso. The section on Matisse reproduced, in halftone blocks, four paintings and two 

sculptures, followed by Stein‘s word portrait ―Matisse.‖ The section on Picasso began with 

Stein‘s word portrait ―Picasso,‖ followed by halftone block reproductions of four of Picasso‘s 

paintings, one drawing, and two views of one sculpture.   

 Stieglitz introduced this issue with an editorial in which he made it very clear that the 

special issue was meant to showcase Stein‘s word portraits, which he calls articles. He states of 

the portraits: 

 

 But while it so happens that one of these articles treats of Henri Matisse and the other of 

Pablo Picasso; and while the text is accompanied by fourteen reproductions of representative 

paintings and sculptures by these artists; the fact is that these articles themselves, and not either 

the subjects with which they deal or the illustrations that accompany them, are the true raison 

d’être of this special issue.   

 

Undoubtedly, Stieglitz recognized the advanced experimental nature of Stein‘s word portraits. 

But at the same time, Stieglitz was aware that he needed to prepare his readers by reminding 
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them of the ―puzzling‖ and ―wholly unintelligible‖ stylistic techniques encountered in previous 

examples of the new style in visual art, now expressed in words. Apparently, he felt that the 

―habits‖ his audience had learned to aid in the interpretation of the visual art may not wholly 

prepare them for the verbal examples. But, at least, he had offered the opportunity to gain the 

skills needed to ―navigate‖ their ―way into the harbor of comprehension.‖ Therefore, he hoped to 

draw parallels between the visual examples and the word portraits that bear ―a relation exactly 

analogous to that born by the work of the men of whom they treat.‖ He states of the portraits, 

―So close, indeed, is this analogy that they will doubtless be regarded by many as no less absurd, 

unintelligible, radical or revolutionary than the so-called vagaries of the painters who they seek 

to interpret.‖ Stieglitz professes that he, like his readers, is inexperienced in the new art forms, 

but, nevertheless, the word portraits are intellectual, embodying an aesthetic that they have come 

to appreciate, even if at times incomprehensible. He closes the editorial by giving his readers 

permission to laugh, basically, permission to profess incomprehension, while also 

acknowledging their ability to consider the word portraits both critically and aesthetically.
84

     

 What is most interesting about Stieglitz‘s editorial is his desire to prepare his reader for a 

new way of experiencing visual art and literature. He tactfully assumes an audience set to 

experience visual and verbal arts through a traditional way of seeing and reading. He alerts his 

audience to their inability to comprehend, if they refuse to open their minds to an alternative 

method of understanding. One part of that method entails a kind of pleasure that can be gained 

from incomprehension. They need to open themselves up, therefore, to a kind of mystery that can 

be obtained by a new way of understanding, seeing, and reading. More importantly, they needed 

to appreciate the techniques employed to capture ―the new.‖ The other part of that method is 

learning to appreciate form as form, paint as paint, line as line, and, in this case, words as words. 

Thus, he disarms his readers by putting himself on their level in confessing to his own struggle to 

comprehend this new vision. Tradition is easy to understand; the new will take effort.  

 Stieglitz further educated his readers on issues of modern art by reprinting in Camera 

Work articles formerly published in other sources. For example, the October 1912 issue of the 

quarterly included a reprinting of Hutchins Hapgood‘s article ―A New Form of Literature‖ from 

the September 26 issue of the New York Globe. In the article, Hapgood identifies Stein as the 
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only American writer ―trying to do in writing what Picasso and Matisse and others are trying to 

do in plastic art.‖ Like Stieglitz, Hapgood is aware of the need to teach his audience how to read 

Stein‘s experimental writing. He describes his own introduction to Stein‘s writing in Three Lives 

(1909). He relates how he, too, would not have understood her writing if he had not been 

encouraged to give her a chance:  

 

 I read it only because I had had my attention called to it in a special way. If I had come 

across it unexpectedly I would have thrown it aside as trash, imbecility, or pose, after reading a 

few pages. But with pain and difficulty, I read on; the difficulty continued all the way through 

the book, but the pain gradually gave way to a kind of pleasure.  

 

Hapgood further explains how Stein‘s use of repetition, inaction, and childish syntax can give the 

reader better insight into their own lives than do conventional novels. Somehow, Hapgood 

relates, Stein‘s book ―makes us dream about the fundamental mood-realities of our existence. It 

gives us the sense of the mysteries of our inner lives, when the great simplicities of our inner 

lives are made prominent to our attention.‖85
  Hapgood‘s analysis encourages his readers to 

enjoy the text for what it is, not for what they are conditioned to expect.     

 As Stieglitz had done in his editorial, Hapgood continued to hail Stein‘s writing as a 

―new literary form‖ worthy of critical attention rejecting a comparison to the past. In an effort to 

explain the ―newness‖ of form, he points out that quoting a passage would not be useful because 

Stein uses very few words, which ―are repeated over and over.‖ He has trouble criticizing ―these 

little sketches‖ because ―she does not formally criticize nor does she even state ideas or 

conclusions.‖ At one point, he resorts to Stein‘s own writing style to convey that Stein is ―trying 

to do in words what they [Picasso and Matisse] are trying to do in painting; or rather, not what 

they are trying to do in painting, but what their moods and deeper dreaming consciousness is 

which leads them to do what they are trying to do in painting.‖ Finally, he compares the style of 

her word portraits, and the painting styles of Matisse and Picasso, to James‘ ―fringe of 

consciousness.‖ Of her portraits, he writes: 

 

 They set us dreaming about the strenuous inner life of these two artists, and convey the 

fringe or surroundings they are in as regards society, and the broader human need. 
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 They are intensely human, these little sketches. It is impossible to state what they say. 

They say nothing. But they try to suggest and partly do suggest a complete and simple mood, in 

which ideas, feelings, sensations, tendencies of the nerves, of hope, of the imagination are 

indissolubly combined. 

 

 Hapgood ends his essay by encouraging readers to imagine how they would paint or 

express in words the experience of love in their own lives, as that feeling imbues everything 

about them, even consciousness, with meaning.
86

 By keying in on a universal abstraction, such as 

love, Hapgood provides his audience with the tools needed to appreciate the attempt Stein makes 

to capture the inner subjectivity, character, personality, and consciousness of her subjects, 

without providing a description of their physical appearance.    

 Hapgood was the perfect person to explain Stein‘s writing objectives because he was 

both her friend and a key figure in the American avant-garde. In addition, Hapgood studied with 

James, listing the Harvard professor among his most admired instructors.
87

 Throughout his essay, 

he utilizes the language of academic psychology, specifically that used by James in the 

classroom, to explain her writing style. To this end, Hapgood was instrumental in extending the 

language of psychology to the field of aesthetics and cultural critique. Stein, on the other hand, 

applied the technical and scientific practicum of the field to literary concerns. In so doing, both 

Hapgood and Stein participated in the early twentieth-century‘s cultural exchange of 

psychological discourse.  

 Stieglitz‘s and Hapgood‘s commentaries document the extent to which their 

contemporaries recognized the psychological complexity of Stein‘s experimental writing.  

De Zayas‘ writings further illustrate the relevance of psychological discourse in American 

aesthetic critique. For example, in an essay on Picasso, he wrote that at the heart of Picasso‘s 
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work was the psychology of form, which de Zayas defined as the translation of intellectual and 

emotional responses into formal patterns on the canvas. He observed that ―instead of the physical 

manifestation he seeks in form the psychic one.‖ De Zayas further compared Picasso‘s objective 

to that of the ancient Egyptian artist, who ―transformed matter into form and gave to substance 

the reflection of that which exists only in essence. Something of this sort happens in Picasso‘s 

work, which is the artistic representation of a psychology of form in which he tries to represent 

in essence what seems to exist only in substance.‖ Willard Bohn reads this essay as a rejection of 

traditional Western artistic focus on ―mere physical appearance,‖ a concern equally evident in 

Stein‘s portraits. Like Stein, de Zayas recognized that new modes of representation needed to be 

established in order to capture the plurality of modern experience. But, Western artists first 

needed to shed what de Zayas defined as ―Greco-Roman prejudices.‖88
  

 What the new modes would and would not entail was the topic of ―The Sun Has Set,‖ 

published in the July 1912 edition of Camera Work. In this essay, de Zayas first outlines the 

historical purposes of art from antiquity to the modern age. He then calls out those who alter 

tradition by searching ―for new ideas in the repertoire of the old‖ or ―cast[ing] the new ideas,‖ 

such as the art of children and non-Western cultures, ―into the old moulds.‖ Even though he 

makes the statement that ―art is dead,‖ artistic tradition looms heavily in the essay. He 

acknowledges that the modern artist must contend with tradition but exclaims ―Our epoch is 

chaotic, neurotic, inconsequent, and out of equilibrium.‖ In order to capture this chaos, he 

determines that the modern artist must work premeditatedly to ―dislocate,‖ ―disharmonize‖ and 

―exaggerate.‖89
 His solution was to embrace individualism in an effort to contend with the 

modern crisis in consciousness.  

 De Zayas‘ explanation of his new caricature style further demonstrates the extent to 

which psychological discourse enhanced the language of the visual arts. In ―Caricature: Absolute 

and Relative,‖ he states that in order to represent an individual visually, three essential principles 

must be combined: spirit, matter, and the initial force of the individual. Matter is defined as the 

physical description of the human body represented through geometric equivalents. The 
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geometric equivalent is an abstraction of a symbolic object that corresponds to the subject both 

physically and spiritually. Thus, the circular forms of the soul-catcher in the 1912 Alfred Stieglitz 

correspond to the lenses of Stieglitz‘s glasses, while also serving as an analogy for inner vision. 

The immaterial spirit is represented by symbols, such as algebraic signs. These signs, in turn, 

correspond to one‘s memory, understanding, and volition, which de Zayas further explains as 

acquired knowledge, intelligence, and one‘s ability to control physical desire. The initial force, 

which binds the spirit and matter together, is explained as one‘s ―specific value, place or 

significance in relation to existing things.‖90
 These three principles make up one‘s personal 

identity.  

 As such, de Zayas‘ caricature theory functions as a psychological chart used to graph 

one‘s character type. In fact, the initial force is illustrated by a trajectory that measures an 

individual‘s passage through life. De Zayas determines five classes of trajectories based on one‘s 

ability to contribute to the general progress of human evolution. The five classes range from 

those who continuously contribute to the general progress, which is illustrated by an extensive 

trajectory, to those who have no trajectory and are, therefore, inert, static and do not contribute to 

human progress. Absolute caricatures illustrate individuals who influence time by their actions, 

while relative caricatures illustrate those who are influenced by time. The 1912 Alfred Stieglitz is 

an example of an absolute caricature because of the complex algebraic system and extensive 

trajectory in the center. The new approach to caricature, therefore, forms the basis for the 

psychological analysis of his subjects. In the essay, he explains how his new procedure contrasts 

with the old: 

 

 As representation is only a matter of equivalents, we have, in order to represent  

man in all his characteristics, to represent all his entities. The old art permitted and, even more, 

imposed the representation of feelings and emotions through concrete form. Modern art permits 

the representation of feelings and ideas through material equivalents―abstract form. Between 

the two, I believe the second one the nearest to psychological representation. Accordingly my 

new procedure in caricature is inspired by the psychological reason of the existence of the art of 

primitive races, which tried to represent what they thought to be supernatural elements, existing 

outside of the individual, elements, however, which science has proved to be natural and which 

exist within the individual.
91
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 To meet his objective, de Zayas merged cubist composition, the formal and symbolic 

elements of ―primitive‖ art, and the symbolic language of psychology to enliven, as he explains, 

―the natural evolution of my former plastic expression which was consequent with what has been 

understood as caricature.‖ He concludes the essay by stating that his new caricatures are ―the 

intrinsic expression, as I perceive it, of the individuals themselves.‖92
 The visual analysis of his 

subjects is thus grounded in his perception of their essential principles.  

 For this reason, the most apparent parallel between de Zayas‘ abstract caricature of 

Stieglitz and Stein‘s word portrait of Picasso is the foregrounding of perception itself to illustrate 

modern consciousness. Both Stein and de Zayas were well aware that the established category of 

portraiture, based on mimesis, was incapable of illustrating the moment-by-moment experience 

of consciousness. Therefore, both utilized the title to name the subject, thus initiating the process 

of signification, but relied primarily on the evaluative function to render the subject present. 

Thus, both call attention to the psychological presence as an evaluative constituent of 

portraiture‘s function as a forum for constructing identity. As a result, the category ―portrait‖ 

merely provides a familiar frame through which to view the new psychological likeness.  

 De Zayas exploits key characteristics of the portrait tradition to convey a psychological 

likeness. For example, in the 1912 Alfred Stieglitz, the circular shapes corresponding to the soul-

catcher function as the value-laden object. Bohn conjectures that the object is a metaphor for the 

subject‘s quasi-religious mission to promote and elevate modern artistic practices in America. At 

the same time, the photographer‘s task is to capture images, sometimes human, on film. For this 

reason, Bohn reads the object as corresponding to the belief by ―primitive‖ cultures that a 

photograph can imprison a person‘s soul.93
 Therefore, the object, in both title and symbolism, not 

only continues the spiritual themes presented in L’accoucheur d’idees, but also demonstrates the 

relevance of psychological discourse in the visual arts.  

 More importantly, the emphatic shading of the eye glasses poignantly thrusts the physical 

act of seeing into the perceptual frame of human consciousness. Vision, therefore, is not only 

understood as a physiological function of the body, but also denotes the spiritual. Significantly, 
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de Zayas‘ concept of ―spiritual‖ functions in the same manner as the spiritual component of 

James‘ ―empirical self‖ discussed earlier: not otherworldly but, instead, characterized as thought 

process. The division of the portrait into an upper spiritual half and a lower physical half further 

illustrates this point. Of particular significance is that the top two pairs of circles (geometric 

forms) are in the position of the human brain (matter). Further, the top pair extends above the 

frame along with the trajectory, thus thrusting the labor of his thoughts beyond the general 

progress of human evolution.  

 Moreover, in de Zayas‘ theory, the immaterial spirit is represented by algebraic signs that 

correspond to memory, understanding and volition, acquired knowledge, intelligence and the 

ability to control one‘s desires. In comparison, James defined the spiritual self as one‘s inner or 

subjective being and psychic faculties or dispositions.
94

 The algebraic formula in the 1912 Alfred 

Stieglitz replaces Stieglitz‘s mouth and signature mustache, thus functioning as both a physical 

symbol of his identity and an abstract correspondence to his thoughts. When read aloud, the 

formula has a balanced rhythmic flow similar to that of Stein‘s word portraits. The formula can 

be roughly translated as ―a cubed plus-minus b cubed plus-minus radical sign over c squared 

plus d squared divided by e squared plus f cubed minus g cubed divided by h squared.‖ The use 

of repetition in the formula is comparable to the use of repetition in Stein‘s word portraits. 

However, the formula is more likely a joke meant to satirize the manner in which Stieglitz 

explained the modern works of art displayed in his gallery to his patrons. The cultural critics 

often referred to his incessant analyses in their essays calling him ―high priest Stieglitz‖ or 

―preacher Stieglitz,‖ a warning to their audience of what to expect if they entered the 291 

gallery.
95

 The complex algebraic formula serves, therefore, as both a symbol of his intellect and a 

humorous analogy expected of a caricature.   

 As a result, a parallel can be drawn between the manner in which de Zayas and Stein 

illustrate the characteristic attitude of their subjects. The initial force of the individual in de 

Zayas‘ theory, especially, conveys character as it is related to the self as thought process. The 

self is the intermediary between ideas and acts, or, as Stein relates of Picasso, ―needing to be 

working‖ and the work itself. The trajectory gauges the complexity of the individual and thus 
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serves the analogous purpose as Stein‘s use of repetition, which is to foreground those habits that 

convey character. In theory, as with James, both place value on the subjects‘ habitual actions, 

indicators of their character, as shapers of modern artistic expression.  

For this reason, de Zayas‘ abstract caricature of Stieglitz is, like Stein‘s word portrait of 

Picasso, a declaration of public acclaim. Comparatively, both capture a ―vision,‖ which not only 

transformed the course of artistic visual expression through actions and work ethic but is 

transforming at their present moment and will continue to transform beyond the limits of time 

and space. De Zayas‘ essay, therefore, is realized as a guide, much like a psychological manual, 

to explain his personal symbolic system to the viewer. His caricatures, then, illustrate the 

―intrinsic expression, as I perceive it, of the individuals themselves,‖ or as Stein would describe, 

their ―bottom-nature.‖96
    

Thus, both Stein and de Zayas developed visual and verbal vocabularies based on cubist 

abstraction to illustrate what de Zayas viewed as the psychology of form in order to make 

declarations of public acclaim for visionaries of the avant-garde. Stein‘s word portrait of Picasso, 

in particular, captures the vision of a man working and developing a new way of seeing in the 

painted reality. His vision, so to speak, had a following and real meaning. To express the impact 

of his vision in a word portrait, Stein applied the practicum of the psychological laboratory to 

better convey what she described as ―bottom nature.‖ De Zayas, on the other hand, illustrated the 

importance of vision in modernist expression through geometric equivalents, algebraic formulas, 

and repetition. His emphasis on the circular shapes of Stieglitz‘s glasses calls attention to the 

symbolic perceptual lens through which a new mode of seeing is transmitted to an adoring 

viewing public. De Zayas extends, therefore, ―what has been understood by caricature‖ to 

express his perception of Stieglitz‘s psychological self.   

 As I have demonstrated, the cultural interest in psychology and cubism among the 

members of the Stieglitz circle offered a provocative new theme through which to explore 

modern identity. Artists and writers struggled to develop a visual and verbal vocabulary to 

convey in word and image the chronicling of mental processes and the moment-by-moment 

experience of human consciousness. The portrait format, therefore, provided the familiar frame 

through which to represent a psychological likeness.  

 As a tradition, verbal and visual portraiture convey a likeness through a title, a physical 
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description, and an evaluation of the subject through a characteristic attitude or value-laden 

object. However, the new psychological portrait presented a challenge to artists and writers. How 

does one illustrate an interior likeness? How does one portray the shifting nature of identity? 

What does the author capture in word and image their perception of the subject or what they 

perceive to be the subject‘s perception of themselves? Stein‘s background in psychology and 

interest in character typology provided the theme for the psychological portrait: character 

analysis. She built on her studies with James to develop a type of word portraiture that illustrates 

the moment-by-moment process of analyzing those habits of attention that convey one‘s 

character. She then developed an alternative language system based on cubist abstraction to 

illustrate her objective.  

 The subject and style of Stein‘s word portraits published in the 1912 special issue of 

Camera Work caught the attention of the American avant-garde, which drew parallels between 

these intense psychological studies and the artistic styles of the artists they portrayed. Picasso 

and Matisse, the modern giants, graced the walls of Stieglitz‘s gallery and the pages of Camera 

Work. However, the 1912 special issue of Camera Work was not realized as a forum for 

introducing Picasso and Matisse to an American audience. Instead, the issue launched Gertrude 

Stein‘s career as an avant-garde writer and provided a new theme for the portrait genre: the non-

mimetic portrait. Ironically, a caricaturist established the symbolic and humorous tone of what 

was to become an American tradition―the object portrait genre. Although the 1912 Alfred 

Stieglitz is not a ―true‖ object portrait, meaning the portrait bears some resemblance to the 

subject named in the title, de Zayas‘ concise documentation of his caricature theory, in word and 

image, initiated the stylistic parameters for the development of the object portrait genre. In the 

next chapter, I examine the manner in which Stein‘s word portraits and de Zayas‘ abstract 

caricature theory contributed to the execution of the first ―true‖ object portrait, Francis Picabia‘s 

Mechanical Expression Seen through Our Own Mechanical Expression (1913; figure 13). This 

object portrait introduced the mechanical object into American art as both a metaphor for human 

psychomotor processes and as a metonymic substitute for physical likenesses.  
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CHAPTER 3 

 

FRANCIS PICABIA: A MECHANICAL ICON  

 

As demonstrated in the previous chapter, one objective of the new psychology was to 

investigate normal human consciousness to explain both human subjectivity and psychomotor 

processes as they are related to expressions of the self. As I assessed, Gertrude Stein and Marius 

de Zayas appropriated aspects of this research into their portrait theories to satisfy their creative 

agendas. Specifically, I drew a parallel between their uses of repetition in their portraits to 

foreground habits of attention that are indicative of character. Building on this theme, I argue in 

this chapter that Stein‘s word portrait ―Portrait of Mabel Dodge at the Villa Curonia,‖ a word 

portrait of the American socialite and Steinian acolyte Mabel Dodge, and Francis Picabia‘s 

Mechanical Expression Seen Through Our Own Mechanical Expression (1913; figure 13), an 

object portrait of the exotic dancer Stacia Napierkowska (figure 14), equally illustrate the 

psychomotor automatisms cultivated through habit as an indicator of character and personality. 

In addition, the portraits also illustrate the Jamesian concept of ―knowledge of acquaintance‖ by 

associating places and objects with people and events. Therefore, I revisit ―the portraitist‘s 

presence‖ as a point of reference to explain the manner in which Stein and Picabia associate past 

events collected in memory with those of the present. 

 Mechanical Expression Seen Through Our Own Mechanical Expression is the first 

―true‖ object portrait, meaning that a symbolic object replaces the physical form of the subject. 

The painting is noteworthy, as its imagery anticipated Picabia‘s mechanomorphic series of 1915. 

Picabia saw Napierkowska perform while traveling to the United States by ocean liner in January 

1913 for the Armory Show. Napierkowska was en route to New York City to star in a Broadway 

musical opening at the Palace Theater on March 24. In his 1985 Art Bulletin article on the 

painting, ―Picabia‘s ‗Mechanical Expression‘ and the Demise of the Object,‖ Willard Bohn 

proposed, following William Camfield‘s earlier work on Picabia, that this object portrait 

corresponds to a performance by Napierkowska that was closed by the New York authorities 

because of her abbreviated costume in her ―Dance of the Bee.‖ The closure of this performance 

was reported in the New York Times on March 28 and Picabia left New York on April 10. For 
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this reason, Bohn pinpoints a possible date for the execution of Mechanical Expression Seen 

Through Our Own Mechanical Expression to this two-week period. As the watercolor is signed 

and dated, scholars generally accept Bohn‘s logic. This dating is important for Bohn‘s argument 

that Picabia‘s approach to his subject stems from Marius de Zayas‘ abstract caricatures, which 

pre-figure the object portrait genre, rather than the reverse.
97

  

 Significantly, as Bohn‘s research suggests, the execution of Picabia‘s object portrait is 

also framed by the publication of the August 1912 and June 1913 special issues of Camera Work 

that reproduced Stein‘s word portraits ―Picasso,‖ ―Matisse,‖ and ―Mabel Dodge at the Villa 

Curonia.‖  Whereas de Zayas‘ 1912 Alfred Stieglitz is, like Stein‘s ―Picasso,‖ a declaration of 

public acclaim, Picabia‘s Mechanical Expression Seen Through Our Own Mechanical 

Expression is a satiric interpretation of a specific event linked to the artist‘s initial encounter with 

the dancer on the ocean liner. As such, I argue in this chapter that the Napierkowska portrait is 

more closely linked to Stein‘s ―Portrait of Mabel Dodge at the Villa Curonia,‖ as the Dodge 

portrait also corresponds to a specific event, namely Stein‘s visit to Dodge‘s Italian villa in 

October 1912, when the portrait was written. Additionally, Stein‘s references to objects and 

spaces in the portrait serve to render the subject‘s physical movement through space and time, or 

the fourth-dimension, equally a topic explored by the new psychology. Picabia was well aware of 

this portrait as Dodge circulated it at the Armory Show. She also published an essay, 

―Speculations, or Post-Impressionism in Prose,‖ which explained the purpose of Stein‘s writing 

style, in the March 1913 issue of Arts and Decoration.   

As a consequence, I assess that in addition to de Zayas‘ abstract caricature theory, Stein‘s 

word portrait of Dodge contributed to the metonymical orientation of Picabia‘s object portrait of 

Napierkowska, thus establishing the break with mimesis in the genre‘s development. I conclude 
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that the mechanical object chosen as a metonymic substitute for the physical form of the dancer 

functions on three interpretive levels: as a functional analogy for the psychomotor mechanisms 

of the dancer‘s repeated movements, as a humorous evaluation of the public‘s response to the 

dancer‘s costume, and as an associative metaphor utilized to express the artist‘s recreated 

perception of events recorded in his memory. Picabia presents, therefore, a multidimensional 

character judgment, which, as Wendy Steiner points out, is a common strategy in portraiture.
98

 

Here, a parallel can be drawn between Picabia‘s and Stein‘s rejections of mimesis to foreground 

the evaluative function of portraiture to better illustrate the cultural interest in human 

consciousness and the fourth dimension.  

The iconographic identification of the forms in Picabia‘s object portrait of Napierkowska 

is a source of contention. Bohn‘s interpretation is the basis for one of the two most significant 

articles about the watercolor. The other, Linda Dalrymple Henderson‘s ―Francis Picabia, 

Radiometers, and X-Rays in 1913‖ (1989), challenged Bohn‘s identifications to reveal the 

portrait‘s connection to those artists and intellectuals interested in the fourth dimension. As both 

articles are important for this study, I address their iconographic analyses in my description of 

the object portrait. 

Mechanical Expression Seen Through Our Own Mechanical Expression is a watercolor 

and pencil on paper measuring 7 ¾ by 6 ¼ inches. At the center I an outlined form reminding 

one of an inverted round glass flask from a science lab. Extending through its short neck is a 

long stem, which is bent at two right angles and terminated in a small knob within the glass 

globe. ―New York‖ is penciled above the bend in the stem, and ―Npierkowska‖ is written 

beneath the whole. Flanking the globe, along either vertical edge of the paper, are two red 

rectilinear shapes. A diagonal line extends downward from the rectangle on the viewer‘s right to 

the bottom of the page, creating a triangle that appears to be behind the central globe apparatus in 

the rudimentary space Picabia construct. To the left of the globe apparatus is a stack of four box-

like shapes, the top one being lightly smaller and stepped back from the left vertical edge of the 

whole stack. The title of the watercolor is printed freehand at the top of the paper. 

The globe apparatus is identified by Bohn as a radiometer, or light mill, an instrument for 

measuring the intensity of radiant energy from a light source by means of the torsional twist of 

pinwheel vanes suspended by a wire or on a spindle in a partially-evacuated, sealed, transparent 
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glass globe (figure 15). In Picabia‘s watercolor, the radiometer is missing its four vanes, 

although Bohn refers to the knob as a single vane. For comparison, Bohn also reproduces a 

photograph of Napierkowska in which the dancer is poised on one foot, leg extended, with her 

arms raised in a stylized gesture (figure 14). Her pose not only recalls the shape of the bent 

spindle of the radiometer, but her dance would echo the rotating vanes of the object, were it to 

function. Bohn suggests that the object corresponds to Napierkowska by means of functional 

analogy and that she, like the radiometer, expresses her art while in the limelight.
99

 Thus, the 

radiometer becomes a metonymic substitute for the dancer‘s nearly nude body in motion. 

 Floating before the red, rectilinear forms on either side of the radiometer are black 

rectangular and wedged-shaped forms. Bohn identifies these forms as the windows of tall 

buildings. By means of this interpretation, the triangular shape might be read as a street receding 

in space. He determines, therefore, that the Napierkowska-radiometer is located on a street 

between two skyscrapers, themselves metonymic of New York City. He identifies the form to the 

left of the radiometer as looking like a chest-of-drawers or, given the name of her dance, a stack 

of commercial beehives, but he is otherwise unable to ascribe any other relevant identity to the 

shape.  

 Bohn reads the portrait as a sexual metaphor in which the glass of the radiometer 

represents a giant uterus with a dangling fallopian tube, while the bent line, with its knob-shaped 

terminus inserted half way into the globe is a sperm. However, he notes that the radiometer has 

been ―unplugged,‖ its partial vacuum broken, rendering it useless and the ―sperm‖ unsuccessful 

in reaching its target. While missing the obvious―that Picabia‘s radiometer is denuded of its 

vanes, forcing Napierkowska‘s dance to come to a stop, as her nearly-nude body did in real 

life―Bohn concludes, nevertheless, that the broken radiometer symbolizes both the closure of 

Napierkowska‘s show and her failure to fertilize New York City culturally.100
 The object portrait 
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thus corresponds to her profession, a particular incident, and a specific location.  

 Bohn‘s primary interest was in securing the date of the watercolor and in drawing a 

functional analogy between the radiometer and Napierkowska, to demonstrate that Picabia was 

seeking to find an abstract symbolic language and presiding over the demise of the painted object 

as a realistic signifier for its counterpart in the real world. Bohn did not speculate further about 

Picabia‘s iconography or its potential significance. 

 In contrast, Henderson argues that the object representing Napierkowska is a radiometer 

that has been adapted to function as a cathode-ray tube. Sir William Crookes, a British chemist 

and physicist, invented the radiometer in 1876. Roughly concurrently, he also invented the 

―Crookes tube,‖ a cathode-ray tube, which is a partially-evacuated glass tube with two metal 

electrodes at either end. When high voltage is applied to the electrodes, one a cathode and one an 

anode, electrons travel in a straight line from the cathode to the anode, producing cathode rays. 

German physicist Wilhelm Röntgen would discover the X-rays produced by a Crookes tube in 

1895. As Henderson illustrates, even electric light bulbs could be modified to function as 

Crookes tubes, so she does not reject Bohn‘s interpretation of the globular shape in Picabia‘s 

watercolor, but builds upon it.
101

  

 Where Bohn failed to find a convincing identity for the ―chest-of-drawers‖ shape, 

Henderson identified it as an induction coil atop its characteristic stair-step base, the induction 

coil being necessary to step up the voltage of the current essential for X-ray equipment. The 

knob-shape for her is a primitive cathode, although nothing representing an anode appears in the 

watercolor. Bohn‘s otherwise unexplained ―fallopian tube‖ extending from the top of the 

globular shape becomes for Henderson a vestige of the pump then used to create the near-

vacuum inside the glass. She does not fully accept Bohn‘s identification of the fenestrated 

―skyscraper‖ shapes, because Picabia included ―windows‖ that appear to float upwards, 

independent of the ―buildings.‖ She identifies these as akin to geometric projections used by the 

                                                                                                                                                                                           

metaphor of penetration and/or fertilization. The stopper has been removed to allow its contents 

to flow out signifying sexual release or orgasm. See page 674; In a special cable sent to the New 

York Times on April 26 from Paris, Napierkowska complained about her charge of indecency. 

She said of New Yorkers, ―What a narrow-mined people they are―how utterly impervious to 
any beautiful impression!‖ Reported in ―Paris Dancer Dislikes Us,‖ New York Times, April 27, 

1913.   
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architect Claude Bragdon to explain the passage from higher to lower dimensions, as illustrated 

in the diagram ―Personalities: Tracings of the Individual (Cube) in a Plane‖ from his 1912 book 

Man the Square: A Higher Space Parable.  Henderson connects the whole to the new form 

language with which Picabia sought to paint both interior essences and a higher, four-

dimensional reality. She concludes that Picabia‘s goal was to illustrate the invisible, encouraged 

as he was by the discovery of X-rays, and to demonstrate the inadequacy of human sense 

perception.
102

 Thus while Bohn‘s and Henderson‘s iconographic interpretations diverge for their 

specific agendas, both authors conclude that the watercolor becomes a statement concerning the 

deficiencies of realist traditions in art.
103

  

  Bohn further documents that Picabia‘s object portrait of Napierkowska was not included 

in the artist‘s exhibition at 291 from March 17 to April 5, 1913. However, another watercolor 

about Napierkowska was among the show‘s sixteen watercolors and drawings, all executed while 

Picabia was in New York City for the Armory Show. Star Dancer on a Transatlantic Liner 

(1913; figure 16) is a cubist composition illustrating Napierkowska‘s performance on the ocean 

liner. The wash of colliding rectilinear and organic forms expresses his ―impressions‖ of the 

voyage, not the dancer specifically. Following Picabia‘s show, nine of de Zayas‘ abstract 

caricatures were exhibited at 291, from April 8 to May 20. Since Picabia sailed for France on 

April 10, Bohn suggests that Mechanical Expression Seen Through Our Own Mechanical 

Expression may have been executed after the de Zayas exhibit went up and before Picabia‘s 

departure. For this reason, Bohn links the format of Mechanical Expression Seen Through Our 

Own Mechanical Expression to Picabia‘s experimentation with de Zayas‘ abstract caricature 
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theory. He considers the object portrait to be an isolated experiment by Picabia at this time, 

whereas de Zayas‘ abstract caricatures represent a new genre of expression.
104

 

 Significantly, Stieglitz included a reproduction of Picabia‘s Star-Dancer on a 

Transatlantic Liner in the June 1913 special issue of Camera Work, which reproduced Stein‘s 

―Portrait of Mabel Dodge at the Villa Curonia.‖ The issue provides a significant link between the 

two, as both Stein and Picabia were felt to represent the ―New Art.‖ In the wake of the Armory 

Show, the special issue was realized as a commentary on, and summation of, the past year‘s 

breakthroughs in the ―New Art.‖ The issue opened with Stein‘s portrait of Dodge followed by 

the essay ―Speculations,‖ which Dodge had published earlier in Arts and Decoration. The 

prominent position of the portrait and essay in the special issue is a testament to the role Stein 

played as the literary exemplum of the new art. Stieglitz also included other essays devoted to 

the new art, as well as three Cézanne reproductions, a landscape by Van Gogh, and Picasso‘s 

famous portrait of Stein.  

 Stein wrote the portrait of Dodge in October 1912 during a visit to her villa in Italy. 

Dodge returned to New York City from Italy in late November 1912 with ―Portrait of Mabel 

Dodge at the Villa Curonia‖ in hand. She had three-hundred copies of the portrait bound in 

various Florentine wallpapers, which she circulated during the Armory Show. Lois Palkin 

Rudnick, a Dodge biographer, states that the portrait was one of the most talked about violations 

of common sense at the Armory Show. She further documents that Dodge and cultural critic Carl 

Van Vechten became Stein‘s most fervent admirers, each displaying an understanding of her 

experimental writing when others professed incomprehension.
105

 Dodge and Van Vechten made 

it their responsibility to introduce New Yorkers to Stein‘s writing. They also kept Stein informed 

of the American public‘s reaction to her work, as surviving correspondence confirms. For 
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example, Dodge sent a letter to Stein exclaiming that Picabia had read the portrait and 

understood her creative objectives. She also arranged for Stein to meet Picabia upon his return to 

Paris.
106

 Dodge played many roles, from socialite to political agitator. But none was more 

important than her support for the American avant-garde, especially in her serving as a liaison 

between the Stieglitz and Stein circles.   

 The word portrait of Dodge is in sharp contrast to ―Picasso.‖ One cannot locate Picasso in 

time or space because his specific value, to borrow a term from de Zayas, is linked to that which 

he brings out of himself, his inner being or spiritual self. Stein conveys Picasso‘s character by 

describing those habits of attention that contribute to his work ethic and substantial 

accomplishments. Moreover, this analysis is based on a character judgment grounded not only in 

the portraitist‘s perceptions of the subject but also in the portraitist‘s perceptions of judgments 

made by others. In contrast, the word portrait of Dodge describes the duration of Stein‘s visit to 

the subject‘s villa. The presentation of Dodge‘s ―character‖ is, therefore, tied to a specific place 

and time. As Stein observes her subject, she defines her more by physical actions, movement 

through the spaces of the villa, and emotional attachment to objects, people, and spaces than by 

work ethic or accomplishments.  

The title of the portrait establishes the primary subject and setting. Other than that, 

neither Dodge nor the villa is described mimetically. However, the tone of the word portrait is 

established in the first line. One can infer that the days and nights pass in an informal atmosphere 

filled with much activity, energy, and distractions. Stein shifts between the present and past, 

which signals the portraitist‘s presence as both a participant and observer. The visit is purely 

social, as there are other people present. Stein signals that the portrait is a collection of moments 

in the third line which states: ―The intention is what if application has that accident results are 

reappearing.‖ The subject of this sentence is ―the intention,‖ meaning the intention of the visit or, 

possibly, the intention of the portrait. The predicate tells the reader that there is no specific 

agenda. The purpose of the visit is the ―result‖ of ―what if,‖ ―accident,‖ or ―reappearing.‖107
 

Thus, the intention of the portrait is to chronicle the duration of the visit and the events as they 
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are occurring.  

If, however, the portrait can be defined as a character assessment, then the assessment is 

based on Stein‘s perception of Dodge‘s part in the events that unfold. Thus, one subject is the 

visit to a specific place and the people and objects that inhabit the spaces at that particular 

moment. The other subject is Dodge, the hostess, whose object of attention is her guests and the 

space in which the events take place. As such, the nonrestrictive clauses evoke multiple 

associations and shifts in meaning, which is a comment on Dodge‘s mercurial personality.  

For example, if the following paragraph is taken as a whole, the moment described 

appears to be located in the kitchen or dining room of the villa. 

  

 A bottle that has all the time to stand open is not so clearly shown when there is green 

color there. This is not the only way to change it. A little raw potato and then all that softer does 

happen to show that there has been enough. It changes the expression.
108

 

 

The objects, a bottle and a raw potato, provide a clue to the location. The word enough suggests 

the end of a meal, possibly. The sentence ―it changes the expression‖ captures a change in mood. 

Therefore, whatever occurred in this space caused a change of some sort among the guests. 

However, the first line of this paragraph suggests that the bottle is being described. Mary Ann 

Dekoven provides several readings of this line. One is that it is a description of a specific bottle 

at Dodge‘s villa. Thus, the words in this sentence structure are composed to describe the bottle as 

a cubist object. The other reading is that it is symbolic of Dodge herself, who, as a wealthy 

socialite, has ―all the time in the world to stand open.‖ DeKoven determines that interpretations 

of this line, and thus the portrait itself, are indefinite. For this reason, she suggests that the 

purpose of the portrait is to explore the experience of language and the pleasure of the text.
109

    

Another significant difference between Stein‘s portrait of Picasso and that of Dodge is 

the sensual, as opposed to cerebral, experience of words. Stein‘s use of repetition in the Picasso 

portrait is methodical with a narrow range of word choice that focuses the reader‘s attention on a 

recreation of his inner being. The Dodge portrait, on the other hand, is whimsical with an array 

of sensorial associations. Dodge‘s physical presence is evoked through sounds such as random 
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noises, arguments, laughing, and the sound of breathing. Her movements are almost dramatic as 

she ―glides through hallways‖ or ―abandons gardens.‖ Her collection of objects such as blankets, 

a bed spread, bottles, food, a toy, a wagon, and clothing also signal movement from space to 

space. Textures and colors evoke the different rooms and changes in mood as Dodge, who is 

never alone, interacts with people coming and going. Stein associates Dodge with her 

possessions, her role as hostess, and her movement through the spaces of the villa. Her specific 

value is, therefore, primarily material as it defines her social self.   

At the same time, the visit captures the constant shifts in Dodge‘s attention. While there 

is no specific task to complete, as the visit is simply a visit, Dodge is distracted by the comings 

and goings, packing and unpacking, stops and starts of tasks, and interruptions. The complexity 

of her job as hostess is expressed in the following paragraph: 

 

In burying that game there is not a change of name. There is not perplexing and co-

ordination. The toy that is not round has to be found and looking is not straining such relation. 

There can be that company. It is not wider when the length is not longer and that does make that 

way of staying away. Everyone is exchanging returning. There is not a prediction. The whole day 

is that way. Anyone is resting to say that the time which is not reverberating is acting in 

partaking.
110

  

 

The shift in point of view from ―there is‖ to ―it is‖ to ―everyone is‖ or ―anyone is‖ also captures 

the disjunctive nature of this recreated moment. Moreover, Stein‘s use of nonsense verse and non 

sequiturs challenges the reader‘s ability to infer meaning from the text in the traditional, linear 

manner. The ambiguous nature of many of these statements, therefore, leaves the interpretation 

open to double entendre. However, as confusing as the portrait is, the rhythmic nature, rhyming, 

and alliteration add a pleasant and humorous tone when the text is read aloud.  

At the same time, the disconnected moments capture Dodge‘s inability to remain 

attentive, a character flaw that Stein viewed as a sign of a weak intellect and memory. Therefore, 

Dodge‘s flighty personality is in sharp contrast to Picasso‘s solid character. He manages to 

remain attentive to his work, whereas she is distracted by people, objects, and spaces. The two 

portraits reveal the difference between presenting an inner analysis of one‘s character and the 

outer display of personality.  

As a psychological portrayal of the subject, the portrait of Dodge functions on many 
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levels. Wendy Steiner categorizes this portrait as a second-phase portrait and argues that this 

style is allegorical in that the surface level is accompanied by one or more interpretive levels. In 

fact, Steiner explains that second-phase portraits are ―doubly representational—imitatively so on 

the surface, and conventionally so on the interpretive level.‖ Therefore, Steiner suggests that the 

reader is to experience Jamesian ―knowledge of acquaintance‖ with the subject, with clues 

leading the reader to different levels of cognition.
111

 For example, James stated of the social self 

that there are ―as many social selves as there are individuals who recognize him and carry an 

image of him in their mind [James‘ italics].‖ Adding to this complexity, James posits that an 

individual generally has ―as many different social selves as there are distinct groups of persons 

about whose opinions he cares [James‘ italics].‖112
 For this reason, on the surface, the 

complexity of the Dodge portrait is embedded in presenting the social self as the sum total of 

everything that the subject identifies with, including the external material self and all it 

possesses.    

On an interpretive level, the portrait is a recreation of Stein‘s collection of memories 

from her visit to the villa. When recalling a person in memory, one often associates the person 

named with an object that the person possesses, a sound heard when in their presence, a smell, or 

a place. In the chapter ―Association,‖ in The Principles of Psychology, James explains the 

physiological and psychological actions that determine the order through which thought is 

presented for comparison, selection, and decision in memory. James views this process as 

mechanical, embodied in habit, and associated by contiguity. In addition, James places an 

emphasis on visual associations stating: ―Association, so far as the word stands for an effect, is 

between THINGS THOUGHT OF―it is THINGS, not ideas, which are associated in the mind. 

We ought to talk of the association of objects, not of the association of ideas [James‘ italics and 

capitals].‖ Accordingly, the senses determine the sequence of association in the memory through 

habit. For example, one might associate the smell of bacon with breakfast. The two are 

sensorially connected through the habit of having bacon for breakfast. James expounds on the 

degree to which each sense contributes to habit, with that of vision and hearing forming the most 
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habitual series. He describes the sequence of associations as a train or links in a chain.
113

 

 As for association with place, James defined place as ―a feeling or coalescence of 

different spaces,‖ the piecemeal experience of which is attributed both to sensation and 

perception, spatially synthesized by the mind.
114

 The collection of moments is, therefore, much 

like the gathering of pieces in a synthetic cubist collage. That is, the materials of the everyday 

world are arranged seemingly arbitrarily into a unified whole, however disjunctive the 

presentation of the whole may appear to be. Essentially, the fragmented moments described in 

the portrait of Dodge are to be experienced for what they are; moments, each one of which is 

connected by Dodge‘s energetic negotiation of the spaces through which she moves.  

 In ―Portrait of Mabel Dodge at the Villa Curonia‖ the sensuous nature of the subject is 

revealed as she not only moves through but also merges with her tactile environment. Thus, the 

spaces of the Villa Curonia through which Dodge moves and the objects with which she engages 

are the raison d’etre of the portrait. From the text emerges a new type of portrait that captures 

the essence of a person‘s existence rather than the superficiality of appearance. Dodge‘s physical 

description is irrelevant because physical appearances reveal little about the complexity of 

human existence. Instead, Stein‘s perception of Dodge is associated with the villa. When she 

thinks of Dodge, she thinks of specific spaces, the objects within those spaces, and the people 

and events that played out during her visit. Stein signals that the portrait is composed in memory 

from the following line: ―There can be the likelihood of all the days not coming later and this 

will not deepen the collected dim version.‖ An understanding of the fragmentary arrangement of 

collected moments as a continuous whole is dependent both upon the portraitist‘s memory and 

the presentation of those moments in a contiguous mental construct of perception. 

 In keeping with this idea, Stein‘s Dodge personified what Rudnick describes as the 

―discontinuous motion‖ and ―life-renewing energies‖ that Stein associated with being an 

American in the twentieth century. Furthermore, Rudnick explains that the fluidity of Dodge‘s 

character was a cause for delight rather than dismay, while the incoherence of her ―intensity of 

movement‖ was justified by her dynamic personality. Therefore, she proposes that the portrait 

captures a realm of being in which value is not associated with complex moral and psychological 
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states. Instead, value is found in aesthetic and sensuous pleasure abstracted from moments that 

have ―no logic or motivation outside themselves.‖ Rudnick uses the following quotation by Stein 

to illustrate her point:  

 

 This generation has conceived an intensity of movement so great that it has not to be seen 

against something else to be known, and therefore, this generation does not connect itself with 

anything, that is what makes this generation what it is and that is why it is American, and this is 

very important in connection with portraits of anything. 
115

 

 

In addition, Stein‘s word portrait of Dodge can be regarded as an illustration of the 

American avant-gardes‘ understanding of the fourth dimension, because her description of the 

subject captures the dynamism inherent in negotiating space and the objects within those spaces 

as a continuum. While the location of the event and the primary object of attention are named in 

the title, the duration of the event and the physical objects, sounds, smells, sights, and textures 

are then arranged to form a continuous whole. 

Thus, those members of the American avant-garde circle already steeped in thinking 

along these lines recognized the advanced nature of the Dodge portrait. For this reason, Van 

Vechten and Dodge attempted to explain Stein‘s experimental writing style to a perplexed 

public, as Stieglitz and Hapgood had done with the earlier portraits. Van Vechten‘s article 

―Cubist of Letters Writes a New Book,‖ published in the February 24, 1913, issue of the New 

York Times, discussed Three Lives and quoted passages from her word portraits of Picasso and 

Dodge. He explained that Stein was creating a new literary form, and he suggested that readers 

would find pleasure in the musical cadence of her words, whether or not they understood what 

she was saying. Dodge‘s essay ―Speculations, or Post-Impressionism in Prose‖ recognized 

Stein‘s writing as a break with the traditional usages of language, which she, too, compares to 

Picasso‘s painting style. But, in contrast, Dodge‘s main theme in the essay is consciousness. She 

explains that Stein is ―impelling language to induce new states of consciousness‖ through the use 

of ―familiar words to create perceptions, conditions, and states of being, never before quite 

consciously experienced.‖ Dodge attributes the new movement in art to the desire to expand 

consciousness, to allow consciousness to burst ―through the moulds that have held it up to now.‖ 

To this end, she encourages her audience to read the portrait aloud in an effort to appreciate the 

words as ―pure sound,‖ freeing the mind from conventional usage. Thus, she concludes, Stein‘s 
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portraits allow readers to become conscious of the fourth dimension.
116

  

  At this time, the uses and meanings of popular culture‘s conceptualizations of the fourth 

dimension were fluid and often subject to misappropriation and distortions. Henderson 

documents such disparities in her 1982 Arts Magazine article ―Mabel Dodge, Gertrude Stein, and 

Max Weber: A Four-Dimensional Trio.‖ Henderson points out that the notion of the fourth 

dimension was adopted by modern artists and critics, both to justify and explain the distortion of 

form and rejection of Renaissance perspective evident in modernist painting. She attributes the 

impetus for a discussion of the fourth dimension among the American avant-garde to American 

artist Max Weber‘s 1910 essay ―The Fourth Dimension from a Plastic Point of View,‖ published 

in the July 1910 issue of Camera Work. She defines the fourth dimension, as used in cubist 

theory, as an ―ideal reality‖ attained through ―new spatial perceptions based on tactile and motor 

sensations.‖ She compares this definition to Weber‘s, which associated the fourth dimension 

with the shifts in perspective and structural use of color evident in Paul Cézanne‘s paintings. 

Henderson further documents that Weber, Dodge and Stein advocated new approaches to 

traditional visual and verbal language systems in their quest to illustrate the fourth dimension.
117

         

 Picabia‘s object portrait of Napierkowska is an example of such an approach. Like 

Stein‘s word portrait of Dodge, Picabia reveals his perception of the dancer through the intensity 

of movement within the spaces of a specific location. While his earlier portrait of Napierkowska, 

Star-Dancer on a Transatlantic Liner, also illustrated movement through space and time, the 

new approach reveals his debt to Stein and de Zayas. The value-laden object eliminates 

resemblance for a correspondence between the object and the subject. Whether the object is a 

radiometer or a cathode-ray tube, the object chosen as a metonymic replacement for 

Napierkowska dancing corresponds to both her stylized physical form in motion and Picabia‘s 

mental association of her with an object to describe visually the physiological functions that 

animate human consciousness. Therefore, the title alludes to how the sequence of the dancer‘s 

movements becomes second nature, or, as James states, ―a habit of this kind once become 
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inveterate may go on automatically.‖118
    

Furthermore, like Stein‘s portrait of Dodge, Picabia‘s object portrait presents a surface 

level and several interpretive levels, as many of the forms in the object portrait are doubly 

representational. For example, the red forms on either side of the object may correspond to the 

red curtains that were a feature of Napierkowska‘s stage, an interpretation neither Bohn nor 

Henderson promote. However, if the red forms also correspond to buildings and Bragdon‘s 

diagram, then Picabia not only locates the object to more than one place, one of which may be on 

the ocean liner, but he also symbolically illustrates movement through the spaces of those 

locations.   

 At the same time, the repetition of the words mechanical expression further suggests 

Stein‘s use of repetition in her portraits to capture the succession of moment-by-moment 

experiences perceived by the portraitist within a continuous present. Like Stein, Picabia uses 

language as representation, with the pun on the word mechanical constructing a complex, 

polysemous visual reality, as the multiple interpretations of the watercolor reveal. For example, 

one meaning of the portrait is dependent upon the identification of the object as an X-ray tube, as 

opposed to a radiometer. If the object is indeed an X-ray tube, then it alludes to multiple 

interpretations for the events surrounding the closure of Napierkowska‘s New York show. Art 

historian Barbara Zabel recounts that the technological advances in medicine, such as the 

stethoscope, speculum, and X-rays, sparked a change in the perception of the human body. X-ray 

technology in particular validated perceptual reality as only one aspect of reality. At the same 

time, Zabel points out that looking at X-rays was considered indecent and therefore associated 

with sexuality. In accepting Henderson‘ reading and likening Napeirkowska to a ―schematized 

X-ray tube from which sparks fly,‖ Zabel determines that Picabia‘s object portrait of 

Napierkowska allows the artist to lay bare the sexual vitality of Napierkowska‘s revealing dance, 

while also lampooning the public‘s response. Zabel concludes that Picabia used the machine, 

therefore, to mock human nature.
119

 A comparison can be drawn here to Stein‘s ambiguous 

syntactical constructions to expose Dodge‘s highly sexualized persona.  

 The multiple associations attached to the reference to X-ray technology may also explain 
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the elision of the ―a‖ in Napierkowska‘s name. ―Npier‖ may be a pun on ―peer in,‖ meaning ―to 

peer inside,‖ which is what X-ray technology and portraits do, although, of course, it may also 

suggest ―peering inside‖ the transparent glass radiometer. In addition, the high vantage point of 

the composition allows the viewer to ―peer into‖ the city. Thus, Picabia makes an evaluative 

comment on the city‘s purported sophistication and forward thinking while also referencing the 

fad for elevated viewpoints of the city in contemporary photography and painting exhibited at 

291 and reproduced in Camera Work.
120

 The closure of Napierkowska‘s show removed the mask 

and exposed the narrow-mindedness, as Napierkowska exclaimed, of American culture. One of 

Stieglitz‘s goals was to educate Americans about modern artistic expression. Unfortunately, the 

New York authorities‘ reaction to the dancer‘s visual expression proved that Stieglitz‘s mission 

was futile.  

 Whether one accepts Bohn‘s interpretation or Henderson‘s, Picabia‘s appropriation of 

radiometric or X-ray technology to stand for Napierkowska‘s nearly nude dancing body 

functions not only as a descriptive and transformative metaphor, but also as evidence of the 

changes in human self-reference and self-consciousness that mark the modernist mind in the 

mechanical age. Picabia abandoned the object portrait genre upon his return to Europe in April 

1913. Significantly, he readdressed the format when he returned to the United States in 1915 

while working with de Zayas on the magazine 291. These portraits will be discussed in chapter 5, 

as they mark the artist‘s use of the genre as a protest against traditional modes of identity 

construction. Mechanical Expression Seen Through Our Own Mechanical Expression, on the 

other hand, establishes Picabia as an initiator of the object portrait genre.  

As I have demonstrated in this chapter, the eclectic field of early twentieth-century 

psychology provided a rich source of material for writers and artists to explore. From character 

analysis to the fourth dimension, the new psychology enlivened the liberal arts and challenged 

traditional ways of describing phenomenal experience. Stein not only described the moment-by-

moment experience of consciousness in her word portraiture, she also appropriated James‘ 

exegesis on visual and spatial associations to explore how the mind collects past events in 

memory, then recreates them in the present. Her closed system of association reveals the manner 
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in which she determined the themes of the modern psychological word portrait. Thus, by 

recreating the object of attention through word choice, repetition, and associations one can 

convey ―knowledge of acquaintance.‖  

In a like manner, chronicling a series of events in a visual portrait presented a challenge 

to the modern visual artist. Thus, Picabia drew upon the symbolic language of psychology to 

create a non-mimetic portrayal of a series of events. His choice of object offered many 

interpretive levels of association, thus establishing a new genre of expression. For this reason, a 

parallel can be drawn between Picabia‘s Mechanical Expression Seen Through Our Own 

Mechanical Expression and Stein‘s ―Portrait of Mabel Dodge at the Villa Curonia‖ as both 

capture movement through space and time.   

 The next chapter addresses the last initiator of the object portrait genre, Marsden Hartley. 

As Hartley and Stein were close friends, his approach to the object portrait genre developed 

along similar lines as her word portraiture. In addition, his interest in alternative religions led 

him to construct a mystical persona. He utilized the object portrait genre to explore the religious 

constitution.   
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CHAPTER 4 

 

MARSDEN HARTLEY: MYSTICAL ICONS  

 

 The previous chapters established the manner in which the visual artists Marius de Zayas 

and Francis Picabia drew inspiration from Stein‘s word portraits ―Picasso,‖ ―Matisse,‖ and 

―Portrait of Mabel Dodge at the Villa Curonia‖ to create an alternative approach to representing 

a ―likeness‖ of their human subjects. As Stein‘s portrait theory was indebted to James‘ system of 

characterology, in which the habits of attention that one cultivates were seen to be a determinant 

of character, the artists rejected mimesis to create, instead, psychological studies of their 

subjects‘ character and personality. Thus, chronicling the moment-by-moment perception of 

human consciousness magnified the artist‘s presence in the portrait dynamic and thrust the self-

referential nature of the portrait genre into the foreground. The cultural interest in psychology, 

therefore, challenged the visual and verbal artists to recreate the meaning and structure of the 

portrait genre. 

 Yet another artist‘s works come to mind in consideration of Stein‘s impact. Between 

1912 and 1916, Marsden Hartley painted a series of unconventional portraits, for example, 

Portrait Arrangement No. 2 (1912–1913; figure 17), a collage-like arrangement of mystical 

symbols, Raptus (1913; figure 18), a portrait of a word, Portrait of Berlin (1913; figure 19), a 

portrait of a place, Portrait of a German Officer (1914; figure 20), an object portrait of the World 

War I German military officer Karl von Freyburg, and One Portrait of One Woman (1916; figure 

1), the object portrait of Stein discussed in the introduction. The designation of these paintings as 

―portraits,‖ however, is problematic as they illustrate the artist‘s perceptions nor only of people 

but also of places and states of mind. Instead, the designation ―psychological portrait‖ or ―object 

portrait‖ better conveys their purpose and function, which is to illustrate the subject named in the 

title as the object of the artist‘s attention. This chapter examines the manner in which Stein‘s 

experimental word portraits of objects and places and the cultural interest in subconscious and 

unconscious states of mind explored in psychological discourse informed Hartley‘s 

unconventional approach to portraiture. 

 The aim of this chapter is two-fold. First, I seek to link Hartley‘s portraits thematically to 
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James‘ characterization of the religious personality as described in The Varieties of Religious 

Experience (1902). According to James, the religious personality forms when one selects abstract 

or concrete objects, associated in the subconscious with an unseen mystical realm, on which to 

focus as a habit of attention. As I argue, the significance of this theme in Hartley‘s paintings is 

bound up in the accumulated associational power that James imparts to religious words used to 

describe mystical experiences, some of which are ineffable, like rapture. Within this frame, I 

interpret Portrait Arrangement No. 2 an illustration of the artist‘s religious constitution, Raptus 

as a portrait of saintly passivity, Portrait of Berlin as an illustration of the artist‘s mystical 

attachment to place, and Portrait of a German Officer as an iconic portrait of saintly heroism and 

sacrifice. 

  Second, as Portrait of Berlin is also an expression of Hartley‘s identity as an American 

expatriate living in Europe, I draw parallels between this portrait and Stein‘s exilic portrait of a 

place, ―Flirting on the Bon Marche‖ (1910–1912). Significantly, composing portraits of places 

led Stein to develop a writing exercise in which she focused exclusively on visual sensations.  

The result of this exercise was a collection of word portraits of objects published in Tender 

Buttons: Objects, Food, Rooms (1912; published 1914).
121

 These two portrait phases form a 

transition between the reiterative style of ―Picasso‖ and the more imagistic style of ―Portrait of 

Mabel Dodge at the Villa Curonia.‖ In Tender Buttons, the words used to describe the objects 

named in the titles of each portrait are based on associational resemblances rather than on 

physical description. Stein concentrates exclusively on how the words used to describe an object 

or place resemble the object of attention through association. For this reason, scholars often 

compare Tender Buttons to synthetic cubist collage in which materials from the everyday world 

such as newspapers, labels, ticket stubs, or product packaging are pasted onto a flat surface and 

re-presented as an object of artistic expression. In Portrait of Berlin, Portrait of a German 

Officer, and One Portrait of One Woman, the collage-like arrangement of objects and symbols 

relate non-mimetically to the subjects alluded to in the titles. Therefore, I draw a parallel 

between the composition of Hartley‘s portraits and the ―plastic‖ arrangement of words employed 

by Stein to describe her perceptions of objects in Tender Buttons.
122

 I conclude this chapter with 
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an iconographic analysis of One Portrait of One Woman, which, as I argue, pays homage to 

Stein as a visionary, prophet, and paragon of modern saintliness.  

 Art historians agree that Hartley‘s friendship with Stein was an integral part of his artistic 

development during this period.
123

 They also agree that his adoption of the object portrait genre 

is connected to her word portraiture. As mentioned in the introduction, Hartley may have seen 

the ―Picasso‖ and ―Matisse‖ manuscripts at 291 before he left the United States for Europe in the 

spring of 1912. If not, Stieglitz sent the August 1912 special issue of Camera Work, as well as 

subsequent issues, to Hartley in Paris. In a letter to Stieglitz, Hartley acknowledged that he was 

eager to discuss the special issue with Stein when she returned to Paris from Spain that 

September. In addition, he later commented on ―Portrait of Mabel Dodge at the Villa Curonia‖ to 

Stieglitz months before it was published in the June 1913 special issue of Camera Work. Stein 

also contributed excerpts from a portrait play entitled IIIIIIIIII (1913), which included Hartley as 

a character, as a foreword in the catalogue to his 1914 exhibition at 291.
124

 However, scholars 
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external world. Stein‘s writing is often compared to Paul Cézanne‘s paintings because paint is 
used structurally rather than mimetically. For this reason, paint is appreciated as a material 

instead of as a means through which to illustrate the illusion of reality. 
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have yet to assess the depth and sophistication with which Hartley engaged with Stein‘s portrait 

theory. 

  Moreover, Hartley and Stein shared an interest in James‘ philosophy. In fact, Stein lent 

Hartley a copy of The Varieties of Religious Experience in the summer of 1912. The Varieties is 

in sharp contrast to the broader physiological survey of human consciousness in The Principles 

of Psychology. Instead, the text locates religious feelings in the subconscious and seeks to 

understand what part it plays in the development of a religious constitution. James views the 

subconscious as a ―doorway‖ that mediates between the unseen, mystical region and 

consciousness. In addition, the subconscious serves as both a container of inactive momentary 

memories and the portal through which one sees visions, hears voices, experiences raptures, and 

communes with the unseen mystical realm. As he explains, mystical states of consciousness 

embody one or more of the following characteristics: ineffability, noetic quality, transiency, and 

passivity, the last of which is often marked by a secondary or alternative personality, prophetic 

speech, automatic writing, or the mediumistic trance.
125

   

 Raptus, an oil painting on canvas measuring 39  by 32 inches, is a visual illustration of 

James‘ description of the mystical state of rapture, defined as the elevation of the soul towards 

God, experienced by such religious figures as Saint John of the Cross and Saint Teresa of Avila. 

Hartley intended Raptus to be the first in a series of ―portraits‖ of religious words that James 
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used to describe mystical states of consciousness in his text.
126

 In the painting, the word raptus, 

lettered in red, appears mid-canvas on a white rectilinear plane. Above the word, a multi-colored 

Borromean ring, a symbol of the ineffable conceptualization of the Trinity, forms the center of 

larger concentric circles of white, yellow, red, and blue. The circles of the Borromean ring and 

one of the larger white circles are sectioned. Superimposed on this Borromean ring is a white 

triangle, which marks the intersection of three sword-like white blades with streaked with red 

and yellow. These blades simultaneously suggest rays of light. The vertical blade bisects the 

painting, its tip terminating in a second, larger Borromean ring at the painting‘s bottom. The 

other two extend downward diagonally, seemingly extending beyond the painting‘s edges on 

either side. The bottom rings are painted in blue and white with warm yellows and reds inside 

and a cool halo of green around the outer edge. This collection of mystical forms dissolves into a 

background of painterly planes of warm and cool colors suggestive of the refracted light of 

stained-glass windows. Thus, Hartley transforms James‘ description of the mystical state of 

rapture into a symbolic display of color and form.  

 The broader theme that ties James and Hartley together—and for which this painting is an 

appropriate symbol—is the cultural interest in transforming mysticism into a more modern, 

universal form of spirituality. By the end of the nineteenth century, mysticism became what 

religious scholar Lee Eric Schmidt defines as ―a global species of religious experience with 

innumerable subspecies‖ ranging from Hinduism and Sufism to Swedenborgianism and 

Transcendentalism. Texts like The Varieties reveal the extent to which mysticism, via 

Transcendentalism, became woven into the religious and social fabric of the United States. As 

Schmidt describes, the Transcendentalists remade mysticism into both a definable American 

experience and a universal religion independent of time and space. At the same time, he notes, 

intellectuals like James further infused mysticism with a more ―solitary subjectivity.‖127
  

 Hartley‘s symbolic use of color and form has been traced to a variety of sources. As art 
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historian Gail Levin notes, Hartley often combined motifs from Eastern religions, like Hinduism 

and Buddhism, with Christianity in a style he referred to as ―cosmic cubism.‖ In addition, 

Hartley‘s strong background in Transcendentalism fostered an interest in alternative religious 

movements, like Madame Helena Blavatsky‘s Theosophical Society, and Christian mystical texts 

by German theosophist and mystic Jakob Böhme and medieval German theologian and mystic 

Meister Eckhart. Furthermore, philosophical texts, such as Henri Bergson‘s Time and Free Will 

(1889) and Creative Evolution (1907), Canadian psychologist Richard Maurice Bucke‘s Cosmic 

Consciousness: A Study in the Evolution of the Human Mind (1901), and James‘ writings, 

informed his religious constitution.
128

 Hartley may have attached significance to the universality 

of mystical texts because of their emphasis on transcending time and space. As an American 

exile living in Germany, and as someone who often expressed a sense of homelessness, Hartley 

found comfort in cultivating a universal, mystical persona. He contrasted his own inner character 

to that of the French, whom he disliked, and the German, whom he admired and viewed as more 

spiritual. Yet, his mystical persona was purely American, embodying, as he expressed, the 

pragmatism of James‘ philosophy.129
  

 Hartley scholar Patricia McDonnell attributes his interest in German culture to the 

similarities between German Idealism and the transcendentalist philosophy of Ralph Waldo 

Emerson, as both encouraged the artist to translate subjective experience into material form. 

Emerson, for example, called for a correspondence, not a resemblance, between the artist‘s work 

and phenomenal world.
130

 Hartley‘s landscape Cosmos (1908–1909; figure 21), an oil painting 

                                                                                                                                                                                           

religious unification in the United States after the Civil War. 
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on canvas that measures 30 x 30 inches, illustrates the manner in which his mystical vision of the 

phenomenal world transforms the enormity of nature into a symbolic display of spiritual vitality. 

His neo-impressionistic painting style liberates color from its descriptive function to present 

instead a symbolic impression of the vast landscape before him. Hartley leads the viewer‘s eye 

from foreground to background by alternating between warm and cool colors, using violets for 

the massive form of the mountain to symbolize a majestic correspondence. The high vantage 

point provides a bird‘s eye view as if the viewer is soaring or hovering above the majestic scene.    

 Hartley‘s connection to the German Expressionist group Der Blaue Reiter equally 

informed the mystical character of his paintings. Levin connects Hartley‘s incorporation of 

geometric shapes and color symbolism into his paintings to Wassily Kandinsky‘s Concerning the 

Spiritual in Art (1911). Kandinsky was instrumental in the development of nonobjective painting 

by proposing a relationship between music and art. He also proposed a correspondence between 

color and spiritual vibrations, or rather their ―psychic effect,‖ and even attached symbolic 

associations to shapes. Hartley read Kandinsky‘s text in the fall of 1912, as correspondence with 

Stieglitz attests.
131

 In addition, Levin traces some forms and compositional arrangements in 

Hartley‘s paintings to Italian Christian icons, Bavarian glass paintings, and Kandinsky‘s 

paintings of saints, reproductions of which were included in Der Blaue Reiter Almanac (1912). 

In comparison to these examples, Levin reads circular forms of brilliant color, such as those used 

in Raptus, as alluding to halos of radiant light that surround the head or body of a deity in 

religious icons.
132
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 Kandinsky referenced both Christian and pagan iconography in his paintings of Russian 

saints and folkloric traditions. Peg Weiss, a Kandinsky scholar, considers his training as an 

ethnographer when interpreting paintings like St. Vladimir (1911; figure 22), a reverse painting 

on glass that measures 11  by 10  inches. She reads the forms as a modern icon that 

reconciles the loss of old Russia‘s cultural heritage to Christianity. As Weiss explains, the 

painting depicts St. Vladimir‘s dual identification with the ancient cult of the sun and the Russian 

church by painting sun streaks emanating from the halo behind the saint‘s head. To the right, the 

Cyrillic inscription, translated as ―Holy Prince Vladimir,‖ references his secular role and pagan 

identity with nature spirits, indicated by the schematic illustration of trees to the left, mountain 

on the right, and water in the foreground. The cross in his left hand and model of a church in his 

right, the latter of which is positioned before the iconic onion-shaped domes of St. Basil‘s 

Cathedral in Moscow, reference his role as the founder of the Russian Orthodox Church. The 

faithful stand before him as vestiges of their pagan past ascend in disks of smoke behind the 

forest of pines and firs. Weiss labels these paintings dvoeverie, meaning ―double faith,‖ and 

reads the syncretic themes as therapeutic metaphors utilized to heal the modern world through 

art.
133

 Kandinsky, therefore, reconciles his dual identity as a Russian national and a universal 

mystic living abroad.   

 Hartley‘s incorporation of writing into the picture plane is an aspect of cubist painting 

and collage utilized to call attention to the two-dimensionality of the surface. Incidental words, 

letters, and numbers also aid the viewer in completing a fragmented presentation of multiple 

viewpoints. Consequently, as Jo Anna Isaak explains, language was introduced into modern 

painting at the moment when the conventions of pictorial representation were breaking down. 

According to Isaak, this introduction asks the viewer to respond to a sign system alien to the 

canvas, but one that can equally ―provide visual counterparts to reality.‖ In this, the reading of 

the page and painting are aligned. Hartley was introduced to this aspect of cubist painting by 

Stein, who owned The Architect’s Table (figure 7). In a letter to Stieglitz, he not only described 
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Picasso‘s painting but also drew a rough sketch of it.134
 Indeed, like Stein and Picasso, Hartley 

equally acknowledged the alignment of the written word and the painted reality in Raptus by 

illustrating a concept plastically. 

 In Raptus, however, the prominent position of the word cannot be viewed as an incidental 

element. Instead, as Jonathan Weinberg points out, Hartley used writing to convey sound 

analogies to music and, in Raptus specifically, the spiritual aspect of automatic writing to convey 

divine knowledge. He further assesses that Hartley labeled Raptus a portrait of a word ―as if the 

picture were less a record of a real mystical experience, and more an illustration of a 

psychological phenomenon described by writing.‖ Weinberg concludes that without the word in 

the painting itself ―it is doubtful if the picture‘s connection to mystical transport would be 

understood.‖135
  

 On the other hand, the title Raptus alone would certainly convey the concept. For this 

reason, the painted word and arrangement of mystical symbols and forms serve to convey the 

passivity of the mystical state a psychological state. In contrast to religious doctrine, James 

viewed conversion as a mental activity bound up in individual personality. He explained that 

descriptions of religious experiences narrow in on two key aspects of cognition: attention and 

language. The religious personality then selects as a habit of attention perceived objects, either 

concrete or abstract, that elicit a reaction, thus instigating regenerative changes in finite 

personality. Thus, conversion is a struggle between inner character and outer actions in which 

one selects as a habit of attention a system, or ―way of being,‖ on which to focus.136
 If that 

system is a religious one, then the transformation is called conversion. If the transformation is 
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one of significant regenerative change, then one can be deemed a saint. The modern saint, whom 

James identified as the prophet and the hero, need only exhibit ―character for which spiritual 

emotions are the habitual centre of the personal energy.‖137
 Thus, in Hartley‘s portrait, the word 

raptus replaces the body of the saint to illustrate, instead, the mental portal through which 

sensory and motor automatisms, such as prophetic speech, automatic writing, or photoisms 

(hallucinations or floods of light) convey mystical revelations and spiritual truths. Hartley, 

therefore, visually engages with the power James affords to words used in religious phraseology 

to describe the subconscious state of saintly mystical transport in The Varieties of Religious 

Experience. 

 Indeed, contextualizing the transformative power of religious phraseology into more 

pragmatic terms is an aspect of James‘ teaching that Hartley must have found provocative. As a 

portrait of a word, therefore, Raptus visually engages with James‘ grounding of religious 

experience in the perceiving subject while also acknowledging the collective associational power 

attached to religious words.  

 In much the same way, Portrait Arrangement No. 2, an oil painting on canvas measuring 

39 ½ by 31  inches, is a portrait of the modern religious mind, which illustrates the perceptive 

process of selecting an array of personal religious symbols to convey the universality of modern 

religious experience. In the bottom foreground, three intersecting lines suggestive of light rays 

emanate from the center of an orange Borromean ring. The lines extend beyond a blue circle of 

painterly planes of orange and green located behind the ring. Behind is a large organic, red and 

red-orange color field outlined in black. A wave-like line is to the left and above the ring, while 

the circle behind the Borromean ring overlaps a blue-gray disk.  

 In the middle ground above, three disks of orange, white, and green ascend before a 

curvilinear mandorla within which a disembodied hand, with thumb and middle finger touching 

in the position of the Akash mudra, prominently appears. The Akash mudra is associated with 

the space or sky element and sound. When used in meditation, it enables sound and thought to 

travel through the brain, which aids in developing noble and elevated thoughts.
138

 The index 

                                                           

 
137

 Ibid, 231–233. 

 

 
138

 Mudras are hand gestures used in Buddhist and Hindu meditation that aid in the flow 

of energy throughout the body. Each finger of the hand is associated with one of five elements: 

fire, air, space, earth, and water. The middle finger represents the space or sky element. The 



 

 79 

finger of the mudra points to an encircled white horse and rider in a white military uniform. In 

the German military, the most elite of the Kaiser‘s regiments, the Garde du Corps, was the only 

regiment to wear white. Historically, it was the ―First Regiment of Christianity.‖ Hartley‘s 

friend, the German sculptor Arnold Rönnebeck, was a member of this elite unit. The religious 

significance of this regiment is symbolized by the yellow halo around the rider‘s head, which is 

an iconic reference to the golden light often depicted behind the head of a religious figure, and 

the aura of orange, white and green surrounding the figure and his horse as a whole. Behind 

these forms is a larger curvilinear mandorla, the top of which extends beyond the painting‘s 

frame. Behind this mandorla is a fragment of a large orange-edged circle with a white circular 

core that appears to move upward and beyond the frame. This form has been read as 

corresponding to celestial spheres, thus symbolizing the passage to some other-worldly realm.
139

 

The form appears to be a halo or possibly a rising sun, either of which would symbolize other-

worldly transcendence.  

 In the background of Portrait Arrangement No. 2, overlapping disks of color dissolve 

into a painterly field. One disk to the right and behind the larger mandorla contains a fragment of 

what appears to be a sine wave. This symbol may refer to German psychologist and philosopher 

Gustav Theodor Fechner‘s wave-scheme. James often referenced this wave-scheme when 

speculating on the existence of a higher-level consciousness. He reproduced a diagram of it 

(figure 23) in Human Immortality: Two Supposed Objections to the Doctrine (1898). The 

diagram consists of a horizontal line corresponding to the ―threshold of consciousness‖ (AB). 

This line bisects a wave with three crests (abc), each representing three individual 

consciousnesses. The valleys underneath the threshold represent unconsciousness, which unites 

the three in a common ―ocean‖ of awareness. According to Barnard, James utilized the diagram 
                                                                                                                                                                                           

Akash mudra is made when the thumb and middle finger are joined. The hand gesture in 

Hartley‘s painting has been consistently misidentified as the Abhaya, or ―do not fear,‖ mudra 
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with the palm facing outward. The difference between the two is significant particularly if 

Hartley is drawing his theme from mystical texts, as the art historical literature suggests.   
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to support his transmissive theory of consciousness in which he speculated that a ―hypothetical 

preexisting consciousness,‖ similar to that of an absolute world soul, transmits limited forms of 

consciousness to the brain. Barnard compares this transmission to that of a radio receiving, and 

―molding,‖ transmitted sound waves that travel through the air. He points out that James 

described this ―molding‖ in terms of the shifts in the color, shape and path of light when passing 

through colored glass, a prism, or a refracting lens. In Hartley‘s painting, the disk containing the 

sine wave appears to float amid facets of colored light, thus evoking the transmission and 

―molding‖ of consciousness described above. Significantly, as Barnard explains, Fechner 

visualized the wave of consciousness rising above the threshold and uniting into one continuous 

wave. Barnard compares the goal of Fechner‘s visualization to religious practices of chanting, 

fasting, and meditating, which can lower the threshold of consciousness and reveal one‘s 

connection with this ―ocean‖ of awareness.140
 Possibly, the wave-like form within the red and 

red-orange color field corresponds to this described unison, as the form is juxtaposed with the 

Borromean ring in the same field. Hartley‘s eclectic collection of religious imagery reconciles 

the universality of mystical experiences described by James in The Varieties. Thus, the portrait is 

a psychological study, a self-portrait, of his religious constitution. 

 Portrait Arrangement No. 2 and Raptus can be considered Hartley‘s first steps toward the 

object portrait genre, if not object portraits as well. Portrait of Berlin, an oil painting on canvas 

measuring 39 ¼ by 39 ¼ inches, further illustrates the significance of this type of portrait in 

Hartley‘s oeuvre. In the background of the painting, a large white triangle outlined in blue, with 

its outer points extending beyond the painting‘s edge at the top and bottom right and left, unifies 

a collection of mystical symbols arranged the foreground. In the bottom left corner, a red 

numeral eight is set in a painterly green and white triangle enclosed within a concentric yellow 

triangle outlined in blue. In the bottom right corner, a mounted soldier in a white uniform leads a 

military formation across cloud-like forms. Most likely the ubiquitous Garde du Corps, the 

soldiers are surrounded by an aura of yellow and yellow-orange and, beyond that, a circle of 

white outlined in blue. In the painting‘s upper right, a blue numeral eight suspended within a 
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green triangle is surrounded by a yellow circle, which is in turn encompassed by an eight-pointed 

white star outlined in blue. Below this star and to the viewer‘s left, a statue of a Buddha with a 

white halo outlined in orange floats majestically among cloud-like forms in a half-mandorla of 

yellow, yellow-orange, and blue. Outside of the triangle and slightly above the mandorla, a blue 

cross suspended within a white circle outlined in blue appears balanced upon a hilltop. Repeated 

circles of color and abstracted figures on horseback fade into a background of yellow, white, and 

blue. The collage-like arrangement of forms illustrates the artist‘s perceptions of Berlin as 

viewed through a mystical lens.    

 Hartley‘s descriptions of Berlin in letters document how the pageantry of the German 

military inspired him to express an inner religious and emotional vision. In one letter to Stieglitz, 

he characterized the cleanliness of the city, the military pageantry, and the health of the citizenry 

as ultra modern and even futuristic.
141

 His descriptions reveal the extent to which he cultivated a 

mystical persona based on both his attachment to the city and the mystical texts that informed his 

religious constitution. For example, in a letter to Stein, he described the eight-pointed guard star 

front plate on the German soldiers‘ helmets as shining like fire in the sunlight. He also viewed 

the star as symbolic of life. As Hartley was interested in the occult, he would have known that 

numerologists attached associations of transcendence and resurrection to the numeral eight.
142

 

His visual vocabulary was extensive and eclectic, with selections revealing his personal, mystic 

attachment to his adopted city of exile.  

 Associations with life and transcendence are equally evident in other forms in Portrait of 

Berlin. Having read Concerning the Spiritual in Art, Hartley was well aware that Kandinsky 

viewed form as the outward expression of inner meaning. Therefore, he probably associated the 

triangle with the spirit and the circle with eternity, as had Kandinsky. Color associations also 

informed his choices.  For example, in Western artistic tradition, white symbolizes purity, which 

may be the association that Hartley attached to the Garde du Corps. However, according to 

Kandinsky, white is symbolic of silence and nothingness, a concept prevalent in Buddhist 

thought. Kandinsky also associated yellow with the earth and blue with the heavens and 
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supernatural rest. In addition, he explained that as mortals pass from the earthly yellow to the 

heavenly blue they move through green, which of course is a mixture of yellow and blue.
143

 

While the perceived movement of soldiers in the painting conveys the phenomenal experience of 

marching through the streets of Berlin, their suggested movement through the mystical forms 

evokes a passage from the earthly realm to a spiritual one. As such, the German soldier is framed 

as an exemplum of modern heroism and saintliness with the sounds, sites, and movement of the 

disjunctive city embodying the transformative power of place. 

 Portrait of Berlin is another key work in Hartley‘s approach to the object portrait genre 

because it establishes both a frame and a comparative example through which to interpret his 

somber Portrait of a German Officer (1914; figure 20). The oil painting, measuring 68 ¼ inches 

by 41  inches, is recognized as a memorial object portrait to the World War I German military 

officer Karl von Freyburg, who was killed in action near Arras on October 7, 1914. Von 

Freyburg was Hartley‘s friend and Rönnebeck‘s cousin. The forms in the painting are personal, 

national, and spiritual references to the subject, some of which are metonymic substitutes for his 

physical likeness. For example, centered in the upper foreground of the painting is a prominently 

positioned Imperial Iron Cross, which von Freyburg received the day before he died, The cross is 

set against a green color field, encircled in red, and encased in a blue and yellow triangle. Above 

and behind, a fragment of a disk outlined in white with red band and a yellow center frame a 

rectilinear black and white shape. This form suggests the ribbon and circular clasp from which 

the cross would hang.  

 Just below, the letter E in red against a yellow rectangle references a shoulder strap of his 

uniform. The E refers to the Bavarian Eisenbahn, the military religious order of Queen Elizabeth 

of Greece, patroness of the guard in which both von Freyburg and Rönnebeck served. To the 

right and slightly below, a red numeral 4 against a blue rectangular field references von 

Freyburg‘s position in the 4th
 regiment of the Kaiser‘s royal guard. Just below is a circle with a 

white center and red and green outer rings that form the cockade of a cavalry Pickelhaube. 

Below and behind this form is a red circular projection, an epaulet worn on the shoulder, outlined 

in yellow and containing a yellow E in its center. Just below this projection are two tassels from 
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a uniform. To the left and in front a blue epaulet with a yellow numeral 24 references von 

Freyburg‘s age when he died. In the bottom center is a white square with the red cross, which 

symbolizes the Rote Kreuze, the German division of the international Red Cross. Art historian 

William H. Robinson documents that the names of the dead and wounded were posted on 

Berlin‘s Red Cross building poignantly below a row of Red Cross Emblems. In the bottom left 

hand corner a regimental patch with the letters KvF in yellow on red field reference his initials. 

Just above are the feathered, white plume of a parade Pickelhaube and a yellow cockade.
144

  

 Other forms in the painting capture the pageantry of the German military collectively as it 

paraded through the streets of Berlin. For example, the black, white, and red horizontal bands in 

the bottom center of the painting are abstractions of the German Imperial flag. Hartley reversed 

the bands, which is a traditional military signal of distress. The blue and white diamond patterns 

above and below these bands symbolize the Bavarian flag. The blue and white horizontal bands 

to the right are associated with the nineteenth-century variation of the Bavarian flag. Just below 

and behind the red cross are black, gold, and red vertical bands associated with the flag of the 

German Socialists movement. The black and white striped wavy shape above and behind the 

Iron Cross is an abstraction of the historic flag of Prussia and the Hohenzollern monarchy. The 

black and white checkered-patterns dispersed throughout the painting‘s background symbolize 

von Freyburg‘s love of chess. In the top background and on either side of the triangle containing 

the Iron Cross are the spikes of the cavalry and ceremonial Pickelhauben. In the upper right, a 

long red curvilinear form with two white lines forms a banner, or possibly a state flag. As a 

―likeness,‖ the traditional portrait format has been read as suggesting the presence of the human 

torso.
145
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 However, as a psychological portrait, the painting illustrates a collection of symbols that 

Hartley associated with von Freyburg as a friend, a soldier in the German military, and a 

German, while also referencing more spiritual ideals. When he thinks of von Freyburg, he thinks 

of Berlin and the spectacle of military pageantry. Abstractions of historic flags and military 

regalia tie the portrait to a specific place and time, while the objects associated with the German 

military officer identify von Freyburg‘s nationality and, therefore, the heroic sacrifice he made 

for his country. Therefore, Hartley identifies von Freyburg as a modern saint, described by James 

in The Varieties as one who has cultivated inner conditions that embody asceticism, strength of 

soul, purity, and charity. Moreover, the hero, as James describes, participates in the strenuous 

life, thus casting their life ―upon a higher plane.‖ Schmidt states that ―James imagined mystical 

experience as a way to unleash energy, to find the hot place of human initiative and endeavor, 

and to encourage the heroic, the strenuous, and the vital.‖ James, therefore, redefined mysticism 

by enlisting it as a modern transformative social force.
146

  

 Furthermore, objects like the Iron Cross were awarded to German soldiers for bravery. 

This further attests to von Freyburg‘s character and valor. More importantly, Hartley asked 

Rönnebeck to leave von Freyburg‘s Iron Cross on his palette-table as a silent reminder of his lost 

friend. He also kept silver shoulder straps and copper buttons from von Freyburg‘s uniform. In 

his infamous ―Letters Never Sent–To the Dead,‖ Hartley commented on the affection he felt 

towards the objects.
147

 Indeed, the prominent position of the Iron Cross and its placement in a red 

circle and yellow and blue triangle signifies that the object is to be venerated. Therefore, the Iron 

Cross is the metonymic substitute for von Freyburg‘s physical likeness. 

 Moreover, the black background and arrangement of forms in the traditional portrait 
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format further signify that the painting is to be read as a symbolic likeness. Although Hartley 

equated von Freyburg‘s physical perfection with spiritual and mental perfection, the absence of 

the body poignantly places him on a higher plane, thus transcending the physical realm to 

become a conceptualization of a modern hero and saint.
148

 For this reason, the circles of brilliant 

color in the painting not only allude to his military uniform, but also celestial spheres and the 

radiant light that surrounds the head or body of a deified saint. As such, the painting presents von 

Freyburg as an icon of heroic valor and an exemplum of modern saintliness.  

 Tying the theme of Hartley‘s unconventional portraits to the cultural interest in 

psychology and mysticism contributes to an understanding of why they are non-mimetic. But 

while the theme of modern saintliness was inspired by James, the portrait format itself is more 

indicative of Stein‘s word portraits. As the perceiving subjects, Hartley and Stein challenged the 

limitations of traditional visual and verbal language systems to describe interiority. In this, they 

are both indebted to James, even though their appropriation of James‘ themes for creative 

purposes was selective and highly individual. On the other hand, the importance of Stein‘s word 

portraiture to Hartley‘s approach to the object portrait genre cannot be over emphasized. 

 Like Stein‘s word portraits of Picasso and Matisse and de Zayas‘ 1912 Alfred Stieglitz, 

Portrait of a German Officer can also be seen as a declaration of public acclaim for the German 

hero. At the same time, the portrait can be compared to Stein‘s word portrait of Dodge and 

Picabia‘s Mechanical Expression Seen Through Our Own Mechanical Expression because he 

replaced the physical form of the subject with metonymic substitutes. However, Hartley‘s object 

portrait appears to lack any sense of movement, as the collage-like arrangement of forms varies 

significantly from Picabia‘s foregrounding of a single mechanical object in his portrait of 

Napierkowska. For these reasons, Hartley‘s portraits are more closely related to Stein‘s portraits 

of places, like ―Flirting on the Bon Marche,‖ and portraits of objects in Tender Buttons, a 

transitional phase that bridges the style of ―Picasso‖ and ―Matisse‖ and that of ―Portrait of Mabel 

Dodge at the Villa Curonia.‖ Two aspects of this phase of Stein‘s portrait theory that are 

embodied in Hartley‘s unconventional portraits are the presentation of an exilic self and the 

selection of words based on associational resemblances.  

 As expatriate Americans living in Europe, Stein and Hartley shared more than just an 

interest in literature, art, and psychology. In their attempt to express their unique experiences in 
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two of Europe‘s most modern cities, both explored what American literary scholar J. Gerald 

Kennedy labels as an ―exilic self.‖ According to Kennedy, expatriation calls attention to the 

relation between self and place. He links one‘s sense of place to perceptions of topographical 

features, observable activities, and symbols, all of which intertwine to form an internalized 

cognitive map. These three elements vacillate between insideness, or one‘s psychic involvement, 

and outsideness, meaning one‘s exclusion from their material surroundings, which is often based 

on cultural differences or language barriers. Insideness becomes a symbolic place, which 

Kennedy describes as ―a calm center of established values‖ and constancy amid change and 

movement.
149

 Therefore, exile can be seen as a lens through which to observe one‘s relationship 

to a place.     

 In this regard, Hartley‘s Portrait of Berlin shares a key feature with Stein‘s portrait 

theory. According to Kennedy, framing Stein‘s portraits of places as an expression of her 

expatriate identity explains why they are non-mimetic. The following excerpt from ―Flirting on 

the Bon Marche,‖ a portrait of shoppers at a Parisian department store, illustrates his point:  

 

 Why is everything changing. Everything is changing because the place where they shop 

is a place where every one is needing to be finding that there are ways of living that are not 

dreary ones, ways of living that are not sad ones, ways of living that are not dull ones, ways of 

living that are not tedious ones. Certainly in a way these are existing.
150

    

 

The portrait is similar to the repetitive style of ―Picasso‖ and ―Matisse‖ in the characterization of 

the shoppers‘ way of living. Different, though, is how the act of shopping, which is accordingly 

tied to the experience of place, is perceived as a shared transformative experience that makes 

their life exciting. But, instead of describing the physical setting, Stein presents what Kennedy 

describes as a ―mélange of thoughts and impressions evoked by certain Parisian locations.‖ He 

compares the lack of topographical description in her portraits of places to non-representational 

visual art in which the title ―provides a clue to the idea of the composition‖ while also serving to 

distinguish one work from another.
151

  

 Specifically, Kennedy compares Stein‘s department store sketches to Picasso‘s collage of 
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the same location entitled Au Bon Marché (1914; Figure 24). The 9 ¼- by 12 ¼-inch collage 

juxtaposes words, paint, and materials appropriated from newspapers and advertisements that, in 

their arrangement, are related to the department store, the shoppers, and the items one can 

purchase while shopping. In the center is a label for the Au Bon Marché department store in 

Paris. The label is positioned in such a way as to suggest the lid of a box. Picasso adds paint to 

simulate shadows and textures, thus creating the illusion of three-dimensional form. Above, an 

advertisement for a lingerie sale at the Samaratine department store is combined with an image 

of a woman, an advertisement for a typewriter, and the word massage. Below, fragments of 

words from advertisements engage the viewer in word play. The fragments Lun B  trou (hole) 

and ici (here), together with the other overtly suggestive imagery, forms a lewd reference to what 

can be ―purchased‖ while shopping at the department store. Attached to the surface is a drawing 

of a glass on the viewer‘s right and, near the opposite edge, is a drawing of a bottle to which 

paper rectangles are affixed. Below, a newspaper article references current events. Patterned 

wall-paper evokes a contemporary interior. The whole suggests a café setting. For this reason, 

the collage is often read as referencing the department store‘s function as a place to both shop 

and socialize.
152

    

 Yet, Stein‘s and Hartley‘s portraits of places differ from Picasso‘s Au Bon Marché 

primarily because their examples contain no visual counterparts to the physical place. Only the 

verb shop in ―Flirting on the Bon Marche‖ and the abstract forms of the German soldiers in 

Portrait of Berlin provide an association with place, both of which are contingent upon the title. 

Kennedy attributes this aspect of Stein‘s portrait theory to her desire to challenge ―the concept of 

referentiality and descriptive coherence‖ which ―places in question the process by which words 

may be said to produce an image of place.‖ Instead, as he points out, Stein is primarily concerned 

with the arbitrariness of language and therefore has ―no need to ground her writing in the 

external reality of Paris.‖153
 In a similar way, Hartley‘s Portrait of Berlin is less a description of 

a particular place and more a collection of arbitrary symbols he associates with Berlin. Like 

Stein, he has no need to ground his perceptions in external reality.    
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 However, Hartley‘s collection of symbols in Portrait of Berlin can also be compared to 

Stein‘s Tender Buttons because Stein does not describe the objects named in the titles with words 

that recreate a likeness. Instead, the words ―resemble‖ the object through association. As she 

explained, writing portraits of objects is comparable to the painter‘s formal study of a still life.154
 

In her portraits of objects, though, the formal concern is diction, the selection of words based on 

association. Stein‘s portrait ―Apple‖ is a good example: 

 

Apple plum, carpet steak, seed clam, colored wine, calm seen, cold cream, best shake, 

potato, potato and no no gold work with pet, a green seen is called bake and change sweet is 

bready, a little piece a little piece please. 

            A little piece please. Cane again to the presupposed and ready eucalyptus tree, count out 

sherry and ripe plates and little corners of a kind of ham. This is use. 

 

 In the portrait, the nouns are referential but do not provide a description of the object. Isaak 

characterizes the portrait as a series of ―quasi-metaphoric expressions relating to apples and 

various dishes made from apples.‖ Stein‘s explanation of this mode of writing captures the 

difference between description and resemblance. She states, ―I became more and more excited 

about how words which were the words that made whatever I looked at look like itself were not 

the words that had in them any quality of description.‖155
 The question is can a collection of 

nouns in a written work resemble the object without the use of adjectives intrinsic to description?  

 The answer to this question depends on what resemblance means. A likeness of an apple 

is indeed present in the word portrait primarily because the title ―Apple‖ supplies the referent 

needed to unify the seemingly unrelated words and phrases. Although Stein‘s nouns and 

adjectives are not descriptive, their interrelationships evoke both abstract and concrete 

associations that correlate to the word apple. For example, the first two words apple and plum 

are similar because they are both nouns, examples of fruit, round, and can be made into pies, 

jams, or wines. They differ in color, taste, texture, and some uses. The second two words carpet 

and steak are, like apple and plum, nouns. Their differences are more varied and open-ended, yet 

similarities can be found. More comparisons and differences can be made when adjectives and 

verbs are added to the collection of words. As such, the last sentence, ―this is use,‖ references the 
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endless possibilities for meaning that combinations and the juxtaposition of words can create. 

One might say that the portrait ―Apple‖ is a collision of various perspectives on the use and 

meaning of the word itself as a part of a language system.   

 For this reason, the portraits of objects in Tender Buttons are seen by Steinian scholars as 

a verbal counterpart to synthetic cubist collage. As Hoffman explains, since Stein uses words as 

representational resemblances to the subject named in the title, meaning is obtained through the 

associations that a word or even the sound of a word might set off in the reader‘s mind. 

Therefore, Judith Ryan compares the portraits of objects to the juxtaposition of fragments of 

objects and words in synthetic cubist collage that are not always seen to be related. Through this 

technique, Ryan argues that Stein draws attention to the ―way in which words determine what we 

think‖ and ―help to create the things we believe we see.‖ She further points out that verbs like 

―make,‖ ―use,‖ and ―mean‖ emphasize the subject-relatedness of objects, while questions, such 

as ―what is,‖ and declaratives like ―this is‖ frame meaning.156
 Words often influence one another 

in much the same way that a color, form, material, or even a fragment of a word or phrase in a 

collage directs meaning for the viewer. Often, meaning is indeterminate, with one semblance of 

signification leading to multiple interpretations.   

 While it is often difficult to derive a meaning from the word portraits in Tender Buttons, 

Marjorie Perloff uses the first portrait, ―A carafe, that is a blind glass,‖ reproduced below, to 

determine a possible code from which meaning can be inferred: 

 

 A kind in glass and a cousin, a spectacle and nothing strange a single hurt color and an 

arrangement in a system to pointing. All this and not ordinary, not unordered in not resembling. 

The difference is spreading. 

 

Perloff determines the code used in Tender Buttons as one of family relationships based on the 

line ―an arrangement in a system to pointing.‖ According to Perloff, the larger system in this 

portrait is the glass family, which not only relates to containers like cups or bottles, but also to 

the visual use of glass for ―spectacles‖ and, by association, the ―spectacle‖ of looking. Using a 

line from the portrait, Perloff points out that the arrangement is ―not unordered in not 
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resembling,‖ which basically means that resemblances can be found through associations. In 

fact, she suggests that the last line, ―the difference is spreading,‖ may hold the key to all the 

portraits in Tender Buttons. She states that the text as a whole ―provides no answers, its 

distinction being to establish relationships that we never knew existed.‖ For example, Perloff 

points out that the title of the collection itself is an oxymoron, with buttons being hard objects. 

At the same time, the title is also a pun on the French boutons tendres, meaning nipples as well 

as buds.
157

 The title is also a reference to the clitoris. As such, each portrait presents endless 

possibilities for signification, some of which employ sexual puns and double entendre, which 

serve not only to challenge the stability of a language system, but also to create an alternative 

format for expression.  

 The question to ask now is can a collection of objects in a visual portrait resemble the 

person named, or alluded to, in the title without rendering a physical likeness? If resemblance 

means that the subject is rendered present in the mind of the viewer, then the answer is yes. As 

with the word portraits ―Picasso,‖ ―Matisse,‖ ‗Portrait of Mabel Dodge at the Villa Curonia,‖ and 

Picabia‘s Mechanical Expression Seen Through Our Own Mechanical Expression the title and 

the evaluative function of the genre evoke a resemblance. The value-laden objects in Portrait of 

a German Officer ―point to‖ von Freyburg‘s character, while also situating him in relation to 

time and space. However, Hartley‘s object portrait is more comparable visually to Stein‘s 

portraits of objects since the arrangement of forms in his painting conveys a ―likeness‖ of von 

Freyburg with objects arranged in the same freely associative way that Stein arranged nouns in 

the word portrait ―Apple‖ to capture a ―likeness‖ of the subject.  

 In the foreword to his 1914 exhibition at 291, which included Portrait Arrangement No. 

2, Raptus, and Portrait of Berlin, Hartley addressed the selective process through which he 

expressed an inner visionary experience. He stated that there is:  

 

 an inner substance, an inner content in all things―an interior in an interior, an exterior to 

an exterior―and there are forms for the expression of them. It is the artist‘s business to select 
forms suitable to his own specialized experience, forms which express naturally the emotions he 

personally desires to present, leaving conjectures and discussions to take care of themselves.  

 

He concluded his foreword by stating that the paintings in the exhibition presented ―the work of 
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one who sees―who believes in what is seen―and to whom every picture is as a portrait of that 

something seen.‖158
 This statement clearly demonstrates the reciprocal nature of his and Stein‘s 

approach to the modern, psychological portrait.  

 Furthermore, Hartley‘s and Stein‘s letters reveal the extent to which they shared ideas. In 

fact, Stein often included copies of her word portraits in her letters to him. In addition, Hartley‘s 

close relationship with Rönnebeck further contributed to their collaborative relationship. 

Rönnebeck also frequented Stein‘s salon and corresponded with her regularly when in Germany. 

He was in the habit of translating her word portraits into German so that they could be circulated 

more easily among the German avant-garde. In a July 1914 letter to Stein, Rönnebeck informed 

her that he had completed a translation of ―Portrait of Mabel Dodge at the Villa Curonia‖ and 

was looking forward to translating Tender Buttons, which had been published that June. He also 

mentioned that Hartley was writing to Stieglitz for copies of the text.
159

 Portrait of a German 

Officer was painted only a few months after this letter was written. Hartley‘s friendship with 

Stein was a vital part of his approach to the modern psychological portrait, the object portrait. 

For this reason, Hartley felt compelled to paint a portrait of her, one that equally references her 

writing style.    

 So then, how are we to read a likeness of Stein in the arrangement of forms in One 

Portrait of One Woman? The best place to begin is with the title of the painting, which is a play 

on Stein‘s repetition of the word one in word portraits like ―Picasso‖ and ―Matisse.‖160
 For 

instance, the first line of the Picasso portrait states: ―One whom some were certainly following 

was one who was completely charming.‖ Throughout both portraits Stein never mentions the 

artists‘ names but refers to them only as one. Thus, the title of Hartley‘s painting suggests his 
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appropriation of Stein‘s literary style. 

 At the same time, the title can also be linked to Stein‘s portrait play IIIIIIIIII (one or I). 

The title of the play can be taken as a series of the Roman numeral one or as ten instances of the 

first person singular pronoun. The title is further referenced by the word moi in the foreground of 

the painting. Since the excerpts of speeches made by Hartley‘s character in this play were widely 

circulated among the Stieglitz circle, as well as in the press, the play on the word one in 

Hartley‘s painting would have been well understood by those people who frequented Stieglitz‘s 

gallery and read Camera Work.
161

 For this reason, Hartley did not have to include Stein‘s name 

in the title.   

 Furthermore, the style of Stein‘s portrait play is similar to the portraits of objects in 

Tender Buttons, which was very popular among the members of the Stieglitz circle. In fact, 

Mabel Dodge was instrumental in helping Stein publish the text. Since most of the word portraits 

are based on objects associated with domesticity, allusions to cups specifically are a recurring 

theme in the collection. Therefore, the prominent position of the cup in Hartley‘s painting recalls 

the portrait ―Cups‖ in Tender Buttons: 

 

 A single example of excellence is in the meat. A bent stick is surging and might all might 

is mental. A grand clothes is searching out a candle not that wheatly not that by more than an owl 

and a path. A ham is proud of cocoanut. 

 A cup is neglected by being all in size. It shows no shade, in come little wood cuts and 

blessing and nearly not that not with a wild bought in, not at all so polite, not nearly so behind. 

 Cups crane in. They need a pet oyster, they need it so hoary and nearly choice. The best 

slam is utter. Nearly be freeze. 

 Why is a cup a stir and a behave. Why is it so seen. 

 A cup is readily shaded, it has in between no sense that is to say music, memory, musical 

memory. 

 Pea nuts blame, a half sand is holey and nearly.
162

 

 

 Many of the words in ―Cups‖ evoke social and religious rituals. For this reason, Judith 

Ryan uses the portrait to illustrate how the subject named in the title is related to the words used 
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to render a likeness by pointing out not only what the object is, but also what it is not. She 

determines that the key to interpreting ―Cups‖ is the line ―why is a cup a stir and a behave.‖ 

According to Ryan, the line essentially illustrates subject-relatedness because the answer to the 

question is that a cup is not only a container in which a liquid is held and stirred, it is also 

symbolic of tea-party manners.
163

 Likewise, the play on the word meat and meet draws an 

analogy between the use of food for the purpose of meeting in both religious and social 

gatherings. Meat is particularly significant in the religious context since it is associated with 

sacrifice and offering. In addition, grand clothes are often worn on special occasions and are 

used to set the mood or define the type of ritual performed, much like candles and music 

Moreover, the words blessing and holey, a play on the word holy, set a religious tone to the 

portrait. 

 Other words and phrases in ―Cups‖ reference wisdom. For example, the word knowledge 

and the phrase ―might is mental‖ suggest power and strength in knowledge. The phrase 

―searching out a candle‖ and the word path allude to the search for enlightenment. The word 

hoary describes one who is very old or ancient, thus evoking wisdom through experience. 

Similarly, the inclusion of the word owl, an attribute of Athena, evokes the Greek goddess of 

wisdom. Interestingly enough, the German word for head, Kopf, is derived from the Latin cupa, 

which in English is cup.
164

 Therefore, the metaphorical relationship between the German word 

for head and the English word cup as a container of knowledge is an analogy that Hartley would 

have known. This analogy also provides meaning for the next to last line, which not only 

suggests a container where memories are stored, but also a source of no sense, or rather, 

nonsense. Through association, no sense is related to the apparent nonsensical quality of poetic 

expression, in general, and Stein‘s word portraits, specifically. As a word portrait written by 

Stein, ―Cups‖ is, therefore, associated with the cup in Hartley‘s One Portrait of One Woman. 
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Thus, the cup replaces the head in the traditional portrait.  

 Much like Stein‘s word portrait, Hartley‘s object portrait offers endless possibilities for 

signification. For example, in Western culture, the cup symbolizes the female body, especially 

the womb, as a container. For this reason, the vulva-like mandorla with the orb at the peak of the 

inner most yellow band is a reference to the clitoris, thus alluding to the title of the text. 

Simultaneously, the cup, when coupled with the more mystical forms in the painting, like the 

half-mandorla, the circular shape behind the cup, and the attendant-like forms on either side, the 

cup is a metonym for Stein, which suggests that she is a saint. Saintliness is further confirmed by 

the floating, yellow cross shape in the cup, a spiritual or sacramental association.
165

 In addition, 

the color of the cup, which in both Theosophy and Kandinsky‘s color theory is symbolic of 

spirituality, further signifies that Stein is perceived by Hartley as a container of holy wisdom. 

Many scholars note that Stein and Hartley often had tea during their discussions of painting and 

poetry.
166

 The cup, then, would have been a private symbol, which suggests that she was his 

personal spiritual and intellectual advisor as well as an important figure in the transatlantic 

dissemination of modern art. As such, the object portrait presents Stein as a saint, a prophet, and 

a seer, or as James would describe, one who clears the darkness and is ahead of her time.
167

  

 After Stieglitz, Stein was arguably the second most important person in Hartley‘s 

career.
168

 Her presence in Paris was crucial to the development of an American avant-garde. For 

this reason, the flag at the top of the painting is not only symbolic of Stein‘s identity as an 

American expatriate living in France, but also of her contribution to modern art on both 

continents. At the same time, the flag may also allude to American support of the French at this 

juncture in World War I. In 1916, when this painting was completed, Stein remained in Europe 

and later became actively engaged in the American Fund for the Relief of the French Wounded 

in France.
169

 This leads me to conclude that Hartley conceived this portrait not only as homage to 
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Stein‘s influence on the development of his approach to the object portrait genre, but also as a 

symbol of his admiration for her as both a friend and mentor. One Portrait of One Woman then 

not only illustrates Stein‘s experiments with language, but also questions the construction of the 

portraiture genre in the visual arts. In this, Hartley satisfies Stein‘s objective in Tender Buttons, 

which was to align poetry and painting through the formal elements of their structure. 

 The diverse themes explored by the new science of psychology provided a wellspring of 

subject matter for artists and writers to examine within the portrait genre‘s frame. Stein‘s 

background in psychology was the impetus for a new approach to a centuries old tradition. The 

function of portraiture was no longer tied to describing a physical likeness. Instead, a portrait 

could describe an interior likeness in an effort to illustrate one‘s character and personality, 

movement through space and time, or associations based on an object of attention.  

 Hartley‘s unconventional approach to portraiture contributed to the overall theme and 

compositional choices that define the object portrait genre. Instead of a physical likeness, he 

arranged a collection of objects associated with his subjects to create a ―resemblance.‖ At the 

same time, he extended the subject of portraiture to explore states of mind, a system of belief, an 

attachment to place, as well as those habits of attention that define the heroic and saintly 

character. One Portrait of One Woman especially, illustrates the manner in which he drew upon 

his subject‘s ―interior likeness‖ to create a complex semiotic system of association that presents 

multiple levels of interpretation while equally conveying a multi-dimensional personality.     

 Along with de Zayas and Picabia, Hartley defined the parameters of the object portrait 

genre in American visual arts. For this reason, their object portraits can be considered first 

generation. De Zaya‘ experimental nature and Picabia‘s humorous approach to the genre 

contributed to the anarchistic nature of New York Dada. On the other hand, Hartley‘s approach 

to the object portrait genre inspired a second generation to explore similar themes. The next 

chapter examines the manner in which this second generation of artists utilized the object portrait 

as a protest gesture against academic conventions and gendered identity constructs. Their efforts 

served to define the character and personality of an American style in art.   
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CHAPTER 5 

 

SECOND GENERATION PORTRAITS: LOCATING THE LOST GENERATION 

 

 The continuity of the object portrait genre as a forum for exploring an interior, or 

psychological, likeness solidified with psychology‘s entrance into the mainstream public debate. 

As a second generation of artists utilized the object portrait, the self-referential nature of 

portraiture‘s tradition took on a life of its own. In many respects, the direction of second 

generation object portraiture was self-analytic. Stein‘s coining of the phrase ―a lost generation‖ 

not only referenced the generation of young modernist writers like Ernest Hemingway whose 

counterparts died on the battlefields of Europe, but also a generation that was both physically and 

spiritually homeless. The irrationality of a war fought to defend and preserve institutions 

grounded in old world constructs challenged their collective identification with European 

traditions and values. In addition, the devastating effects of mechanized warfare physically, 

emotionally, and metaphorically severed the present from the past. In the safe haven of New 

York City, both European and American artists employed the object portrait genre to explore the 

cultural loss of identity. In the end, American artists, encouraged by their European counterparts, 

developed an artistic identity independent of European predominance. This chapter traces that 

transition. 

 The primary aim of this chapter is to identify parallels in theme between second 

generation portraiture and Stein‘s word portraits of people, places, and objects previously 

discussed in this study, with a particular emphasis on the polysemous nature of Tender Buttons: 

Objects, Food, Rooms. Simultaneously, I compare first and second generation object portraits to 

establish the genre‘s continuity. Second, I draw a comparison between the Dadaists‘ introduction 

of alternative visual formats, visual poetry, and unconventional materials into the object portrait 

genre and Stein‘s attack on traditional language systems in her experimental writing. Finally, I 

conclude that American artists embraced unconventional artistic styles and formats in their 

object portraits in an effort to forge a new identity they believed to be divorced from European 

hegemony. As a result, the object portrait became seen as an American tradition.  

 I begin with a discussion of the avant-garde magazine 291, which featured Picabia‘s 
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mechanical object portraits Here, This is Stieglitz, Here (figure 25) and Here is Haviland (figure 

29) in the July-August issue. Guillaume Apollinaire‘s avant-garde magazine Le Soirées de Paris 

(1912–1914) was the impetus for 291. One result of this was the fact that his Calligrammes, 

poems that use words to form the shape of objects referenced in the poems, became a source for 

de Zayas‘ invention of the psychotype (figures 31–32 and 34). However, an explication of Stein‘s 

1913 word portrait ―Guillaume Apollinaire‖ reveals parallel concerns between Stein‘s language 

games and the boisterous poet‘s unconventional poetic style. Moreover, psychotypes not only 

incorporate abstract symbolic objects associated with the subject into the visual field, they are 

also verbal portraits and therefore should be compared to Stein‘s verbal experiments.  

 Man Ray, Elsa von Freytag-Loringhoven, and Arthur Dove all participated in the New 

York Dada salons of Walter and Louise Arensberg with Marcel Duchamp. As a result, Duchamp 

is recognized as the catalyst for these artists‘ exploration of subversive themes and use of 

unconventional materials and found objects in their readymade and mixed-media object portraits. 

Significantly, Duchamp had been a regular at Stein‘s Saturday evening soirées prior to his exile 

in New York City from 1915–1918. For this reason, Marjorie Perloff frames the portraits of 

objects in Tender Buttons as a verbal counterpart to the ―complex semiotic visual imagery‖ in his 

ready-mades, for example the snow-shovel in his In Advance of a Broken Arm (1916; figure 

37).
170

 By extension, I draw a parallel between Stein‘s polysemous portraits of objects and the 

multiple iconographic interpretations evoked by the materials used in Man Ray‘s Self-Portrait 

(1916; figure 35) and Rebus (1925; figure 36), Elsa von Freytag-Loringhoven‘s Portrait of 

Marcel Duchamp (1920; figure 38), and Arthur Dove‘s Portrait of Ralph Dusenberry (1924; 

figure 40) and Portrait of Stieglitz (1926; figure 41). Thus, I chart the manner in which these 

artists used the object portrait genre to initiate radical new approaches to portraiture while 

simultaneously playing on the genre‘s function as a forum for humorous self-reference and social 

commentary.   

 Arthur Dove‘s mixed-media assemblages bridge the divide between the use of 

nontraditional materials as a protest against academic conventions in art and their acceptance as 

an American fine art practice. For example, the post-World War I burgeoning of American 

consumerism evident in the rise of product advertising, billboards, and poster art, created and 
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reinforced symbols that were promoted as encoding a national character. As one consequence of 

the expansion of advertising, not to mention the participation of some former and current 

associates of the Stieglitz circle in it, these few innovative artists intentionally blurred the lines 

between written and visual disciplinary hierarchies. Charles Demuth‘s poster portrait of the 

American poet William Carlos Williams (figure 42), one of nine poster portraits he created 

during the 1920s, is evidence of the significant part that Stein‘s word portraits and object 

portraiture more generally played in challenging these boundaries. In much the same way, 

Georgia O‘Keeffe‘s double object portrait of herself and Stieglitz as skyscrapers in Radiator 

Building—Night, New York (1927; figure 43) sums up the exclusive and self-referential nature of 

the genre.    

 If Stein and Stieglitz are identified as progenitors of modern American art, then their 

progeny served as the second generation of cultural leaders. Significantly, many of these 

emerging cultural leaders in American society studied with James at Harvard. For example, 

wealthy French financier Paul Haviland, who attended graduate school at Harvard from 1899–

1902, was one of the more significant leaders of the Stieglitz circle to emerge as a cultural 

leader. Haviland supported 291 from 1908 until it closed in 1917. He also co-wrote The Study of 

the Modern Evolution of Plastic Expression (1913) with de Zayas and was a regular contributor 

to Camera Work. Haviland, with de Zayas, was instrumental in establishing the Modern Gallery, 

which supported American artists from 1915–1917. He also took part in the publication of the 

periodical 291.  

 Likewise, Walter Arensberg studied literature and philosophy at Harvard. He and his 

wife, Louise, assembled an impressive art collection after attending the Armory Show. Over a 

five year period they entertained avant-garde writers and artists at their New York City 

apartment at 33 West 67
th

 Street. On any given night it was not unusual to participate in 

conversations with poets Wallace Stevens and William Carlos Williams or artists Duchamp, 

Picabia, Man Ray, and Elsa von Freytag-Loringhoven. One might also delight in the dancing of 

Isadora Duncan while Louise Arensberg played the piano. Additionally, the noted psychiatrist 

and neuropathologist Dr. Elmer Ernest Southard, who attended Harvard with Walter Arensberg 

and was a former colleague of James, might provide expert insights on psychology, assess the 
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guests‘ personalities, and even engage them in psychoanalysis.171
  

 From 1916 to1922, the Provincetown Players, a modernist theater group, were extremely 

influential in the establishment of an American modernist theater. Hutchins Hapgood and John 

Reed, both Harvard graduates, were active participants in the Provincetown community of 

artists. Notably, Hapgood, a student of James, had also traveled with Leo Stein in Japan after his 

graduation in 1892. Both Hapgood and Reed were social and political activists, Reed becoming 

one of the founders of the Communist Party in the United States. In her book The Provincetown 

Players and the Culture of Modernity, Brenda Murphy, a scholar of modern American drama, 

attributes the profound impact that the group had on American culture to their Harvard 

connections. Specifically, she identifies James as the first important American modernist as his 

teaching influenced two generations of cultural leaders.
172

  

 In addition to Jamesian psychology, Sigmund Freud‘s psychoanalytic methodology was 

extremely popular among American intellectuals. Freud‘s lecture at Clark University in 1909, 

which James attended, sparked a wave of psychoanalytic movements, societies and associations. 

For example, noted psychologist Abraham A. Brill, also in attendance at Freud‘s lecture, 

established the New York Psychoanalytic Society in 1911. Brill also translated most of Freud‘s 

writings into English. He was also a regular guest speaker at Mabel Dodge‘s Wednesday evening 

salons at 23 Fifth Avenue from 1913–1915. She even entered into psychoanalysis with Brill 

while staying in Provincetown.
173

 The Provincetown Players also entertained psychoanalysis as a 

creative topic. Susan Glaspell‘s and George Cram Cook‘s satiric comedy Suppressed Desires 

(1915) spoofed psychoanalysis by mocking the misinterpretations and loose application of 

Freud‘s theories. At the same time, the satiric tone of the play illustrates the popularity of 

psychoanalysis in American culture, even though it was not always taken seriously.
174
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Nevertheless, these ventures underscore the continuity of psychological discourse in modern arts 

and letters while equally highlighting the dialogue that contributed to the cross-fertilization of 

these disciplines.  

 Above all, Stein‘s experimental writing was ubiquitous in the many magazines that mark 

the exploratory nature of modernist arts and letters. After Tender Buttons: Objects, Food, Rooms 

was published in 1914, her word portraiture and excerpts from longer narratives were featured in 

magazines as dissimilar as Vanity Fair and transition. For example, Stein‘s word portrait of a 

place, ―Aux Galeries Lafayette‖ (1911), was published in the March 1915 issue of Rogue. The 

word portrait ―M. Vollard et Cezanne‖ (1912) was featured in the New York Sun on October 10, 

1915. The first issue of The Soil, published December 1916, included Stein‘s word portrait ―Mr. 

Th_____y.‖ Earlier, in 1914, Robert J. Coady, the art editor of The Soil, published a pamphlet 

that reproduced excerpts from Three Lives. He then sold the pamphlet for one dollar at his 

Washington Square Gallery. Stein‘s support of American and French soldiers during the war was 

also a source of legend in American popular culture. As a result, narratives such as ―The Great 

American Army‖ (1917) and ―The Deserter‖ (1919) were published in the more mainstream 

magazines like Vanity Fair. ―A league‖ (1919) was published in the September 1919 issue of 

Life. ―If you had three husbands‖ was published in the January 1922 issue of Broom. ―A Portrait 

of Jo Davidson,‖ an American sculptor, was published in the February 1923 issue of Vanity Fair. 

The issue also reproduced photographs of Davidson at work on his iconic statue of Stein (1923), 

the Lithuanian cubist sculptor Jacques Lipchitz‘s 1921 bronze bust of her, and the famous 

portrait of her by Picasso. By the end of the 1920s, Stein was an established personality on her 

way to becoming a cultural icon.
175

 

 By the March 1915 publication of the first issue of 291, then, Stein‘s star was already on 

the rise in the U.S., and her impact, coupled with that of Apollinaire‘s Calligrammes, is evident 

in its contributors‘ common exploration of verbal and visual poetry. Picabia‘s familiar machinist 
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portraits captured the collaborative nature of the project. Earlier, in an interview published in the 

New York Tribune, Picabia had expressed his intent to obtain the ―pinnacle of mechanical 

symbolism‖ by using the language of machinery to interpret ideas and express human 

characteristics. He viewed machinery as the ―soul of the modern world‖ and regarded America 

as the seat of its ―highest expression.‖176
 The object portraits reproduced in 291 depict those 

associated with the periodical‘s production, Stieglitz, Picabia, de Zayas, Agnes Meyer, and 

Haviland, as corresponding respectively to some aspect of machines or machine-made objects. 

The objects chosen as metonymic substitutes for their physical likenesses correspond to their 

contributions to 291. The diagrammatic style and format eliminate personal expression and the 

evident hand of the artist for a cool, cerebral iconoclasm. However, the direct presentation masks 

the polysemous nature of the images and texts.  

 For example, the original ink-and-collage drawing on paperboard for Here, This is 

Stieglitz, Here (Ici, c’est ici Stieglitz) (figure 25) measures 29 ⅞ by 20 inches. The image was 

published in large folio format (18 ¾ by 12 ½ inches) in both the standard and deluxe editions of 

291. The object portrait comments on the role Stieglitz, a publisher of 291, played in the avant-

garde to this juncture. In the portrait, though, the present moment is compared to past perceptions 

collected in the artist‘s memory. Stieglitz appears as a camera-like vehicle equipped with a gear 

shift and brake rendered in red. In the original, the ―Ici, c’est ici Stieglitz, foi et amour‖ and 

―Ideal‖ are typed in different scripts on paper and then pasted onto the visual field. The camera 

appropriates an image from an advertisement in Camera Work for the Vest Pocket Kodak 

Special (figure 26) produced by Eastman Kodak. The advertisement features two images 

demonstrating the collapsible, compact frame of the camera. Picabia renders the camera on its 

back, as in the advertised image of the camera closed. From this position, he extends the single 

visible trellis strut vertically, exaggerating its length by extending it beyond the bellows‘ stretch. 

Some have interpreted the vertical orientation of the trellis strut as referencing the skeletal frame 

of a skyscraper. Thus, Picabia associates Stieglitz with his historic photographic series of New 

York City‘s early skyscrapers under construction.   

 The single fixed-focus lens of the camera is pointed at the word Ideal. The word is typed 
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in all capitals in ornate Fraktur, the official typeface of the German Empire on separate paper and 

pasted on the visual field at the top. The word Ideal refers to the Ica Ideal, a folding bed plate 

camera made in Berlin from 1908–1910 and marketed as Hüttig‘s Ideal (figure 27).
177

 The word, 

script and placement at the top of the picture plane is a polysemous reference to Stieglitz‘s 

German heritage, profession, and German Idealism, the absolute nature of which is, of course, 

beyond the reach of the phenomenal world on which the camera depends. The bellows collapses 

in a flaccid dysfunction; what once was useful is no longer. The portrait comments, therefore, on 

Stieglitz‘s inability to educate the American public on the aesthetics of abstraction, perhaps more 

pointedly the abstract symbolic language Picabia was exploring. He ridicules Stieglitz in much 

the same way he had lampooned American prudery in his earlier object portrait of 

Napierkowska. Indeed, having seen Stieglitz as the driving force behind American aesthetic and 

cultural identity, Picabia implicitly derides both the photographer and his audience as being 

hopelessly old-fashioned.
178

  

 In a like manner, Picabia‘s inclusion of the title in the picture plane signals the important 

part that the placement and arrangement of words play in object portraiture. The title, Ici, c’est 

ici Stieglitz, is pasted on the page to the left of the camera in the original drawing. The 

arrangement of the words means that the camera is both a metonymic substitute for Stieglitz‘s 

physical form and a temporal phrase that locates him in time and space. As to the latter meaning, 

syntactically the phrase means this is Stieglitz now, not there, meaning then. Furthermore, in its 

syntactical arrangement the word here means both the present time and his place within the 

historical changes that are occurring in American culture.  

 At the time of de Zayas‘ participation in the founding and production of 291, he was 

launching a new gallery, the Modern Gallery, a commercial venture. Correspondence between de 
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Zayas and Stieglitz reveals the tensions surrounding 291‘s production. Stieglitz cautions de 

Zayas about the perils of starting a new business. He also references his feelings of getting old 

and encourages the others to venture out on their own. Part of the concern is financial. But, at the 

same time, Stieglitz appears to be passing the responsibility of promoting modernism to the next 

generation. A letter from Meyer to de Zayas relates the frustration that the other members of the 

group also felt toward Stieglitz. Meyer, for example, encourages de Zayas to break ties with 

Stieglitz, as she felt that his influence had run its course.
179

  

 The hermetic nature of Picabia‘s portrait reveals insight into the tensions that anyone 

outside of the circle would not understand. Key aspects of this portrait, therefore, illustrate the 

continuity of the object portrait genre as a whole. For example, in her word portraiture, Stein 

often used adjectives and adverbs between a demonstrative pronoun and a noun for emphasis and 

to establish relationships between the words used to ―describe‖ the subject. Picabia‘s inclusion of 

the title in the picture plane equally calls attention to how signs and symbols and their 

arrangement in a sentence structure establish relationships. Thus, the inclusion of the title in the 

picture plane is a conscious evocation of Stein‘s word portraiture as a continuing force in the 

object portrait genre‘s development.  

 In addition, Picabia‘s object portrait of Stieglitz was realized in dialogue with de Zayas‘ 

earlier caricatures of Stieglitz as visionary. The 1912 Alfred Stieglitz, in particular, emphasized 

the high priest‘s vision as the driving force behind American modernism. In Picabia‘s portrait, 

the ―driving force‖ is equipped with an engaged automobile brake and a gearshift in neutral. The 

two forms are drawn in red, which implies a warning or, in the visual language of advertising, 

something that viewers must see. Again, the portrait represents Stieglitz now, not then, meaning 

the man represented in this portrait and not in the one in previous caricatures by de Zayas.   

 Nevertheless, the words foi et amour (faith and love) in Picabia‘s object portrait of 

Stieglitz reconcile the generational gap between the elder photographer and the younger 

                                                           

 
179

 Alfred Stieglitz to Marius de Zayas, Lake George, New York, 26 August 1915, Box 

1/Folder 7, Marius de Zayas papers, The Rare Book and Manuscript Library, Columbia 

University. Hereafter cited as the Marius de Zayas papers; Stieglitz to de Zayas, Lake George, 

New York, 2 September 1915, Box 1/Folder 7, Marius de Zayas papers. In this letter, Stieglitz 

makes it clear that he does not want the other members to wait on him to make decisions. He 

encourages de Zayas to enlist Eugene Meyer, Agnes Meyer‘s husband and a wealthy banker, to 
help with finances; Agnes Meyer to Marius de Zayas, New York, n.d. 1915, Box 1/Folder 3, 

Marius de Zayas papers.  



 

 104 

generation to which he wants to pas the torch. In the September-October 1915 issue of 291, 

Haviland and de Zayas attribute to Stieglitz the cultural significance of utilizing mechanical 

forms as a means of symbolic expression. The issue features Stieglitz‘s iconic photograph The 

Steerage (1907; figure 28). The image and the photographer provide Haviland and de Zayas with 

the opportunity to expound upon the objectivity of the camera as it embodied the superiority of 

the machine. Haviland‘s essay imbues the machine with human physiology and gender in which 

―she has limbs which act; lungs which breathe; a heart which beats; a nervous system through 

which electricity runs.‖ He credits this feminine phenomenon with the power to inspire the male 

artist to create poetry and art. Having created the machine in his own image, man has ―made his 

human ideal machinomorphic,‖ in essence a mechanical muse. What‘s more, Haviland views the 

union of ―man, the creator, with thought and will; the machine, mother-action; and their product, 

the work accomplished‖ as the ―new Trinity.‖180
 The new ―Trinity‖ is seen to embody those 

elements of human consciousness that define character: the thought process, actions, and 

accomplishment.  

 In much the same way, de Zayas also credits the camera with freeing the artist from the 

tyranny of depicting ―conventional beauty.‖ Instead, the objectivity of the camera exposes the 

modernist to ―the realities of our inner selves, and of the outer world.‖ De Zayas recognizes 

Stieglitz as the one who ―by means of a machine he shows us the outer life‖ because Stieglitz is 

―the history of photography in the United States.‖181
 At the same time, Stieglitz is the progenitor 

of the American avant-garde. He also introduced Stein‘s word portraits to an American audience. 

Therefore, Stieglitz then and now deserves respect, faith, and love for his role as the vehicle of 

American modernism. Thus Picabia‘s portrait reveals the manner in which language and the 

machine aesthetic reject mimesis to express the inner self to the outer world. 

 Picabia‘s object portrait Here is Haviland (Violà Haviland) (1915; figure 29), the original 

for which is an ink drawing on paper, represents Paul Haviland as a portable electric lamp. 

Camfield identified the source of the object as an advertisement for the Wallace Portable Electric 
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Lamp (figure 30).
182

 In the advertisement, the cord of the lamp extends from the right and curves 

beneath the base and then upward over the top of the lamp‘s shade. The cord forms the word 

Wallace in cursive and then ends midway on the right side of the lamp in a dangling plug. 

Picabia‘s portrait centers an outline drawing of the lamp in blue ink with a thick black line 

curved around the lamp in a similar manner as the cord in the advertisement. The shade, bulb, 

fixtures, switch, cord, and base of the lamp resemble the human form, with the bulb and shade 

standing in for the head and hair, or possibly a hat or helmet. The fixtures and base replace the 

body, and the cord, a phallus. However, the cord is missing the electrical plug, therefore 

rendering the lamp unable to ―illuminate‖ the space within which it is contained, as it is unable to 

plug into an electrical source. The title, Violà Haviland, is printed in capitals with black ink and 

placed in the upper right corner. As with Picabia‘s object portrait of Stieglitz, the interjection 

voilà locates Haviland in time and space. The phrase ―la poésie est comme lúi‖ in capitals in the 

lower left corner translates as ―poetry is like him.‖ As a French national living in New York 

City, Haviland was in essence ―unplugged‖ from his homeland. At the same time, he and Meyer, 

who had also supported Stieglitz over the years, were eager to move the modern agenda forward. 

Picabia suggests, therefore, that Haviland is the poet who must illuminate without the source of 

his energy, be it Stieglitz or, more likely, past traditions. As illumination is often equated with 

spirituality, as is the color blue, the curve of the plug over the shade of the lamp is a mock halo 

or mandorla, a different source of light.   

 De Zayas also utilized 291 to introduce visual poetry to an American audience. Visual 

poetry is poetry that is meant to be seen. Visual poets merge the principles of painting and 

poetry, thus synthesizing the centuries old dichotomy between the two. In the October 1916 issue 

of Camera Work, the editors identified Apollinaire‘s and the Italian futurists‘ experiments in 

type-setting as the basis for the American experiment. However, the editors distinguished 
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between French and Italian experiments with typography by naming the American version 

psychotypes. They defined a psychotype as ―an art which consists in making the typographical 

characters participate in the expression of the thoughts and in the painting of states of the soul, 

no more as conventional symbols but as signs having a significance in themselves.‖183
  

 De Zayas paid tribute to Apollinaire‘s visual poetry by reproducing his Calligramme 

―Voyagé‖ (1914; figure 33) in the first issue of 291. ―Voyagé‖ is a visual poem in which words 

form the shape of a cloud and a bird positioned above words that form the shape of a locomotive. 

Between the cloud and bird is an image of a telegraph pole. Below the locomotive are words that 

suggest stars in a night sky. The title and dedication appear in the upper left corner. Bohn points 

out that Apollinaire‘s Calligrammes exploit ―the visual properties of written language and the 

semantic possibilities of visual form.‖184
 Apollinaire‘s graceful, linear forms play into the 

lyricism of the poem. The poem‘s lyrical quality evokes movement and the sorrow of leaving as 

the train travels through a cool, night landscape of twinkling stars. The arrangement of words 

into shapes evokes a childlike innocence. 

 The psychotype Mental Reactions, by de Zayas and Meyer, appeared in the second issue 

of 291. The original is an ink and graphite drawing with collage on paperboard that measures 29 

by 22 ½ inches. The geometric forms are executed in brush and black ink. The typography, with 

graphite embellishments, is cut into individual blocks of text arranged around the geometric 

shapes and pasted on the paperboard. In contrast to Apollinaire‘s visual poem, Mental Reactions 

is a challenge for the viewer-reader.  

 The ―poem,‖ attributed to Meyer, is actually a verbal self-portrait in the manner of Stein‘s 

―Portrait of Mabel Dodge at the Villa Curonia.‖ De Zayas‘ geometric shapes and straight and 

curved lines ambiguously suggest identifiable objects. Thus, the object portrait concept is 

merged with a nonrepresentational verbal portrait. In the poem/portrait, Meyer reflects on a 

flirtatious encounter with a male guest at a social gathering. In the upper left (figure 32), the 

setting is provided by the words silence, twilight, and a description of snow-covered rooftops 

seen from a window. The text of this description is rhythmically interspersed with horizontal 

lines of various widths that simultaneously direct and disrupt the stream of thought. Like Stein‘s 
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portrait of Dodge, Meyer combines seemingly random thoughts with sensual impressions of 

objects and places. The words are strewn across the page in blocks of narrative, isolated words, 

and rhythmic and linear lists.  

 The word Flirt, near the top of the page, is enclosed in a triangular shape that makes up 

the bottom half of what appears to be a room. Bohn identifies the shape as a lighthouse and 

explains the arrangement of geometric shapes and straight and curvilinear lines as a beacon 

encircled by two parallel rings, which indicate that the beacon can rotate a full 360 degrees. 

Above, the words he is alone identifies the object as the target of the flirtatious encounter. 

Diagonal lines that recede in space lead the viewer‘s eye to the word Myself, which is 

typewritten in large capital letters below and to the left. The diagonal lines then lead the eye to a 

series of large black triangles, which are read as a moth or butterfly and, simultaneously, as 

breasts. Bohn suggests that the triangles form the shape of a moth, which flutters around the light 

of the beacon, a metaphor for fascination.
185

 The triangle is also the shape associated with the 

pubic region. Therefore, the phallic shape of the lighthouse is metaphoric of the male, while the 

double triangle, simultaneously suggestive of breasts and a butterfly, which is a euphemism for 

the vagina, signify the woman. Moreover, the sentences around the shapes reveal that Meyer‘s 

passing thoughts contemplate an illicit affair. 

 To the left of the triangles are a circle and arc with five horizontal lines that evoke an eye, 

brow, and lashes. Meyer‘s thoughts now pass to a ticking clock, children, and the sudden 

awareness that she is ―Experiment no. 987.‖ These thoughts are blocked in by the large 

triangular shapes and attached forms, which suggest that the circumstances of gender have her 

trapped. To the left and above are two black shapes with lines that direct the eye toward the 

center of the page. These shapes appear to connect to the arrangement of rectangles, bars, and 

arcs that lead the viewer-reader‘s attention in two directions at once. These shapes and 

directional lines evoke an intense interplay of form. Centered among this series of lines is the 

word crèmes. An elegant horizontal bar with a curve at its end leads the viewer-reader to the left 

to the words Parfumerie de Nice. The thoughts from the narrative above and below these forms 

move from a fantasy of spring in the resort area of Nice to the reality of her identity as the wife 

of a wealthy man. The central conflict of the portrait, therefore, is traditional male and female 
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social roles. The female social position dictates her fidelity to her husband. Meyer signals her 

precarious position when she states, ―Ah, why cannot all the loves of the world be mine?‖ 

followed by ―without the sacrifice of any of those things I think of when I say MYSELF.‖ She is 

hesitant to trade the security of marriage and the luxuries that make up her social self, like 

French perfumes, expensive crèmes, and the husband to whom her identity is tied, for the 

excitement of forbidden love. Therefore, her solution is to flirt.
186

  

 The word Myself signifies that the social gathering and flirtatious encounter are streamed 

through Meyer‘s consciousness. The subject, therefore, is not the event itself, but her perceptions 

of it. As such, the title, which references the stream of consciousness, and the word flirt, which is 

a value statement in addition to being a momentary psychological state, has more in common 

with Stein‘s word portraiture than Apollinaire‘s lyrical poems. In addition, the shapes are solid 

and are arranged with directional lines to suggest static objects and movement through space 

simultaneously. Mental Reactions is, therefore, both a word portrait and an object portrait. Like 

Stein‘s portrait of Dodge, Meyer combines seemingly random thoughts with sensual impressions 

of objects and places. Each object also serves to evaluate the subjects‘ gendered identity. Thus, 

the action of thoughts denotes a characteristic attitude that defines her inner being. Like Stein‘s 

portrait of Dodge, Meyer combines seemingly random thoughts with sensual impressions of 

objects and places. 

  Bohn labels Mental Reactions as a poème simultané, which is a verbal and visual 

expression of simultaneity. As he explains, de Zayas‘ abstract compositions both illustrate and 

interpret Meyer‘s poem by inserting solid forms, straight and curved lines, and geometric forms 

at strategic points in the text. The text, therefore, is broken up by solid forms and blank spaces 

that constantly shift the reader-viewer‘s attention. The reader-viewer is presented with multiple 

avenues to follow. At the same time, the reader-viewer encounters what Bohn refers to as 

―stumbling blocks,‖ meaning that the reader has to overcome obscurity in order to obtain a 

meaningful interpretation of the unconventional portrait. Bohn attributes the use of ―stumbling 

blocks‖ to Apollinaire, who freely employed isolated verses, words and letters for both aesthetic 

reasons and as a reflection of the discontinuity of the modern experience.
187

  

 Indeed, illustrating the discontinuity of modern experience was an objective that both 

                                                           

 
186

 Ibid, 197–201. 

 



 

 109 

Apollinaire and Stein shared, which she signaled in her word portrait of him.    

 

 Give known or pin ware. 

 Fancy teeth, gas strips. 

 Elbow elect, sour stout pore, pore caesar, pour state at. 

 Leave eye lessons I. Leave I. Lessons. I. Leave I lessons, I. 

 

Wendy Steiner categorizes ―Guillaume Apollinaire‖ as an example of a second-phase portrait. 

However, the brevity of the portrait is in sharp contrast to ―Portrait of Mabel Dodge at the Villa 

Curonia.‖ In fact, ―Guillaume Apollinaire‖ is more closely linked to the portraits of objects in 

Tender Buttons in which the complexity is attributed to punning and word play. For example, 

―Give known or pin ware‖ is phonologically connected to the poet‘s name. ―Give known‖ also 

suggests ―giving knowledge,‖ which is a reference to the Greek god Apollo‘s symbolic 

association with reason and enlightenment. The words ―fancy teeth‖ mean ―fancy teaching,‖ and 

refer to his experimental poetry, while ―pin ware‖ and ―gas strips‖ is a play on ―pinstripes‖ and 

―glassware.‖ Steiner explains that ―pinstripes‖ refers to his clothing while glassware references 

the monocle wore by Kaiser Wilhelm of Germany, who was called Guillaume by the French and, 

more importantly, associated with Apollinaire in Stein‘s memory. Apollinaire‘s full name was 

Wilhelm Apollinaris de Kostrowitzky.
188

 Thus, the reference to his given name recalls 

Apollinaire‘s former self divorced from the public persona of poet and prophet of cubism. At the 

same time, glassware alludes to the multiple associations that the word glass encompasses in its 

relationship to vision. In addition ―pinstripes‖ or ―pin strips‖ refer to his poems, as many are 

arranged in a vertical orientation. 

 In the third and fourth lines of ―Guillaume Apollinaire,‖ Stein employs an inter-linguistic 

play of French and English puns. Steiner reads the third line as an association between French 

and American institutions of republican democracy touting elections, or ―below elect,‖ for the 

state, ―pour state at.‖ In the Autobiography of Alice B. Toklas, Stein, through Alice, describes 

Apollinaire as having ―a head like one of the late roman emperors.‖ In addition, it was rumored 

that Apollinaire‘s father may have been Italian, thus the word caesar refers to both his physical 

resemblance and possible biological lineage. In the last line, Stein draws a connection between 
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Apollinaire and herself as modern writers, with ―eye lessons‖ referencing his visual poetry. Since 

his poems are expressions of himself, Steiner suggests that ―I‖ may also refer to Stein, thus 

denoting her solidarity with his poetic objectives. Solidarity is further emphasized by repeating 

the word ―lessons,‖ which, as Steiner points out, is homonymous with the French word 

―laissons,‖ meaning ―we have.‖189
 Moreover, their position as leaders of the avant-garde is 

equally referenced by the word Caesar. 

 Although Stein‘s word portrait of Apollinaire appears to be more simplistic than that of 

Dodge, primarily because of its brevity, on an interpretive level it is more complex. As Stein 

readjusted her approach to word portraiture, she increasingly employed techniques like word 

play, puns, homonyms, and polysemy to better characterize the fragmented modern self. The use 

of punning in particular serves to interrupt the flow of the text, thus calling attention to the words 

as words. In addition, nonsensical phrases and the isolation of single words and letters by periods 

are techniques that break up the process of signification. Once readers learn to subvert the 

expected linguistic order they can experience what Jo Anna Isaak describes as ―language 

invested with pleasure‖ due in part to the readers‘ active participation in the production of 

meaning. Readers expect a sequence, a beginning, and an end. Stein and the visual poets 

circumvent an expected end to the text through textual irruptions, such as punning. Puns not only 

send the reader in different directions at once but also send them on an endless pursuit of 

meaning.
190

 Here, a parallel can be drawn between Stein‘s word portraits and the psychotype 

Mental Reactions. The insertion of geometric shapes and abstract objects into a written text 

equally irrupt the semantic flow. As a result, readers must reevaluate their method of 

approaching the unconventional text.   

 The Dadaists‘ quest to challenge established practices of reading text and viewing visual 

imagery revolutionized the magazine format. For example, although the double-page spread does 

not seem radical today, Jay Bochner, a scholar of American literature, describes how the 

placement of de Zayas‘ psychotype Femme! and Picabia‘s object portrait Violà Elle in 291 as a 

double-page spread challenged the viewer-reader‘s ability to concentrate on either in isolation. 

As Bochner explains, the viewer-reader is forced to ―think in two directions at once.‖191
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 De Zayas‘ psychotype Femme! is an abstract visual word portrait. The arrangement of 

words suggests the form of the female body, with the French word hurluberlu, or scatterbrain, 

forming the woman‘s core and thus defining her character. The arrangement of words and 

phrases explains why she is characterized as such. She drinks too much, takes too many drugs, 

and pursues pleasure obsessively. Picabia‘s Violà Elle is a symbolic feminine sex machine 

composed of a gun in the lower left, a target in the upper right, and an all encompassing machine 

with a furnace, pulleys, and appendages designed to load, cock, and fire the gun continuously.
192

 

The arrangement of words on the page of de Zayas‘ word portrait is also closely associated with 

the directional lines of the mechanical forms in Picabia‘s object portrait. In reading from left to 

right, de Zayas‘ derogatory word portrait of an intoxicated nymphomaniac intrudes upon the 

purity of the mechanical form in Picabia‘s object portrait. On the other hand, Picabia‘s object 

portrait imposes a violent dimension to de Zayas‘ otherwise fun-loving, yet self-destructive, 

alcoholic. Thus, the two can be read or viewed in isolation, or as companions. When considered 

together, each influences the interpretation of the other. 

 At the same time, the viewer-reader may be unsure of how to begin the process of 

signification. Once started, the process may consist of starts and stops, shifts of direction, or 

jumps back and forth between the two pages. This coupling of portraits satisfies one of Stein‘s 

primary objectives: to expand consciousness. Weinstein explains that as a psychologist, Stein 

was trained to manipulate attention. Expanding consciousness entails altering one‘s habits of 

attention. Thus, the primary means of expanding consciousness is to transform the limitations of 

a given language system used to explain experience. Stein achieves this objective by disrupting 

the reader‘s linear sense of time. Western culture conditions our sense of time through language. 

In order to challenge traditional language constructs, Weinstein argues that Stein altered 

consciousness by expanding the size of the consciousness field. The techniques she employs 

thwart the linear sequence.
193

 In much the same way, the artists who made object portraits forced 

the viewer to ―see differently,‖ or rather to see in a non-descriptive way, by illustrating the self 

                                                                                                                                                                                           

 
191

 Jay Bochner, ―Dadamags,‖ in Making Mischief: Dada Invades New York, ed. Francis 

M. Naumann, 216. 

 

 
192

 Camfield, ―The Machinist Style,‖ 31 and Bohn, ―Visualizing Women in 291,‖ 241–
246. Bohn bases his interpretation on Camfield‘s earlier work. 
 

 
193

 Weinstein, 7–8. 



 

 112 

as thought process, pulling past events into the present, rejecting mimesis, and employing word 

play in order to illustrate character and personality visually. Thus, the viewer is forced to 

consider an alternative way to read-view the text.   

 Expanding consciousness necessitates transforming the way one views the everyday 

world. For this reason, Stein‘s portraits of objects in Tender Buttons liberate words from their 

traditionally descriptive function. In so doing, Stein inverts the expected relationship of word to 

object. Rather than the word evoking the mental image of the object, the object evokes words 

that the writer then assembles into an independent linguistic object.
194

  

 The manner in which the readymade and the objects in mixed-media assemblages invert 

object/word associations can be compared, then, to Stein‘s objective in Tender Buttons. Man 

Ray‘s object portraits especially engage with the multiple levels of signification that can be 

obtained by inverting the sequence. Rebus (1925; figure 36), a self-portrait, is a good example. A 

rebus is a riddle consisting of symbols or pictures that suggest sounds or provide clues to the 

meaning of the words or syllables they represent. The object in Man Ray‘s photograph is a metal 

section of a dismantled rifle. Man Ray often took photographs of his ready-mades, which 

permitted him to control the point of view, light, and cast shadows of the object. The positioning 

of the object resembles a man, which puns on the first part of his name. In addition, the first 

syllable of the title pronounced in French is a pun on the second part of his name. These 

associations signal one of the self-referential levels in the photograph. At the same time, the 

medium itself references the artist‘s profession. What‘s more, he equally alludes to 

photography‘s role in transforming the nature of the portrait genre in fine art practices by 

labeling this art object a self-portrait. In fact, photography is one of the many technological 

advances that contributed to the object portrait genre‘s inception. Thus, the associations between 

the title and medium signify the genre‘s development and reference photography‘s role in 

documenting historical change. 

 On another level, the object in Rebus is ambiguously gendered because the positioning of 

the object also resembles the protuberant shapes of feminine breasts and an extended belly 

associated with primitive fertility figures. The object thus inverts the relationship between word 

and image. Instead of a series of pictures linked together to provide clues for solving the riddle, 

one ―picture‖ of one object challenges the viewer to link multiple associations created by its 
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presentation to find meaning. The viewer provides the association between the symbols and 

pictures that the title and image evoke. The series of language games and word play begins with 

puns on the artist‘s name and extends to what Zabel identifies as a ―double collapsing‖ of the 

tribal and mechanical and the feminine and masculine. For example, the object itself evokes 

male/female associations because the French word for rifle is carbine, which, as Zabel points 

out, is a feminine noun.
195

 Carbine is derived from carabine, meaning cavalryman, the last 

syllable of which references the artist‘s name again. The possibilities for interpretation are 

endless. In fact, as only one part of a whole, the object in the picture participates in an 

―arrangement in a system to pointing,‖ in which the ―difference is spreading.‖ Like Stein‘s 

portraits of objects, Man Ray‘s object portrait circumvents the end.      

 Another of Man Ray‘s self-portraits (1916; figure 35) is a mixed-media assemblage on 

panel measuring 27 ¼ by 19 inches. Two electric doorbells are mounted on the panel at the top. 

The panel itself is painted black with an aluminum shape inserted within. The artist placed a 

painted handprint on the aluminum section and a push button at the bottom. On either side of the 

button are painted shapes in the form of the sound holes of a musical instrument. Zabel reads the 

object as a primitive mask-like figure embodying both the male and female, as the doorbells and 

button signify eyes and a mouth, while also suggesting female breasts and genitalia. Zabel reads 

the handprint as both a primitive gesture analogous to those found in prehistoric cave paintings 

and a pun on the artist‘s name.196
  

 The purpose of Self-Portrait was to entice the viewer to push the button in order to make 

the doorbells ring. Those who did were disappointed as Man Ray did not include functioning 

objects, or, for that matter, actual holes through which sound could escape. As such, the 

nonfunctioning object recalls Picabia‘s object portraits, which suggests that there is a more 

complex meaning. In this sense, his Self-Portrait is a cryptic allegiance to Stein‘s Tender 

Buttons. As mentioned earlier, the phrase boutons tendres is the French word for nipples, a 

reference that he acknowledges with the doorbells. The button at the bottom refers to the female 

genitalia. Moreover, as Perloff points out, buttons are related to the hole that they enter, thus the 

sound holes on either side of the button in Man Ray‘s object portrait also participate in a ―system 
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of pointing.‖197
 In fact, his object portrait is comparable to Doris Wright‘s description of Tender 

Buttons as ―imagery presenting woman as aesthetic object.‖ According to Wright, the aesthetic 

object in Tender Buttons is the body of Alice B. Toklas. Like Perloff, Wright identifies the key to 

solving the portraits of objects, which she calls riddles, as the first portrait in Tender Buttons, ―A 

carafe, that is a blind glass.‖ Wright suggests that in this portrait Stein presents herself as the 

blind and ambiguously sexed seer Tiresias, whose cryptic message is her desire for Alice‘s 

body.
198

 Analogously, Man Ray‘s Self-Portrait is a not so cryptic message of what he desires.  

 Man Ray further alludes to Stein‘s writing style in Self-Portrait by acknowledging her 

use of sound associations in his choice of objects and shapes. His acknowledgment of her writing 

style is further evidenced by the catalogue to his 1917 exhibition at Daniel Gallery. According to 

Francis Naumann, Man Ray‘s wife, Adon Lacroix, wrote the statement for the exhibition in 

Stein‘s repetitive style. The first line calls attention to one of Stein‘s primary objectives, which 

was to expose that ―words with meaning or words without meaning, words will be words 

always.‖199
 Since Self-Portrait was included in this exhibition, it is clear that Stein‘s portraits of 

objects in Tender Buttons inspired Man Ray‘s choice of objects in his presentation of self.  

 Man Ray‘s synthesis of the readymade, nontraditional art materials and Stein‘s portraits 

of objects equally acknowledges parallel aesthetic concerns between Duchamp and Stein. Perloff 

points out, for example, that the two share a sense of what Duchamp called aesthetic 

indifference, which he defined as the total absence of good or bad taste. He further defined 

―taste‖ as the repetition of something already accepted, or habit. Perloff explains that Duchamp 

and Stein share an interest in objects and materials, but not as they represent objects in the real 

world, as does a material in a Picasso collage. Instead, Perloff shows how Stein and Duchamp 

share an interest in the art construct not as ―a representation of something but the thing itself‖ 

[Perloff‘s italics]. Meaning is obtained through relationships that are gained through Stein‘s 
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system of pointing.
200

  

 Employing an associative system of relationships is one of the primary ways in which 

both Stein and the Dadaists questioned traditional gender constructs. The exploratory nature of 

avant-garde concerns thus opened the spaces of debate for presenting alternative lifestyles, in 

particular homosexuality as an identity. Stein‘s focus on character, as revealed through thoughts 

and actions provided a more inclusive format for exploring alternative lifestyles. Thus, the avant-

garde‘s questioning of the status quo altered society‘s perception of itself.201
 Stein‘s and 

Duchamp‘s alternative approaches to visual and verbal languages particularly expanded the 

consciousness of modern society. This is certainly evident in the many ambiguous displays of 

gender in modern self-portraiture, as in the object self-portraits by Man Ray and photographs of 

Duchamp‘s alter ego, Rrose Sélavy (1920–1921; figure 39).    

 One of the more extravagant presentations of identity in object portraiture is Elsa von 

Freytag-Loringhoven‘s Portrait of Marcel Duchamp (1920; figure 38). The mixed-media 

assemblage consists of objects encoded as both masculine and feminine. The key to deciphering 

the meaning of the portrait begins with the glass. The objects are contained in a goblet for 

drinking wine. As a container, the glass is celebratory and alludes to the revelry of the Greek god 

of wine, Dionysus. Rising from the center of the glass is a long object that looks like a fishing 

pole. Attached to the pole at the top is a boomerang and feathers. Halfway down the pole is a 

tangled mass of string. Below, the objects in the glass are arranged like a bouquet of flowers. 

Various types of feathers fan out from the center. Within the arrangement are objects coded as 

masculine, such as mechanical gears, clock springs, a fishing lure, and plumbing fixtures. The 

                                                           

 
200

 Perloff, 138–140, 147, and 151. Perloff quotes Duchamp‘s definition of visual 
indifference on page 138. Duchamp supplied the definition in a 1967 interview with Pierre 

Cabanne. See Pierre Cabanne, Dialogues with Marcel Duchamp (New York: Viking Press, 

1971), 4. Perloff documents that Duchamp displayed his first readymade, a bottle rack, in the 

same year that Tender Buttons was published. She also points out that her portrait ―Box‖ in 
Tender Buttons is contemporaneous with Duchamp‘s Box of 1914, a collection of notes on his 

The Bride Stripped Bare by Her Bachelors, Even (The Large Glass) (1915–1923). Finally, she 

finds significance in the fact that the last word in Tender Buttons is fountain. Coincidence aside, 

it is also of significance that the portraits of objects in Tender Buttons were written in 1912, 

before the ready-mades and collections of notes began, and five years before the notorious 

scandal surrounding Fountain (1917). 

 

 
201

 Sarah Bay-Cheng, Mama Dada: Gertrude Stein’s Avant-Garde Theater (New York: 

Routledge, 2004), 94 and 5. 



 

 116 

feminine objects include broken glass and jewelry. In addition, organic materials like feathers, 

twigs, and chicken bones round out the array of objects. The display itself looks like a fantastical 

bird with a long neck, the height of which is suggestive of Duchamp‘s tall, lean frame. The 

artist‘s infatuation with Duchamp has led to readings of the portrait as a self-portrait as well. In 

fact, Zabel sees the image as one of cross dressing and simultaneously as a primitive headdress. 

Thus, she suggests that Freytag-Loringhoven is defining Duchamp in her own androgynous 

image while also alluding to his female persona, Rrose Sélavy.
202

  

 At the same time, parallels can be drawn between the arrangement of objects in the glass 

and the portraits of objects addressed in Tender Buttons. For example, this object portrait of 

Duchamp can be compared almost word for word with ―A carafe, that is a blind glass,‖ 

beginning with the allusion to the glass. The words spectacle and spreading describe the array of 

objects, while ―an arrangement in a system of pointing‖ and ―not unordered in not resembling‖ 

allude to the portrait as a system of associations that convey a psychological likeness. In 

addition, there is a word portrait of feathers and four word portraits entitled ―Chicken‖ in Tender 

Buttons, one of which reads ―Alas a dirty word, alas a dirty third alas a dirty third, alas a dirty 

bird.‖ The word alas is a homonym for ―a lass,‖ meaning a young woman. A second portrait of a 

chicken reads ―Stick stick call then, stick stick sticking, sticking with a chicken. Sticking in a 

extra succession, sticking in.‖203
 The word stick has multiple interpretations including an object 

in itself or to fix or attach something to something else. The word succession means a sequence 

or series, thus relating to both the stream of consciousness and a sequence of associations. Thus, 

the vast array of ordinary objects rearranged and presented as an aesthetic object pays homage to 

one of Duchamp‘s and Stein‘s objectives, which was to divert the aesthetic frame away from the 

elitism of European fine art practices and call attention instead to the aesthetic possibilities 

embodied in ordinary everyday objects. Once presented for display or arranged into a 

composition, the object of the artist‘s attention can expand consciousness, promote tolerance, 

and embrace difference. Thus a new way of seeing will ensure that ―the difference is spreading.‖ 

 The shared interest in common, everyday objects among the Dadaists transformed the 
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manner in which nontraditional art materials were used by American artists. Arthur Dove, for 

example, was an established artist whose abstract paintings of nature contributed to his status as 

a cultural icon in his own right. He is often credited with producing the first nonobjective 

painting in American art. He lived in Paris from 1907 to 1909 and frequented Stein‘s salon. In 

fact, his introduction to Stein occurred earlier than any of the other artists who produced object 

portraits. Dove‘s switch to mixed-media assemblage is traced to his interaction with the Dadaists 

at the Arensberg‘s salon and to an exhibition of the German Dadaist Kurt Schwitter‘s collages in 

1920–1921 at the Société Anonyme, a forward thinking art society founded by Katherine Dreier 

and Duchamp.
204

 At the same time, this switch was both one of necessity and an outgrowth of his 

American heritage.  

 Dove spent the majority of his life as a farmer; therefore, many of the materials that he 

used in his assemblages were readily available. Dorothy Johnson suggests that the materials are a 

psychoanalytic signifier and that the process of making these images was therapeutic. Indeed, the 

assemblages are a testament to American simplicity, inventiveness, and patriotism, however 

mundane or extraordinary. Dove‘s Portrait of Ralph Dusenberry (1924; figure 40) is a mixed-

media assemblage of oil paint, wood, paper and canvas measuring 22 by 18 inches. The materials 

capture the simplicity of his friend and neighbor who worked as an architect and, like Dove, 

lived on a boat in Lloyd‘s Harbor, New York. In the portrait, an unfolded carpenter‘s ruler 

frames two fragments of weather-worn wood shingles. The lower wood fragment has been 

skillfully cut to a point that connects to the upper wooden fragment. This piece is shaped like a 

bird, most likely a kingfisher, with a painted eye on the angle and a worn and splintered end 

suggesting wings. The diagonal movement from the upper right corner toward the left suggests 

that the bird is diving. The left background is a painted fragment of what appears to be a sail with 

the colors, stars, and stripes of the American flag and a fragment of the capital letter R. At the 

bottom, a fragment of a page from a hymnal with the music and lyrics to the quintessential 

American spiritual ―Shall We Gather at the River‖ rounds out the portrayal of a humble 

American existence.
205

  

 Dove‘s assemblages also extol American cultural leaders. Portrait of Stieglitz (1924; 
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figure 41) is a mixed-media assemblage of a lens, mirrored glass plate, springs, steel wool, glue, 

and nails mounted on board measuring 15 ⅞ by 12  inches. In the portrait a single camera lens 

is positioned in the upper center of the picture plane above a photographic plate, both of which 

are mounted on a panel painted gold. A watch spring is positioned in the upper right corner of 

the plate, while a clock spring is coiled in the form of a nautilus shell in the bottom left corner. 

Positioned to the right of the clock spring is a piece of steel wool. Once again, the glass, as a 

relational symbol of vision, plays an important part. The watch spring is associated with the 

precision of Stieglitz‘s mind, while the graceful coil of the clock spring characterizes his energy 

and commitment to artistic expression. The steel wool recalls Stieglitz‘s signature mustache, now 

tinged with gray. The steel wool thus hints at Stieglitz‘s older and more distinguished character 

as well as his characteristic abrasiveness.
206

  

 Dove chose objects that place this portrait of Stieglitz in dialogue with previous portraits 

by de Zayas and Picabia. The position of the round lens recalls the moon in de Zayas‘ 

L’accoucheur d’idees and the photographic plate the 1909 Alfred Stieglitz. Moreover, the 

mechanical metaphors reference Picabia‘s Here, this is Stieglitz, Here. But, like de Zayas‘ 1912 

Alfred Stieglitz and L’acoucheer d’idees, the frontal configuration presents Stieglitz as an iconic 

presence, further symbolized by the presentation of the objects on a gold background. If 

Picabia‘s Here, this is Stieglitz, Here questions Stieglitz‘s position as leader of the avant-garde in 

1915, Dove‘s object portrait recognizes his reawakening as he ventured into both defining and 

promoting American artists at the Anderson Galleries, which he opened in 1921. Thus, this 

portrait recognizes his resurrection as leader of the American avant-garde.  

 Dove‘s object portraits are both sentimental and satiric portraits of American 

personalities. The objects that depict his subjects are taken from both popular culture and humble 

existences. Johnson claims that Dove‘s approach to collage was associational and thematic. On 

one level she finds that the materials are representational, a result of an interest in folk art in 

which artists sought physical likenesses but lacked the skill or desire to create the illusion of 

realty. In addition, the physical act of collecting, saving, reusing, and making are humble acts of 

the American spirit. At the same time, she connects Dove‘s compositional choices to the 

Victorian home in which natural objects were displayed in shadow boxes or as decorations. She 

also draws a connection to the American fascination with ordinary materials, which is often 
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related to economic hardship and the democratic philosophy of the common.
207

  

 If everyday objects and references to American technology can create associations 

symbolic of American character, then a visual format specifically developed to target the buying 

habits of the American consumer can as well. Charles Demuth‘s poster portraits combined the 

American advertising industry‘s mastery of graphic design in billboards, posters, and handbills 

with the object portrait format. His innovative style drew upon his interest in writing, which was 

partly inspired by Stein. As Haskell points out, Demuth, like Stein, was equally interested in 

drawing parallels between the literary and visual arts through symbolism and fragmentation.
208

 

At the same time, both imposed celebrity status on those American artists and writers whose 

accomplishments were deemed worthy of recognition. For example, from 1923–1929, Demuth 

painted nine poster portraits of American cultural leaders in the visual and verbal arts. The artists 

include Georgia O‘Keeffe, John Marin, Dove, Charles Duncan, and a study for a portrait of 

Hartley. The writers include William Carlos Williams and Wallace Stevens, and two portraits on 

the theme of Broadway have been identified as a portrait of Stein and the American playwright 

Eugene O‘Neill.209
 Stein‘s word portraits of American artists and writers include portraits of 

Hartley (1913), Van Vechten (1913 and 1923), Jo Davidson (1922), the writer Sherwood 

Anderson (1922), T. S. Eliot (1924), Man Ray (1924), and composer Virgil Thomson (1928). 

The mingling of the billboard format with objects that draw associations between the subject and 

their identity as Americans solidified the object portrait genre‘s categorization as a purely 

American art form. 

 For example, Demuth‘s The Figure Five in Gold (1928; figure 42) is an object portrait of 

the American poet William Carlos Williams. The portrait captures Williams‘ description of the 

moment when he conceived the poem ―The Great Figure.‖ Williams went to see Hartley at his 
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studio on 15
th

 Street in New York City on a rainy day. Before entering the studio, he heard a 

clatter of bells and the roar of a fire engine. He described seeing a golden numeral five on a red 

background flash by through the street. He wrote the poem on the spot.
210

   

 In Demuth‘s portrait of Williams, the number five, painted in gold against a fragmented 

fire truck, is repeated three times to suggest movement through the rainy street. Fragments of the 

street and skyscrapers collapse the space into a display of overlapping planes and shapes typical 

of the analytic cubist paintings by Picasso. In the upper left corner, a familiarization of the poet‘s 

name, Bill, is precisely stenciled to suggest the billboard aesthetic. To the left, the word Carlo, a 

fragment of the poet‘s middle name, is rendered as bulbs of a theater marquee. Disks of light, 

similar to those that appear in Hartley‘s Berlin paintings, suggest streetlights.211
 Only here the 

linear, graphic style of the advertising industry, reminiscent of Picabia‘s object portraits in 291, 

reduces any possibility of a mystical association. The disks are street lights, pure and simple, and 

the portrait captures the loud, slick, city street in the rain with a simultaneous display of objects, 

references to sounds, fragments of words, and movement through time and space. The poster 

portrait is, therefore, the quintessential object portrait because it is both a portrait of an American 

poet and a portrait of the subject‘s poem, which is an artistic object in itself. The portrait 

becomes an illustration of Stein‘s objectives in her word portraiture, which was to merge poetry 

and painting. No better tribute could be made to Stein than a portrait by an American artist of an 

American poet based on a poem that is composed in a style that she established as an avant-garde 

American writer, other than the fact that the portrait is executed in a visual format that developed 

in response to her word portraiture.     

 Thus, the object portrait genre is connected to Stein‘s portrait theory grounded in her 

appropriation of James‘ system of characterology, which defined the individual as an 

amalgamation of past and present thoughts. The progression of the genre‘s development is 

captured in the many portraits of Stieglitz, beginning with de Zayas abstract caricature Alfred 

Stieglitz from 1912. De Zayas expresses the important role that Stieglitz played as the self-

proclaimed leader of the avant-garde. While the portrait exhibits a resemblance, the objects, 

shapes, and symbols chosen to convey his character better express his inner being at that specific 

time and place than Stieglitz‘s self-portrait (figure 6). If in 1915 Picabia satirized Stieglitz as a 
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skyscraper-like camera in search of ―the out-of-reach ideal,‖ then Dove‘s iconic portrayal 

redeemed the leader as the abrasive, determined, visionary.   

 Participating in this exchange, and borrowing from Demuth‘s linear style, Georgia 

O‘Keeffe‘s object portrait Radiator Building―Night, New York (1927; figure 43), an oil painting 

measuring 48 by 30 inches, equally comments on Stieglitz at a specific moment in time. The 

object portrait is a double portrait of herself and Stieglitz as towering skyscrapers in the city he 

helped define. The central form is the American Radiator Building, designed by Raymond Hood 

and completed in 1924. Vivien Green Fryd points out that the building was a symbol of 

modernity because of its sleek design and floodlighting on the top. The skyscraper is positioned 

among several buildings. On the far right, a curvilinear form suggestive of smoke or steam rises 

from the top of a building that extends beyond the painting‘s edge. The shape recalls the 

feminine forms of O‘Keeffe‘s familiar flower paintings; thus the building might be interpreted as 

a metaphoric substitute for her physical form. To the left, O‘Keeffe renders the Scientific 

American Building as Stieglitz. She replaces the glowing red sign that originally read ―Scientific 

American‖ with Stieglitz‘s name. In the right background, search lights, by then symbolic of the 

city at night, extend beyond the painting‘s edge in diagonal, rectilinear planes. Fryd interprets the 

painting as a psychological signifier of O‘Keeffe‘s and Stieglitz‘s relationship at this juncture in 

their marriage.
212

  

 O‘Keeffe chose the Scientific American Building as a metaphoric substitute for 

Stiegltiz‘s physical form because it associates him with the city he framed in countless 

photographs. At the same time, it corresponds to the technology of the camera. Here, the forms 

better convey the conflict of consciousness than a realistic portrayal. Yet it does provide another 

example of an object portrait of Stieglitz. Indeed, as I have demonstrated, the development of 

object portraiture can be traced through the many representations of Stieglitz alone. What began 

as homage to the self-proclaimed leader of the American avant-garde, a spiritual symbol of the 

transatlantic dissemination of modernism, culminates in a symbolic image of the skyline he 

helped make famous, a relationship he helped construct, in a genre he initiated by publishing 

Stein‘s nonrepresentational word portraits. These portraits of Stieglitz mark the shifting nature of 
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modern identity and the object portrait genre‘s continuity as a record of social and cultural 

change.  
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CHAPTER 6 

 

CONCLUSION 

 

 The primary aim of this study has been to determine how Gertrude Stein‘s word portraits 

―Picasso,‖ ―Matisse,‖ and ―Portrait of Mabel Dodge at the Villa Curonia‖ inspired the 

development of the object portrait genre among the American avant-garde. Therefore, this study 

has investigated their engagement with her nonrepresentational word portraits. The diverse range 

of formats, subjects, and styles of the object portraits presented a challenge for comparison and 

analysis. Furthermore, the subject matter of the genre as a whole appeared poles apart. How then 

are the two related?  

 The scholarly literature on Stein compared her writing style to cubist painting. However, 

this literature overlooked any relationship between her experimental writing and the American 

avant-garde‘s invention of the object portrait genre. Thus, one objective of this study has been to 

bring the scholarship together and define the thematic and stylistic parameters that unify the 

genre as an American phenomenon.  

 Many questions of purpose and function were raised as the scholarly literature on Stein‘s 

word portraiture and object portraiture presented itself for study. For example, what types of 

shared historical and cultural knowledge provoked the writer and the artists to initiate a new 

approach to the traditional portrait format? Why was a sub-genre of portraiture needed? In due 

course, the literature revealed that both the subjects of the portraits and the artists behind their 

execution engaged the changing perceptions of the self addressed by the new science of 

psychology. However, the uses and meanings of the discipline‘s terms of discourse were often 

misappropriated, sometimes intentionally for creative or humorous purposes.   

 Ultimately, the primary topic of the object portrait genre can be traced to Stein‘s training 

as a psychologist. As a Radcliffe undergraduate and student of William James, Stein engaged in 

studies of normal human conscious in an attempt to determine those habits of attention that 

define character and personality in the human subject. The two publications from her studies, 

―Normal Motor Automatism‖ and ―Cultivated Motor Automatism; A Study of Character in its 

Relation to Attention,‖ reveal the manner in which attention can be manipulated. In order to 
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master the process, Stein manipulated her own habits of attention to explore human 

consciousness. As a result, a peculiar type of word portrait that rejected mimesis was invented. In 

an endeavor to describe the objects of attention, Stein invented an alternative language system 

that treated the human subject as a cubist object viewed from multiple perspectives. Thus, her 

writing collapsed the linear construct of time into a continuous present.  

 Simultaneously, Stein‘s scientific approach to depicting an interior likeness found 

grounding in James‘ system of characterology. In an effort to describe the mental processes and 

psychological complexities of modern experiences, James coined the ―empirical self,‖ which 

defined the human being as an inner self and an outer self. One‘s inner character was 

theoretically determined by actions conveyed through habits of attention. Thus, those aspects of 

the world that one foregrounds in the conscious better convey a person‘s character than do 

physical likenesses.  

 For this reason, Stein redefined the subjects of portraiture. The range of questions posed 

by this redefinition calls the paradoxical nature of the object portrait genre into question. For 

example, if the subject of a portrait is the object of the portraitist‘s perceptions, then does the 

object of attention portrayed need to be a person? Or, if the object of the portraitist‘s attention is 

a person, can the person be made present in the mind of the viewer without a description of a 

physical likeness? If the answer to these questions is yes, then Stein successfully expanded the 

scope of the portrait subject to include places, thoughts, and tangible objects. In the end, the 

―object‖ of attention may encompass the human subject or possibly the product of that human 

subject‘s actions, such as a dance, a photographic series, or a poem.  

 If the visual artists rejected mimesis to depict instead an interior, or psychological, 

likeness, then why were symbolic objects chosen as metaphoric substitutes? How do the objects 

employed in the object portraits encode meaning? The portrait tradition‘s reliance on physical 

resemblance as one indicator of character lost its validity as cultural changes brought on by 

psychology provided a new objective: representing interiority. Instead, the visual artists 

exploited and transformed the function of the title in portraiture‘s tradition. It not only named the 

subject but also provided ―knowledge about‖ the subject in the viewer‘s mind. The visual artists 

then exploited the evaluative function of portraiture by employing an object or objects to 

symbolize the subject. Mechanical objects in particular played a significant role as an indicator 

of character and personality because they served as functional analogues for the human body. 
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 In addition, the visual artists conveyed movement through time and space, movements of 

the mind, and character transformation through a complex series of relationships between words 

and images. By juxtaposing isolated words, sequences of words, homonyms, and punning with 

symbolic objects, the artists recreated the subject while simultaneously presenting a 

multidimensional character analysis. Thus, the visual artists who made object portraits exposed 

the inadequacy of traditional portrait formats based on mimesis to illustrate the psychological 

complexities of modern character and personality. 

 The Jamesian concept of ―knowledge of acquaintance‖ specifically contributed to the 

employment of objects to convey character and personality. The portraitist‘s presence as the 

point of reference relied on memory and, thus, associated the collection of past perceptions with 

those of the present. Places, objects, other people, sights, sounds, smells and events may generate 

a memory, which is then recreated. The subject is therefore re-presented by assembling a 

collection of the portraitist‘s memories related to the subject in the title.  

 Defining the exterior of James‘ empirical self, the material and social self, required the 

artist to convey relationships between possessions, profession, interests, and friendships. In any 

culture, portraits tend to reflect social realities by combining conventions of social behavior and 

appearance. The emergence of psychology as a discipline uncovered, as James indicated, that 

there are as many social selves as there are individuals who carry an image of a person in their 

mind. As Brilliant pointed out, social roles are, therefore, like masks.
213

 Object portraiture, 

unconcerned with the superficialities of physical appearance, removed the mask and both 

exposed and created those character traits that define the subject‘s personality.     

 The temporal nature of that definition was captured by objects that suggest movement. At 

the same time, alternative visual formats, such as the psychotype, readymades or collage, offered 

another venue for exploring the human subject. The choice of object, or objects, often 

symbolized aspects of the subject‘s character at the specific time in which the portrait was made. 

The portraits of Stieglitz, in particular, provide an insightful glimpse into how Stein‘s portrait 

theory combined with alternative visual formats to capture transformations in perception as well 

as transformations of a specific individual‘s inner being. 

 Stein and the visual artists, therefore, reworked the traditional dialogue between verbal 

and visual portraiture in an effort to capture the shifting nature of identity and the modern 
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experience. As the subject changed, so did the style. Thus the artists captured the complexities of 

movement through space and time, the self as thought process, or the subject‘s changing roles 

within the culture and personal relationships over time.  

 Man Ray‘s photograph of Stein in front of Picasso‘s portrait of her (1922; figure 2) 

comments on the complexity of her portrait theory and the significance of changes in perception 

as they are related to the past. In the photograph, Stein sits in a chair in the right foreground in 

front of her painted image. She stares not at the painting but seemingly beyond the photograph‘s 

frame to the left of the viewer. Picasso‘s painted image of Stein‘s heavy figure with the severe 

Iberian mask-like face is positioned in the left background, slightly higher than the photographed 

Stein. The gaze of the painted Stein stares out toward the right just over the head of the 

photographed Stein. The image can be read as a modern Janus that looks at once forward and 

backward in time. In essence, the two Steins appear to ponder the making of an image, 

anticipating its shape in the future while simultaneously reflecting on the forms it has taken in 

the past.  

 Richard Brilliant observes that ―Picasso‘s portrait seems to be closer to the original 

Gertrude Stein than the ageing human being in the photograph.‖ As such, he argues that Man 

Ray‘s objective was to demonstrate the persistence of the unique self, the self that was once and 

for all defined by Picasso as ―Gertrude Stein,‖ in essence, her overpowering personality.
214

 By 

1922, not only her image but also her persona, however constructed, had become iconic.   

 Paradoxically, that iconicity is grounded in one of Stein‘s objectives, which was to 

expose the malleability of identity construction, particularly as it participates in signifying a 

public persona. By eliminating a physical description of the portrait subject for metonymy and 

word play, the artists who produced object portraits illustrated how objects and words, and the 

relationships between them, serve as evaluative signifiers and thus participate in shifting 

perceptions and changing associations in societies. As Stein stated in the 1938 essay Picasso, 

―Nothing changes in people from one generation to another except the way of seeing and being 

seen.‖215
 The elements that mark modernity—psychology, cubism, mechanization, urbanization, 

mobility, and visibility—contributed to the speed with which changing perceptions occurred.  
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 As I have demonstrated, the various subjects and visual formats employed in object 

portraiture can be unified under the rubric of Stein‘s portrait theory embedded in the cultural 

interest in psychology. Many questions remain unanswered as several areas need further 

exploration. For example, Marjorie Perloff‘s article ―Of Objects and Ready-mades: Gertrude 

Stein and Marcel Duchamp‖ only touches on the complexity of their semiotic systems of 

association. In addition, the visual artists‘ engagement with Tender Buttons: Objects, Food, 

Rooms equally merits an in-depth study to determine the complex nature of this exchange of 

word and image.  

 Moreover, Hartley‘s investigation of the subconscious as a container of symbolic 

associations that can define a religious constitution identifies several key themes explored in 

surrealism. Stein‘s connection to the surrealist poets Georges Hugnet and André Breton, both of 

whom created poem-objects and attended Stein‘s salons, warrants attention. As B. F. Skinner‘s 

1934 article ―Has Gertrude Stein a Secret?‖ reveals, her contemporaries believed that she 

employed automatic writing in her texts. Significantly, the surrealist‘s methodological approach 

to investigating the subconscious and unconscious mind was similar to Stein‘s investigations of 

automatism in the psychological laboratory, although the purposes were very different. 

 More importantly, the surrealists were eager to manipulate the written word to evoke 

realities otherwise not consciously experienced. In Fantastic Art, Dada, Surrealism, the 

catalogue to the 1936–1937 exhibition at the Museum of Modern Art, Alfred Barr, Jr., stated that 

surrealism serves as a link between psychology on one hand and poetry on the other. In light of 

this statement, the merging of the written word and painting in object portraiture should be 

considered in this transaction. In addition the surrealist poet Louis Aragon stated: 

 

 The painter if he should still be called painter, is no longer tied to his picture by a 

mysterious physical relationship as if he had given birth to it. With the breakdown of this 

conception the individuality of choice comes into play. A manufactured object can be set into a 

picture, in fact it can even be the whole picture. Picabia may decide that an electric light is a 

young girl. Painters are now using objects as if they were words. Incantation has been invented 

again by the new magicians.  

 

Hugnet adds to this sentiment by further explaining that ―the individuality of choice is as 

personal and distinctive in each painter as the selection of words and the reappearance of certain 

images is in each poet; chance, unconsciousness and automatism do not destroy these personal 
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predilections.‖216
  

 Indeed, these choices, whether conscious or unconscious, disrupt traditional visual and 

verbal sign systems, an objective that Stein found particularly provocative.  
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Figure 1. Marsden Hartley, One Portrait of One Woman, 1916, oil on composition board, 30 

x 25 ¼ inches, Collection Frederick R. Weisman Art Museum, University of Minnesota, 

Minneapolis. Bequest of Hudson D. Walker from the Ione and Hudson D. Walker 

Collection. [Elizabeth Mankin Kornhauser, Marsden Hartley (New Haven: Wadsworth 

Athenaeum Museum of Art, 2002), 108, plate 26.]  
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Figure 2. Man Ray, Gertrude Stein and Picasso's Portrait, 1922, by Man Ray, 3 ¾ x 4 ¾ 

inches, Vintage gelatin silver print from the Richard and Ellen Sandor Family Collection. 
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Figure 3. Edgar Degas, Woman Seated Beside a Vase of Flowers (Madame Paul Valpinçon?), 

1865, oil on canvas, 29 x 36 ½ inches, The Metropolitan Museum of Art, H. O. Havemeyer 

Collection, Bequest of Mrs. H. O. Havemeyer, 1929 (29.100.128), Image © The 

Metropolitan Museum of Art. (Artstor) 
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Figure 4. Vincent Van Gogh, Portrait of Dr. Gachet, 1890, oil on canvas, 26 ½ x 22 ½ inches, 

Private Collection. [Meyer Schapiro, Vincent Van Gogh (New York: Harry N. Abrams, 

1994), 121.] 
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Figure 5. Vincent Van Gogh, Gauguin’s Armchair, Candle and Books, 1888, oil on canvas, 

90.5 x 72.5 cm. (Artstor) 
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Figure 6. Alfred Stieglitz, Self-Portrait, negative 1907, print 1930, Gelatin Silver Print, 9 ¾ 

x 7 ¼ inches. [Sarah Greenough, Modern Art and America: Alfred Stieglitz and His New 

York Galleries (Boston: Bulfinch Press, 2000), 14.] 
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Figure 7. Pablo Picasso, The Architect’s Table, 1912, oil on canvas mounted on panel, 28  
x 23 ½ inches, The William S. Paley Collection, Museum of Modern Art, New York. 

[Charles Harrison, Francis Frascina, and Gill Perry, Primitivism, Cubism, Abstraction: The 

Early Twentieth Century (New Haven: Yale University Press, 1993), 149, plate 124.] 
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Figure 8. Marius de Zayas, Alfred Stieglitz, 1909, charcoal drawing. [Sarah Greenough, 

Modern Art and America: Alfred Stieglitz and His New York Galleries (Boston: Bulfinch 

Press, 2000), 144.] 
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Figure 9. Marius de Zayas, L’accoucheur d‘idees, 1909, charcoal drawing, 62.3 x  

47.8 cm.,The Metropolitan Museum of Art, The Alfred Stieglitz Collection. (Artstor) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 139 

 

 
 

 

Figure 10. Marius de Zayas, Alfred Stieglitz, 1912, charcoal, 24 ¼ x 18  inches, The 

Metropolitan Museum of Art, The Alfred Stieglitz Collection. (Artstor) 
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Figure 11.  Soul Catcher, Danger Island, British Museum, coconut fiber string, ©Trustees 

of the British Museum. 
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Figure 12. Pablo Picasso, Ma Jolie, 1911–1912, oil on canvas, 39  x 25 ¾ inches, The 

Museum of Modern Art, New York. [Sam Hunter, The Museum of Modern Art, New York: 

The History and the Collection (New York: Harry N. Abrams, Inc., 1984), 152, figure 203.] 
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Figure 13. Francis Picabia, Mechanical Expression Seen Through Our Own Mechanical 

Expression, 1913, watercolor on paper, 20 x 15.5 cm. (Artstor) 
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Figure 14. Photograph of Stacia Napierkowska, c. 1912. [William A. Camfield, Francis 

Picabia: His Art, Life and Times (New Jersey: Princeton University Press, 1979), illustration 

6.] 
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Figure 15. Crookes Radiometer 
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Figure 16. Francis Picabia, Stardancer on a Transatlantic Liner, 1913, watercolor on paper, 

75 x 55 cm., Private Collection. [Maria Lluïsa Borràs, Picabia (New York: Rizzoli, 1985), 

139.]                                                                       
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Figure 17. Marsden Hartley, Portrait Arrangement No. 2, 1912–13, oil on canvas, 39 ½ x 31 

 inches, Private Collection. [Elizabeth Mankin Kornhauser, Marsden Hartley (New 

Haven: Wadsworth Athenaeum Museum of Art, 2002), 61, plate 9.] 
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Figure 18. Marsden Hartley, Raptus, 1913, oil on canvas, 39  x 32 inches, Currier 

Museum of Art, Gift of Paul and Hazel Strand in Memory of Elizabeth McCausland. [Gail 

R. Scott, Marsden Hartley (New York: Abbeville Press Publishers, 1988), 40.] 
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Figure 19. Marsden Hartley, Portrait of Berlin, 1913, oil on canvas, 39 ¼ x 39 ¼ inches, Yale 

Collection of American Literature, Beinecke Rare Book and Manuscript Library, Yale 

University, New Haven, Gift of Mabel Dodge Luhan to the Collection of American 

Literature, University Library. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 149 

 

 
 

 

Figure 20. Marsden Hartley, Portrait of a German Officer, 1914, oil on canvas, 68 ¼ x 41  
inches. The Metropolitan Museum of Art, Alfred Stieglitz Collection, 1949. Image © The 

Metropolitan Museum of Art. (Artstor)  
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Figure 21. Marsden Hartley, Cosmos, 1908–1909, oil on canvas, 76.1 x 75.5 cm. (Artstor) 
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Figure 22. Wassily Kandinsky, Saint Vladimir, 1911, reverse painting on glass, 11  x 10  
inches, Städtische Galerie im Lenbachhaus, Munich. [Peg Weiss, Kandinsky and Old 

Russia: The Artist as Ethnographer and Shaman (New Haven: Yale University Press, 1995), 

62.]  
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Figure 23. Diagram of Gustave Theodor Fechner‟s wave-scheme [William James, Human 

Immortality: Two Supposed Objections to the Doctrine (Boston: Houghton, Mifflin and 

Company, 1898), 64.] 
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Figure 24. Pablo Picasso, Au Bon Marché, 1914, oil and pasted paper on cardboard, 9 ¼ x 

12 ¼ inches, Ludwig Collection, Aachen. [Charles Harrison, Francis Frascina, and Gill 

Perry, Primitivism, Cubism, Abstraction: The Early Twentieth Century (New Haven: Yale 

University Press, 1993), 88, plate 78.]  
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Figure 25. Francis Picabia, Here, This is Stieglitz, Here (Ici, c’est ici Stieglitz), 1915, ink and 

collage on paper, 29  x 20 inches, The Metropolitan Museum of Art, Alfred Stieglitz 

Collection. (Artstor) 
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Figure 26. Advertisement for the Vest Pocket Kodak Special [Camera Work 41 (January 

1913): np.] 
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Figure 27. Advertisement for the Ica Ideal Camera, from the camera manual. [Image 

courtesy of uwekulick, http://camerapedia.wikia.com/wiki/Ica_Ideal] 
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Figure 28. Alfred Stieglitz, The Steerage, 1907, photogravure, 13  x 10 ½ inches. (Artstor) 
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Figure 29. Francis Picabia, Here is Haviland (Voilà Haviland), 1915, in 291, nos. 5–6 (July-

August 1915), Library of the Metropolitan Museum of Art, New York. [Francis Naumann, 

Making Mischief: Dada Invades New York (New York: Harry N. Abrams, Inc., 1996), 52.] 
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Figure 30. Advertisement for the Wallace Portable Electric Lamp. (Artstor) 
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Figure 31. Marius de Zayas and Agnes Meyer, Mental Reactions, 1915, in 291, no. 2 (April 

1915), Library of the Metropolitan Museum of Art, New York. [Willard Bohn, “Marius de 
Zayas and Visual Poetry: „Mental Reactions.‟” Arts Magazine LV/10 (June 1981): 115.] 
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Figure 32. Detail of Marius de Zayas and Agnes Meyer, Mental Reactions, 1915, in 291, no. 

2 (April 1915), Library of the Metropolitan Museum of Art, New York. [Willard Bohn, 

“Marius de Zayas and Visual Poetry: „Mental Reactions,‟” Arts Magazine LV/10 (June 

1981): 115.]  
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Figure 33. Guillaume Apollinaire, “Voyagé,” 1914, visual poem. [Francis Naumann, 

Making Mischief: Dada Invades New York (New York: Harry N. Abrams, Inc., 1996), 266.] 
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Figure 34. Marius de Zayas and Francis Picabia, Femme! and Violà Elle, 1915, in 291, no. 9 

(November 1915), Library of the Metropolitan Museum of Art, New York. (Artstor) 
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Figure 35. Man Ray, Self-Portrait, 1916, no longer extant; (photo by Man Ray, 1916, 

Gelatin Silver Print, 3 ¾ x 2 ¾ inches. (1964 replica, mixed-media assemblage: push button 

and door bells mounted on panel, 27 ¼ x 19 inches, Collection of William and Mary Von 

Keppel). [Barabara Zabel, Assembling Art: The Machine and the American Avant-Garde 

(Jackson: The University Press of Mississippi, 2004), 95.] 
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Figure 36. Man Ray, Rebus, 1925, photograph, black and white. [Barabara Zabel, 

Assembling Art: The Machine and the American Avant-Garde (Jackson: The University 

Press of Mississippi, 2004), 99.] 
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Figure 37. Marcel Duchamp, In Advance of a Broken Arm, 1916, sculpture, August 1964 

(fourth version, after lost original of November 1915), wood and galvanized-iron snow 

shovel, 52 inches high, The Museum of Modern Art, New York. (Artstor) 
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Figure 38. Baroness Elsa von Freytag-Loringhoven, Portrait of Marcel Duchamp, 1920, 

mixed-media assemblage, no longer extant. (Photograph by Charles Sheeler, ca. 1920, 

black and white, platinum print, 25.1 cm high). (Artstor) 
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Figure 39. Man Ray, Marcel Duchamp as Rrose Selavy, ca. 1920–1921, Photography, black 

and white, Gelatin silver print, retouched, 8 ½ x 6 13/16 inches. (Artstor) 
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Figure 40. Arthur Dove, Portrait of Ralph Dusenberry, 1924, oil, ruler, wood, paper, canvas, 

22 x 18 inches, The Metropolitan Museum of Art, New York, Alfred Stieglitz Collection, 

1949. [Robert Hughes, American Visions: the Epic History of Art in America (New York: 

Alfred A. Knopf, 1997), 347.] 
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Figure 41. Arthur Dove, Portrait of Stieglitz, 1926, lens, mirrored glass plate, springs, steel 

wool, glue, and nails mounted on board, 15  x 12 ½ inches, The Museum of Modern Art, 

New York, Edward M. M. Warburg Fund [Sam Hunter, The Museum of Modern Art, New 

York: The History and the Collection (New York: Harry N. Abrams, Inc., 1984), 152, figure 

203.] 
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Figure 42. Charles Demuth, The Figure 5 in Gold, 1928, oil on cardboard, 35 ½ x 30 inches, 

The Metropolitan Museum of Art, The Alfred Stieglitz Collection. (Artstor) 
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Figure 43. Georgia O‟Keeffe, Radiator Building–Night, New York, 1927, oil on canvas, 48 x 

30 inches, Carl Van Vechten Gallery of Fine Arts, The Alfred Stieglitz Collection, Fisk 

University, Nashville, TN. (Artstor) 
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Christal Hensley 

P.O. Box 817 

Blountville, TN 37617 

423-323-1249 

 

Nancy Kuhl 

Curator of Poetry 

Yale Collection of American Literature 

The Beinecke Rare Book and Manuscript Library 

Yale University 

121 Wall Street, P.O. Box 208240 

New Haven, CT 06520-8240 

 

June 27, 2011 

 

Dear Ms. Kuhl,  

 

I recently contacted you concerning permission to reproduce paintings by the American artist 

Marsden Hartley. I am completing a doctoral dissertation at The Florida State University entitled 

―The Cult of Personality: Gertrude Stein and the Development of the Object Portrait in the 

American Visual Arts.‖ I would like your permission to reproduce the following images: 
 

1. Portrait Arrangement, No. 2, 1912–1913 Private Collection 

2. Raptus, 1913, Currier Museum ofArt 

3. Portrait of Berlin 1913, Yale Collection of American Literature 

 

The requested permission extends to any future revisions and editions of my dissertation, 

including non-exclusive world rights in all languages, and to the prospective publication of my 

dissertation by UMI Company. These rights will in no way restrict republication of the material 

in any other form by you or by others authorized by you. Your signing of this letter will also 

confirm that you own [or your company owns] the copyright to the above-described material. 

 

If these arrangements meet with your approval, please sign this letter where indicated below and 

return it to me in the enclosed return envelope. Thank you very much. 

 

Sincerely,  

 

Christal Hensley 

 

PERMISSION GRANTED FOR THE USE REQUESTED ABOVE: 

___________________________________________     Date: _______________________ 

Nancy Kuhl, Curator of Poetry; Yale Collection of American Literature 
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Christal Hensley 

P.O. Box 817 

Blountville, TN 37617 

Email: cmhensley@northeaststate.edu 

 

 

Richard and Ellen Sandor Family Collection 
 

From: Janine Fron [mailto:janine@artn.com]  

Sent: Thursday, February 17, 2011 12:47 PM 

To: Hensley, Christal M 
Cc: Ellen Sandor; Richard Sandor 

Subject: Re: rights to reproduce 
  

 

Dear Christal, 

  

Thank you for your email.  I am writing to you on behalf of the Richard and Ellen Sandor Family 

Collection.  The Sandors give their permission for you to include a reproduction of "Gertrude 

Stein and Picasso's Portrait" by Man Ray from their collection in your dissertation.  Please 

confirm your deadline so I can send you the high-res image to include with the enclosed credit 

caption.  The Sandors would appreciate a copy of your dissertation when it is finished for their 

archives, which can be sent to them printed in hard copy form or electronically via PDF. 

  

We are wishing you success with your work. 

  

Best regards, 

  

Janine Fron 

  

  

Credit Caption 

Gertrude Stein and Picasso's Portrait, 1922, by Man Ray, 3 3/4" x 4 3/4" Vintage gelatin silver 

print from the Richard and Ellen Sandor Family Collection 
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Christal Hensley 

P.O. Box 817 

Blountville, TN 37617 

Email: cmhensley@northeaststate.edu 

 

 

British Museum Image Service 
 

RE: Permission to reproduce:  

Soul Catcher, Danger Island, British Museum, coconut fiber string, ©Trustees of the 

British Museum. 
 

 

British Museum Image Service Order: FI-000306776 Fulfillment Files Attached 

donotreply@britishmuseum.org 
 
Order number FI-000306776 
  

Thank you for ordering the image AN451869001 from the British Museum free image 
service, which is attached to this email. 

  
Please note:  

  
The image file size sent from this service may be up to 5 MB, which may cause 

problems if you are using dial-up internet access of if your email service has a 
limited attachment size or storage capacity. 

  
Our original 'master' digital images vary in size and quality. If the image you 
have received is less than 2,500 pixels along the longest edge, by 1775 pixels 

along the shortest edge, it is because: 
  

a) The original picture was smaller than a sheet of paper of size A5 (210x178mm) 
  

b) The original picture could not be fitted into an area of paper size A5 without 
distortion; 

  
If the image is not of high enough quality, we recommend you commission new 

photography, which will be of a guaranteed high quality.  
  
If you have not received your image(s) within two working days, or if you receive 

the wrong image, or have any other enquiries, please contact the non-commercial 
image service, by emailing web@britishmuseum.org, with as much information about 

your order as possible. 
  

British Museum 
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