102

soliloquy

Sophist

103

Hamlet
William Shakespeare, 1564-1616
interior

monologue  inner monologue Alexandre Dumas

102 william James, The Principles of Psychology, (London: Macmillan and Co., Ltd., 1981), p.239:
“Consciousness, then, does not appear to itself chopped up in bits. Such words as‘chain’ or ‘train’
do not describe it fitly asit presentsitself in thefirst instance. It is nothing jointed; it flows. A
‘river’ or a‘train’ are the metgphors by which it is most naturally described. In talking of it
hereafter, let uscall it the stream of thought, of consciousness, or of subjectivelife.”

103 : , , (0 , 2003), p.220
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1802-1870 1845 Vingt Ans Apres

104

105

1884

106

Essai sur données immédiates de la conscience, 1 8 8§

durée

108

104 : Médvin J. Friedman, Stream of consciousness: a study inliterary method, (New Haven: Yae

University Press, 1955), p. 1
: VirginiaWoolf, , Modern Fiction (The Common
Reader), : , 2004 p.173
: Melvin J. Friedman, Stream of consciousness: astudyinliterary method, (New Haven: Yde
. University Press, 1955), p.70

106

Essai sur donnéesimmédiates dela conscience
(F. L. Pogson) Time and Free Will

19 Henri Bergson, F. L. Pogson trans,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.129: " the fluid inner states’
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109

interpenetration

110

permeate

112

114

199 Henri Bergson, F. L. Pogson trans,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.135: “ in the fluid mass of our
conscious states.”

19 |pid., p. 108:” Within myself a process of organization or interpenentration of conscious statesis
going on, which constitutes true duration.”

1 |pid., p. 124:" the synthesis carried out by our consciousness between the actual position and what
our memory callsthe former position, causes these imagesto permeate, complete, and, so to speak,
continue one another.”

12 1pid., p. 91" It isto be presumed that time, understood in the sense of a medium in which we make
distinctions and count, is nothing but space.”

13 |pid., p. 122:" ...the deeply ingrained habit of setting out time in space.”

14 |pid., p. 101:" ...familiar with the latter idea and indeed beset by it..."

-
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(Arthur Mitchell) L’ Evolution
créatrice, 1907 Pragmatism

1911

116

sub-conscious personality

tends to appear

115 ( : ,  55),pp.7-8

18 William James, The Principles of Psychology, (London : Macmillan and Co., Ltd., 1981), p.225:
“Every Thought tends to be part of apersonal consciousness’
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ur Pierre Janet, 1859-1947

1900 —

the royal road to a knowledge of the

unconscious 8

the disguised fulfillment

17 William James, The Principles of Psychology, (London : Macmillan and Co., Ltd., 1981),
p.227: " The buried feelings and thoughts proved now to exist in hysterical anesthetics, in recipients
of post-hypnotic suggestion, etc., themselves are parts of secondary per sonal selves. Thesesdvesare
for the most part very stupid and contracted, and are cut off at ordinary times from communication
with the regular and normal self of theindividual; but till they from conscious unities, have
continuous memories, speak, write, invent distinct names for themselves, or adopt names that are
suggested; /.../ According to M. Janet these Secondary personalities are always abnormal, and result
from the splitting of what ought to be a single complete self into two parts, of whichonelurksinthe
background whilst the other appears on the surface as the only self the man or woman has”

118 Robert Audi ed., (The Cambridge Dictionary of Philosophy), ( ,

2002), p.456

48



119

121
Memories, Dreams, Reflections 2
123
124
119 Frieda Fordham, NG , 1990), p.1
120 : Melvin J. Friedman, Stream of Consciousness : A Study in Literary Method, (New Haven:
YaeUniversity Press, 1955), p120

121 : 1bid., p.120

122 ¢ G. Jung, rec. and ed. by AnielaFaffé, transl. from the German by Richard and Clara Winston,
Memories, Dreams, Reflections, Vintage Books, Random House, Inc., New York, 1961

123 : Frieda Fordham, NG , 1990), p.138

124 ¢ G. Jung, rec. and ed. by AnleIaFaffe trangl. from the German by Richard and Clara Winston,
Memories, Dreams, Reflections, (New Y ork: Vintage Books, Random House, Inc., 1961), p. 44:
“One was the son of my parents, who went to school and was less intelligent, attentive,
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Persona %

127

128

125

126

127

128

hard-working, decent, and clean than many other boys.”
C. G. Jung, rec. and ed. by AnidaFaffé, trand. from the German by Richard and Clara Winston,
Memories, Dreams, Reflections, (New Y ork: Vintage Books, Random House, Inc., 1961), pp.
44-45; "the other was grown up—old , in fact—skeptical, mistrustful, remote from the world of
men, but close to nature, the earth, the sun, themoon, the weether, al living creatures, and above dl
close to the night, to dreams, and to whatever “God” worked directly in him.”

persona Persona

: Richard |. Evans, , : Frieda Fordham, ,
,( : , 1990), p.203



129

130
131
129 , , , , vol. , (: ., 1996 ),
pp.-370
130 , Pp.378
131 , , , , vol. , (: , 1996 ),
D.444
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133

133

vol.
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137
134

p. 325
135 ., pp35&55
136 ., p. 117
187 , p. 118

135
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secondary personal selves

Ego Self

140

141

142

149 William James, The Principles of Psychology, (London : Macmillan and Co., Ltd.,, 1981), p.225:”
Within each personal consciousness thought is aways changing”

%1 |pid., p.231: " /.../ thereisno proof that the same bodily sensation isever got by ustwice. What is

got twice isthe same OBJECT.”

Ibid., p.232: "We fed things differently according as we are sleepy or awake, hungry of full, fresh

or tired; /.../and above d| things differently in childhood, manhood, and old ages. /.../The

difference of the sensibility is shown best by the difference of our emotion about the things from

one age to another, or when we are in different organic moods.”

142

52



143

144

145

143 Wwilliam James, The Principles of Psychology, (London : Macmillan and Co., Ltd., 1981), p.234:”

144

145

While we think, our brain changes, and that, like the aurora boredlis, its whole internal equilibrium
shiftswith every pulse of change. The precise nature of the shifting at a given moment is a product
of many factors. Theaccidental state of local nutrition or blood-supply may be among them. But
just as one of them certainly is the influence of outward objects on the sense-organs during the
moment.”

Henri Bergson, F. L. Pogson trans., Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: GeorgeAllen & UnwinLtd., 1971), pp. 130-131:" Our simple sensations,
taken intheir natural state, are still more fleeting. Such and such aflavour, such and such a secnt,
pleased me when | was a child though | dislike them to-day.”

William James, The Principles of Psychology, (London : Macmillan and Co., Ltd.,, 1981), p.233:”
Often we are ourselves struck at the strange differencesin our successive views of the same thing.
Wewonder how we ever could have opined as we did last month about a certain matter. /.../ What
was unreal has grown real. And what was exciting isinsipid. The friends we used to care the world
for are shrunken to shadows; the women, once so divine, the stars, the woods, and the waters, how
now so dull and common! The young girls that brought an aura of infinity, at present hardly
distinguishable existences; the pictures so empty, and as for the books, what was there to find so
mysteriously significant in Goethe, or in John Mill so full of weight?

n
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147
148
1 : : : : vol. , (: , 1996 ),
.35
147p 1 p.38
e : : : : vo. , (: , 1996 ),
p. 132
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149

151
149
pp.-3583
150
p . 1
151
pp.-37%
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1996
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152

153

14

substantive parts transitive

parts

152 Henri Bergson, F. L. Pogson trans,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.8:” How do youbecome aware of a
deep passion, onceit has taken hold of you, if not by perceiving that the same objects no longer
impress you in the same manner?

133 |pid., p. 73:" Theideaof intensity isthus situated at the junction of two streams, /..../"

1% William James, The Principles of Psychology, (London : Macmillan and Co., Ltd., 1981), p.237,
“Within each personal consciousness, thought is sensibly continuous’

135 1hid., p. 111" /.../ that the process by which it passes from one position to the other, a process
which occupieds duration and which has no reality except for a conscious spectator, eludes space.
We have to do here not with an object but with aprogress; motion, in so far asit is a passage from
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Feelings of

Tendency

157

one point to another , isamental synthesis, a psychic and therefore unextended process.”

1% William James, The Principles of Psychology, (London : Macmillan and Co., Ltd.,, 1981), p.251,
“If Wrong names are proposed to us, this singularly definite gap actsimmedi ately so as to negate
them.”

157 |bid., p.252, “A tune, an odor, a flavor sometimes carry thisinarticulate feeling of their familiarity
so deep into our consciousness that we are fairly shaken by its mysterious emotional power.”
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,2004), p.94
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1996
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160

161

162

beings

reality

160

p . 47
181 William James, The Principles of Psychology, (London : Macmillan and Co., Ltd.,, 1981),
pp.247-248, " Asthe brain-changes are continuous, so do all these consciousnesses melt into each
other like dissolving views.
Ibid., p.271, "Human thought appears to deal with objectsindependent of itself; that is, itis
cognitive, or possesses the function of knowing.”

, , , vo. , (: , 1996 ),

162
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164

163 , , , , vol. , (: , 1996 ),
p . 108
164 , ppllaoo
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165

166

167

165 vol. 1, (: , 1996

p. 460

185 \illiam James, The Principles of Psychology, (London : Macmillan and Co., Ltd., 1981), p.284:" It
is awaysinterested more in one part of its object than in another, and welcome and rejects, or
chooses, al the whileit thinks.”

187 |bid., p.287:" If now we passto its Aesthetic department, our law is still more obvious. The artist
notoriously selects hisitems, rejecting al tones, colors, shapes, which do not harmonize with each
other and with the main purpose of hiswork. That unity, harmony, ‘convergence of characters, as
M. Taine calsit, which givesto works of art their superiority over works of nature, iswholly due
to elimination. Any natural subject will do, if the artist has wit enough to pounce upon some one
feature of it as characteristic, and suppress all merely accidental items which do not harmonize

61
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McNeill Whistler, 1834-1903

168

169

with this.
168
p. 42
169
p . 210

vol.

vol.

1996

1996
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170

171

170

p . 211
Melvin J. Friedman, Stream of consciousness
University Press, 1955), p.92

171

n
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172

173

174

175

172 , , vol. , (: :

1996 Y95 pp. 914

178 Wwilliam James, The Principles of Psychology, (London : Macmillan and Co., Ltd.,, 1981), p.226:
“ Each of these minds keeps its own thoughtsto itself. Thereisno giving or bartering between
them. No thought even comesinto direct sight of athought in another personal consciousnessthan
itsown. /.../ Neither contemporaneity, nor proximity in space, nor similarity of quality and content
are able to fuse thoughts together which are sundered by this barrier of belonging to different
persona minds. ”

14 1pbid., p.235:" /...1, it is certainly also true that no two ‘ideas’ are ever exactly the same, whichisthe
proposition we started to prove.”

%5 Henri Bergson, F. L. Pogson trans.,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p. 135:” Hence they do not takein
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our minds that common looking from which thet will assume as soon as we try to give expression
ot them in words; and , although they bear the same name in other minds, thet are by no meansthe
samething.”
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176

177

178

78 Henri Bergson, F. L. Pogson trans,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.131:” Not only does language
make us believe in the unchangeabl eness of our sensations, but it will sometiones deceive usasto
the nature of the sensation felf.”

Y7 1bid.,pp.133-134:" /.../ the very fact that he spreads out our feeling in ahomogeneous time, and
expresses its elements by words, shows that hein histurn is only offering usits shadow”

178 |bid., p.134:" but he has arranged this shadow in such away as to make us suspect the
extraordinary and illogical nature of the object which projectsit; he has made usreflect by giving
outward expression to something of that contradiction, /.../Encouraged by him, we have put aside
for an instant the veil which we interposed between our consciousness and ourselves. He has
brought us back into our own presence.”
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179

7 Henri Bergson, F. L. Pogson trans., Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.164:” Language, however, denotes
these states by the same wordsin every case: so that it has been able to fix only the objective and
impersonal aspect of love, hate, and the thousand emotions which stir the soul. We estimate the
talent of anovelist by the power with which he lifts out of the common domain, to which language
had thus brought them down, feelings and ideas to which he strives to restore, by adding detail to
deail, their original and living individuality.” : , pp.122-123
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181

, p.96

180

181



183

182

184

182 BarbaraBloemink,  Visualizing Sight: Florine Stettheimer and Temporal Modernism , Florine

183

184

Settheimer: manhattan fantastica,  New Y ork: Whiteny Museum of American Art, 1995 , p.70.”
Stettheimer’s paintings represent a continuously and unfolding biography of an erain which themes
of memory, family intimacy, and events are superimposed over occasional chronological anchors.”
Eleanor Heartney, Florine Stettheimer: Saints, Esthetes, and Hustlers , Art News, vol. 90, May
1991, p.95: “Like Proust, she devoted herself to creating a chronicle of comparatively small,
privileged society that was on the verge of disappearance.”

Parker Tyler, Florine Settheimer: A Lifein Art, New York: Farrar, Straus and Company , p.xiii,
Carl van Vechten "Sitting with her in her studio, | recall her talking endlessly about
Marcel Proust, whose A la Recher che du Temps Perdu she read volume by volumein attentive
rotation, the when she had finished it, she began Swvann’s Way and reread all the volumes
consecutively.”
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186

. 520

. 197

71

Frans Hals, 1580?-1666

vol.
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187

188

189 Carl Sprinchorn

190

Picnic at Bedford Hill, 1918 46

/

The Stettheimer Salon/The Three Stettheimer Ladies and Some Friends,1944

187 LindaNochlin, Florine Stettheimer: Rococo Subversive , Women, Art, and Power: and other
assays, (New Y ork: Happer & Row, 1988), p.117:"both the snob and social activist share ahighly
developed sensibility to the defining characteristics of class and milieu.”

183 Barbara Bloemink, The Life and Art of Florine Settheimer, (New Haven: Yale University Press,
1995), p.96, “She seldom attended any except those given by members of her own family, and even
at these she was frequently inconspicuous.”

189 |bid., p.96: "/.../seemed often afurtive guest rather than one of the genii loci /.../”

199 parker Tyler, Florine Settheimer: ALifeinArt, New York: Farrar, Srausand Company |, p. 104:
“I...Ireveals Florine’s subtle isolation in the midst of people.”

oL Parker Tyler The Lifeand

Art of Florine Settheimer Beatrice Wanger

ElsaBrill (N. E. Brill ) Florine Stettheimer ( ) Beatrice
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47

192

192

Keyser (Ernest Wise ) Charles Demuth ( ) Carrie Stettheimer Georgia
O'Keeffe( ) Carl van Vechten ( ) Arnold Genthe Carl Sprinchorn ( )
Philip Modller HildaHellman George Hellman , Geoffrey Hellman Elas Brill
EdnaLilienthal  JosephLilienthal FaniaMarinoff ( ) Isabe
Lachaise Baston Lachaise Ettie Stettheimer
, , , , vol. (: , 1996

p. 447
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193

194

195

193 vo. , (: , 1996

p.525
194 , Pp. 525-526
195 |indaNochlin, Florine Stettheimer: Rococo Subversive , Women, Art, and Power: and other
assays, (New York: Happer & Row, 1988), p.118:” athough Florine Stettheimer may have gloried
artifice — that isto say, the authentic and deliberate creation of fantasy through suitably recondite
means—she absolutely loathed phoniness, that pretentious public display of false feeling she
associ ated with the high culture establishment.”

74
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196

1996-2)7,1 pp. 1609

196

Virgil Thomson, 1896-1989

vol.



197

198

199
amusement
200
Natatorium Undine, 1927 48 Cathedrals of Broadway,
1929 49

197 Barbara Bloemink, The Life and Art of Florine Stettheimer, (New Haven: Yale University Press,
1995), p.95: “there have no salon. They entertain their friends, most of whom happento be
celebrated.”

198 |bid., p.95: “/.../had considerable to do with the shaping of the intellectual and artistic impulses of
the past....”

199 1hid., p.95: “/.../hardly ideas were put into words which echoed sooner or later in other parts of the

city.
20 parker Tyler, Florine Stettheimer: A Lifein Art, New York: Farrar, Straus and Company
p.71:" She saw the lineaments of all worldly comedies of conspicuous consumption”
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201

202

“ amusement” mixed with* amusement”

Medusa, 1909 50

persona

201 parker Tyler, Florine Settheimer: A Lifein Art, New York: Farrar, Strausand Company , p.71:"
Beauty contests are ablot B.L.O.T. on American something—I believe life—or civilization.”

Ibid., p.71:"that made Florine’s ambivalent feelings for commercial entertainment into a cohesive,
- functional thing/.../"

202

/ : , : ,2003 , pp. 96-97
Persona persona

204 Barbara Bloemink, The Life and Art of Florine Stettheimer, (New Haven: Y ae University Press,
1995), p.30, “Relations between the two sisters were not always amicable.”

2% Parker Tyler, Florine Settheimer: A Lifein Art, New York: Farrar, Straus and Company , p.140:
Certainly, there was no reasonabl e and conscious basis for visualizing aloved sister as mythical
image associated with deadly evil. Thereis playfulnessin the Medusa Ettie portrait, the kind of
“amusement” that was to become a poetic element of Florine’s great quality-of-qualities: the
Commeére-persona.”
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John |. H. Baur
Primitivism realists
206
Sunday painters
Eleanor Heartney

sophistication %"

Nancy Heller
to poke fun a New York's high society

naiveté

1921

Spring Sale at Bendel's

1944

51

208 30hn I. H. Baur, Revolution and Tradition in Modern American Art, (Harvard University Press,
1951), p. 108: "Forine Stettheimer the néive drawings of Children to create an art which is gay
and fanciful but highly mannered.”

: Eleanor Heartney, Florine Stettheimer: Saints, Esthetes, and Hustlers , Art News, vol. 90,
May 1991, p.95

: Nancy Heller, Women artists: An lllustrated History, (New Y ork: Abbeville Press, 1987),

141

209 FEinda Nochlin, Florine Stettheimer: Rococo Subversive , Women, Art, and Power: and other

207

208
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amusement
celebration malice

Kathe Kollwifz #°

James Leob

assays, (New York: Happer & Row, 1988), p.132: "L ook again at Cathedrals of Art, with each little
chieftain smugly ensconced in his or her domain, the dealers feverishly waving their artists’
balloons or clutching their wares, the critic with his mechanical signals, the avid
photographers—and the blinded, worshipful public.”

: Nancy Heller, Women artists: An lllustrated History, (New Y ork: Abbeville Press, 1987),
p.141, Heller
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211

212

Love Poem

21 Barbara Bloemink, The Life and Art of Florine Stettheimer, (New Haven: Yae University Press,
1995), p.13:” Although she and her sisters befriended and associated socially with heterosexuals,
bisexuals, and homosexuals of both sexes, thereisno indication in any of Florine Stettheimer’s
correspondence, poems, or paintings of asexual preference for women. To the contrary, everything
suggests that from early in her life, the artist preferred the company of men.”

%2 Florine Stettheimer, Crystal Flowers, New York: privately printed, 1949 , p.42:” Youfooled me
you little floating worms/ For | looked for the wings/ With which you seemed to fly/ And make you
different/ From other worms/ And then | discovered the slender thread/ That fastened you safely to
asolid tree/ | touched the thread/ With my finger tip/ And you wiggled/ | snapped the thread and
you fell to earth/ And you squirmed/ And wormed/ And only wiggled’

8C



213

/ / / 214

13 Florine Stettheimer, Crystal Flowers, New York: privately printed, 1949 , p.44:” | invited you

214

much/ often/ al the time/ you only came sometimes/ Y ou fatuously smiled/ and said/ “Propinquity
isnecessary to Lovel you think?'/ | demurely said/ “Perhaps”/ you never suspected/ | only loved

you/ when absent.”
:LindaNochlin, Florine Stettheimer: Rococo Subversive , Women, Art, and Power: and

s other assays, (New Y ork: Happer & Row, 1988), p.117

: Barbara Bloemink, The Life and Art of Florine Stettheimer, (New Haven: Yde University
Press, 1995), pp.29-30
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projection

216

p 370
217

p370

218 : Robert H. Hopcke,
219 .

216

217

/ Anima/Animus

219

, val. I,

) vol. I,

,1997), pp.150-153

(0 ,1992), p.43
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)

1996

1996
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220

222

145-146

1996 ,p.43

val. VI,

221

val. IV,

, 1996 , p.215



223

224
Josephe Hergisheimer

Bouché =

226

227
223 ) ) NG , 2000), p. 143
224 : , i , vol. VII,
p.212

225

Press, 1995), p. 272
, , , vol. VII,
221 : , pp.172-179: (1)
@)
©)
4

84

Louis

,1996

: Barbara Bloemink, The Life and Art of Florine Settheimer, (New Haven: Yde University

,1996 p.172



228

229
231
232
233

228

229 ,p.183

230 , p.202

231 , pp.221-222
232 ,p.234

233 ,p.235

val. VII,

, 1996

230

, p-180



234

235
236
Family Portrait Number 1, 1915 52 Family Portrait Number 2,
1933 53
234 vol. VII, : ,1996 ,p.233

2% Jody Shields, Drawing Room Drama , House & Garden, (vol. 163, no. 5, May 1991), p. 143: “|

finished a history of my life that takes five minutesto read.”
2% Parker Tyler, Florine Settheimer: ALifein Art, New York: Farrar, Straus and Company , p.140:”

Ettie's levelness of gaze, italicized by the unrelenting closeness of her browsto her eyes, suggestsa
criticism of the world that portends little indulgence for it.”
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Robert Humphr®tyream of Consciousness
stream consciousness

stream fl ow

Sream of
Consciousness in the Modern Novel: a study of James Joyce, Virginia Woolf, Dorothy

Richardson, William Faulkner, and Others 2%

241

240 Robert Humphrey, Stream of consciousness in themoder n novel: a study of James Joyce, Virginia
Woolf, Dorothy Richardson, William Faulkner, and others, University of CaliforniaPress, Berkeley
andLosAngeles, California, 1968

41 |pid., p.6: “Wearetrying to determine how fictional art isenriched by the depiction of inner states.”
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242

Edouard Duj awv@ailmry Larbaud

Porothy Richardson

consciousness

intelligencmemory

243

ment al spiritual

wha't how

242 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yae
University Press, 1955), p.92:“I have chosento regard Proust as a stream of consciousness novelist
limited to the technique of internal analysis.”

43 Robert Humphrey, Stream of consciousness in the modern novel, (California: University of
CaliforniaPress, Berkeley and Los Angeles, 1968), p.4:” Marchel Proust has written amodern
classic which is often cited as an example of stream- of- consciousness. Proust was deliberately
recapturing the past for the purposes of communication; hence he did not write a stream- of -

consciousness novel.”
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244

Wh at
How
/
245
direct interior
indirect interior monol ogue

omni scient descriptiool moom@uyygue

the stream
ti-maesigaacsnt age

interior monoliomgtuer nal anal ysi s

sensory impressions

44 Robert Humphrey, Stream of consciousness in the modern novel, (California: University of
California Press, Berkeley and Los Angeles, 1968), p.7: “ The whatness includes the categories of
mental experiences: sensations, memories, imaginations, conceptions, and intuitions. The howness

s includes the symbolizations, the feelings, and the processes of association.”

, 199373 66
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1885

246

Symbol i sm
| magi st poetry

free verse poem

George MA4aOBE8, 1852

4% Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yale
University Press, 1955), p.15

92



247

248

249

correspondance

247 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yae
University Press, 1955), p.40 : "My nonsense thoughts amuse me; | follow my thoughts as a child
follows butterflies.”

248 |pid., p.18: “The functions of stream of consciousness and modern poetry are so very close that the
entrance of poetry in thistype of novel isnot interior monologue and sensory impression, rely
heavily on poetry for their effects. The tendency is especially apparent with interior of free verse
poem: the phrases are reduced to a syntactical minimum; the arrangement of words is poetical
rather than logical. The pitch of intensity, where thought fives the appearance of being perpetually
in astate of becoming, also resembles poetry.”

249 | pid., p.19:“the mere presence, than, of interior monologue and sensory impression in the stream of
consciousness novel marks immediately the intrusion of poetry in the midst of prose”
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101

1922

250

251
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252

253

254
Franz Antonl®&MeS mer , 1734
1890 Free Associati on
252 . , , : , 1993%. 67

%3 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yde
University Press, 1955), pp.18-19:“ /.../ itsattempt to record the actual flux of thought which cross
the consciousness of the fictional character—in the measure and order of their conception, without
logical explaining their transitions—and to present theillusion or their uninterrupted flow.”
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258 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven:

Yae University Press, 1955), p.93 ( 29)
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: Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New
Heaven:Y ale University Press, 1955), p.95
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263 : vol. , (: , 1996 ),
pp.44-45
264 : Henry McBride, Florine Stettheimer, (New Y ork: the Museum of Modern Art, 1946), p.39
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270

267
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: ,1994 | p.288

28 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yde
University Press, 1955), p.5: " /.../ that when interior monol ogue has been employed with any
consistency, the mind of the character isrevealed as dramatized. Thisfulfills all the requirements
for the “cinémaintérieur” Bergson outlined so elaborately.”

%9 1hid., p.33 : "One can distinguish Thackeray from Jane Austen by saying Thackeray relieson
pictorial effect while Jane Austen alternates the pictorial with the scene.”

210 |pid., p.25 : " It istrue that the episode of the strawberry pickersin Emma iswell on the way to
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Wuthering  eights Laurence
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Pearls of the Crown /
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211 montage'”(zoos 7 6 ) (Claude Simon)
Georgique, 1981 1985
22 : Claude Simon, , (LaPaace, 1962), ( , 1986),
, pp. 1-13

%3 parker Tyler, Florine Settheimer: A Lifein Art, New York: Farrar, Straus and Company |, p.182; “|
am back with Proust.”

2™ 1bid., p.182: “after seeing The Great Dictator, that Chaplin was “ agreat actor.” She found color
photography in the films (circa 1938) “as bad as ever,” and felt that the movie version of Wuthering
Heights, with Laurence Olivier, was“too tame. Sacha Guitry's film Pearls of the Crown, went
down in the diary as“a sample card of historic costumes and bon mots”
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" Henri Bergson, F. L. Pogson trans., Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.101: ” we set our states of
consciousness side by sidein such away as to perceive them simultaneously, no longer in one
another, but alongside one another; in aword, we project time into space, we express duration in
terms of extensity, /.../”

%8 Henri Bergson, F. L. Pogson trans,, Time and Free Will: An Essay on the Immediate Data of
Consciousness, (London: George Allen & Unwin Ltd., 1971), p.101: " Note that the mental image
thus shaped implies the perception, no longer successive, but simultaneous, of a before and after,
1.0

219 : Barbara Bloemink, The Life and Art of Florine Stettheimer, (New Haven: Y ae University
Press, 1995), p.95
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objective correlative  ®

Portrait of My

1923 68 Portrait of Ma r c6e9l

1920

Rose Sélavy 70

288 Melvin J. Friedman, Stream of consciousness: A study in Literary Method, (New Heaven: Yale
University Press, 1955), p.199:"When we read To The Lighthouse, the lighthouse itself is
the " objective correlative” for the whole complex or emotions which the book evokes, /.../”

29 calvin Tomkins, Duchamp: a Biography, (London: Random House, 1996), p.231:” Why did
Duchamp, who gave freer rein than most men to the feminine side of his nature, feel the need to
invent afemale alter ego? ‘It was not to change my identity,” he once said, ‘but to have two
identities.”
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