MIDAMERICA VIII

The Yearbook of the Society
for the Study of Midwestern Literature

Edited by
Davip D. ANDERSON

The Midwestern Press

The Center for theVStudy of
Midwestern Literature and Culture

Michigan State University
East Lansing, Michigan

1981



In Honor of

WricHT MORRIS

Copyright 1981

by The Society for the Study of
Midwestern Literature

-All rights reserved

Printed in The United States of America




PREFACE

The appearance of MidAmerica VIII marks the first year of
the Society’s second decade. During the first, the Society estab-
lished itself as a vital force in understanding and defining the
literature and culture of the region and the nation through its
publications, its programs, and the scholarly and creative energy
of its members, and the first year of the second decade insures
that its role will continue, as the contents of this volume make
clear.

Included are three essays in honor of Wright Morris, to whom
this volume is dedicated, two of which were presented at a
special Society program in honor of Morris at San Francisco in
December, 1979, and the text of the symposium “Midwestern
Writers and the Nobel Prize,” presented at Houston in Decem-
ber, 1980. Similar symposia will be featured at future programs
in various cities, and the annual symposium “The Cultural Heri-
tage of the Midwest” and “The Midwest Poetry Festival,” at
which Midwestern poets read from their works, will be held in
May, 1982 at East Lansing. The future of the Society seems as
promising as the past has been productive.

Davip D, ANPERSON
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SINCLAIR LEWIS AND THE NOBEL PRIZE |

Davip D. ANDERSON

I The Award

In 1867 an anonymous visitor to Chicago and what had been
the Old Northwest a generation earlier essayed an enthusiastic
projection of the future of the region and its accomplishment:

In good time the western bottom lands will spontane-
ously grow poets. The American mind will be brought to
maturity along the chain of Great Lakes, the banks of the
Mississippi, the Missouri, and their tributaries. . . . There,
on the rolling plains, will be formed a republic of letters,
which, not governed like that on our seaboard by the great
literary powers of Europe, shall be free indeed. . . . The
winds sweep unhindered from the lakes to the Gulf and
from the Alleghenies to the Rocky Mountains; and so do
the thoughts of the Lord of the prairie. . . . Some day he
will make his own books as well as his own laws . . . all
the arts of the world will come arid make obeisance to him.
He will be the American man and beside him there will
be none else. : ’ '

Sixty-three years later, in the late summer of 1930 it appeared
that obeisance would finally be made by those who determined
the recipient of the world’s most prestigious if controversial
literary prize. It was common knowledge in Stockholm that an
American would be the recipient of the Nobel Prize for Literature
in 1930, the first American to be so honored in the twenty-nine-
year history of the prize. William Dean Howells, Henry James,
and Mark Twain had been overlooked by the committee in their
later years, but in 1930 the consensus of the committee was that
American literature had come of age, Shortly before the awards
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10 MIDAMERICA VIII

were made the Stockholm Dagens Nyheter published three arti-
cles on the new American literature, a general article and two
specific articles on Sinclair Lewis of Sauk Center, Minnesota, and
Theodore Dreiser of Terre Haute, Indiana, believed to be the
two Americans seriously considered for the award.

In the Nobel Committee Lewis was formally nominated by
Professor Henrik Schuk, University of Uppsala professor of the
history of art and literature—no record has been kept of Dreiser’s
nominator—and the special three-person literature committee of
the Academy voted two to one for Lewis, Anders Osterling for
Dreiser and Per Hallstrom and Erik Axel Karlfeldt for Lewis.
Osterling himself later commented that Lewis’s “gay virtuosity
and flashing satire” prevailed over the more substantial but
“ponderous and solemn” Dreiser.

On November 5, when the award was announced, the reac-
tions were predictable. Lewis, who had previously—and rather
snidely—refused election to both the National Institute of Arts
and Letters and the Author’s Club in 1922 and turned down the
Pulitzer Prize for Arrowsmith in 1926, commented initially that
he would use the prize money “to support a well-known young
American author and his family, and to enable him to continue
writing.” Dreiser brooded silently, and his friends sent him dozens
of adverse criticisms of Lewis; Sherwood Anderson said that
Lewis had received the prize “because his sharp criticism of
American life catered to the dislike, distrust, and envy which
most Europeans feel toward the United States;” Benjamin DeCas-
seres, in Bookman, wrote that in giving Lewis the award, “Europe
gave America the worst back-handed crack in the jaw she ever
got, for Babbitt is America.” But the Manchester Guardian
praised Lewis and the choice; Bernaxd Shaw commented that
Lewis’s criticisms were not true only of Americans, but that
Americans are convinced they are unique. American newspapers
in general, in spite of reservations about Lewis’s subject matter,
were delighted, agreeing with Harry Hansen in the New York
World that “It is a recognition that evolving America is a suit-
able theme for the novelist, and that Sinclair Lewis is representa-
tive.” But others compiled lists of American authors more repre-
sentative or more deserving, and the award to Lewis remains
controversial. Recently, his award has been called both a dis-
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grace and a significant recognition of the maturity of American
literature.

But the Swedish Academy was both more succinct and more
effusive. The official citation stated simply that “The 1930 Nobel
prize in literature is awarded to Sinclair Lewis for his powerful
and vivid art of description and his ability to use wit and humor
in the creation of original characters.” Unprecedentedly, how-
ever, on December 10, 1930, Erik Axel Karlfeldt, permanent sec-
retary of the Swedish Academy, addressed that group at length.
His topic was “Why Sinclair Lewis Got the Nobel Prize.”

Professor Karlfeldt’s address might have been written by that
anonymous visitor to the Midwest sixty-three years earlier. First
he discussed Lewis’s origins in “Sauk Centre, a place of about
two or three thousand inhabitants in the great wheat and barley
land of Minnesota.” He continued,

It is the great prairie, an undulating land with lakes
and oak groves, that has produced that little city and many
others exactly like it. The pioneers have had need of places
to sell their grain, stores for their supplies, banks for their
mortgage loans, physicians for their bodies and clergymen
for their souls. There is cooperation between the country
and the city and at the same time conflict. Does the city
exist for the sake of the country or the country for the city?

The prairie makes its power felt. . . . But yet the city,
of course, feels its superiority . . . lives in its self-confidence
and its belief in true democracy, . . . its faith in a sound

business morality, and the blessings of being motorized;
for there are many Fords on Main Street. . .

He turned then to Lewiss works, those of the 1920s, from
Main Street to Dodsworth. Of the former, he said, “As a descrip-
tion of life in a small town, Main Street is certainly one of the
best ever written;” of Babbitt, “There are bounders and Philistines
in all countries, and one can only wish that they were all half
as amusing as Babbitt;” of Arrowsmith, “The book contains a rich
gallery of different medical types. . . . He has built a monument
to the profession of his own father;” of Elmer Gantry, “It ought
to be unnecessary to point out that hypocrisy thrives a little
everywhere and that any one who attacts it at such a close range
places himself before a hydra with many heads;” of Dodsworth,
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“America is the land of youth and daring - experiments. And
when he [Dodsworth] returns there, we understand that the
heart of Sinclair Lewis follows him there.” He concluded,

Yes; Sinclair Lewis is an American, He writes the new
language—American—as one of the representatives of
120,000,000 souls. He asks us to consider that this nation
is not yet finished or melted down; that it is still in the
turbulent years of adolescence. : '

The new great American literature has started w1th
national self-criticism. It is a sign of health. Sinclair Lewis
has the blessed gift of wielding his land-clearing implement,
not only with a firm hand, but with a smile on his lips anfi_
youth in his heart. He has the manners of a pioneer. He is

" anew builder.

Lewis’s address at the ceremony in the Stockholm Stock
Exchange two days later was equally unprecedented in the hal-
lowed halls of the Swedish Academy, Although genuinely moved
by the award—yet two years later when refused admission to
Club 21 in New York he was heard to exclaim, “What's the use
of winning the Nobel Prize if it doesn't get you into speak-
easies?”—much of the substance of his speech, a consideration of
what he described as “certain trends, certain dangers, and certairt
high and exciting promises in present-day American literature,
had been discussed before, in interviews, reviews, and articles,
especially in “Self-Conscious America,” which appeared in The
American Mercury for October, 1925. In the address he prefaced
his remarks by pointing out that “it will be necessary for me to
be a little impolite regarding certain institutions and persons of
my own greatly beloved land.” -

After dwelling at some length on adverse reactions to his
award—citing in particular the comment of Henry Van Dyke—
anonymous in the speech—that Lewis’s award was an insult to
America, he speculated on the reactions had others been chosen:
Dreiser would have produced the complaint that his “men and
women are often sinful and tragic and despairing instead of ’bei1'1g
forever sunny;” O’Neill, that he sees life “as a terrifying, magnifi-
cent, and quite horrible thing;” Cabell, that he is “fantastically
malicious;” Cather, that she has written “a story without any
moral;” Mencken, that he is “the worst of all scoffers;” Sherwood
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Anderson, that he “viciously errs in considering sex as important
a force in life as fishing;” Hergesheimer, that he is “unAmerican;”
Sinclair, that he is-a “Socialist;” Hemingway, that he “uses lan-
guage which should be unknown to gentlemen.”

Lewis’s tributes to his fellow writers were more gracious than
one might expect, but then he turned his attention to those institu-
tions, the American Academy of Arts and Letters and the universi-
ties, to which American writers might reasonably look for support,
Of the former he said that it “cuts itself off from much of what
is living and vigorous and original in American letters,” that it
has “no relationship whatever to our life and aspirations. It
does not represent literary America of today—it represents only
Henry Wadsworth Longfellow; it is so perfect an example of the
divorce in America of intellectual life from all authentic standards
of importance and reality.”

“Our universities and colleges,” he said, “exhibit the same
unfortunate divorce; our American professors like their literature
clear and cold and dead; in the new and vital and experimental
land of America, one would expect the teachers of literature to
be less monastic, more human, than in the traditional shadows of
old Europe—they are not.”

After passing jabs at “an astonishing circus” .called the “New
Humanism,” at “one of the gentlest, sweetest, and most honest
of men . .. [with] the code of a pious old maid” named William
Dean Howells, and at the taming of Mark Twain and Hamlin
Garland by Howells, he turned to the future: “We are coming
out . . . of the stuffiness of safe, sane, and incredibly dull pro-
vincialism. There are young Americans today who are doing such
passionate and authentic work that it makes me sick to see I am
a little too old to be one of them.” There are “Ernest Hemingway,
a bitter youth . . . Thomas Wolfe, a child . . .of thirty . . .
Thornton Wilder . . . John Dos Passos . . . Stephen Benet . . .
Michael Gold . .. William Faulkner . . . who, however insane
they may be, have refused to be genteel and traditional and dull.”

Lewis’s conclusion was dedicated to those young writers:

I salute them, with a joy in being not yet too far
removed from their determination to give to the America
that has mountains and -endless prairies, enormous cities



14 MIDAMERICA. VIII

and lost far cabins, billions of money and tons of faith, to
an America that is as strange as Russia and complex as
China, a literature worthy of her vastness.

II The Legacy

When Sinclair Lewis stood before the Swedish Academy and
distinguished guests on December 12, 1930, as the first American
to win the Nobel Prize in Literature, he was, although he was
unaware of it, at the end of the second phase of his career and
at the beginning of the third, the period that was to continue to
his death, to the detriment of his literary reputation. The first
phase, from Our Mr. Wrenn of 1914 through Free Air (1919),
was essentially that of Lewis’s apprenticeship, the period during
which he discovered a major theme that was to dominate his
best work under the guise of satire, that is, that dull people are,
in spite of—or perhaps because of —their dullness and the shal-
lowness of the world in which they live, essentially likeable, even
good.

During the second phase, extending from Main Street in
1920 to Dodsworth in 1929, with the single lapse of Manirap
(1926), Lewis created his best work as he earned the reputation
that brought him wealth, notoriety, and the Nobel Prize. It was
also the period that brought a series of best-sellers unprecedented
among writers who purported to be serious: Main Street sold

200,000 copies shortly after publication; Babbitt sold out, and

subsequent printings paralleled the sales of Main Street; Elmer
Gantry’s initial printing, 140,000, the Jargest in history, quickly
sold out; Dodsworth, published in 1929, sold 80,00 in spite of the
stock-market crash. These early successes were to continue: Ann
Vickers (1933), his first novel after receiving the Nobel Prize,
sold 130,000 copies; It Can’t Happen Here, published in 1935,
sold 300,000; Cass Timberlane (1945) sold over a million, and
Kingsblood Royal (1947) a million and 2 half. A number of his
novels have never been out of print, none was ever a popular
failure, and no estimate has ever been made of continuing paper-
back sales. Foreign sales and translations beginning with Main
Street were equally impressive: By 1930, various of his books had
been translated into Russian, German, Swedish, Polish, Hun-
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garian, Danish, Norwegian, Czech, French, Dutch, Spanish
Italian, and Hebrew, and at the time he received the Nobel Prizé
he was America’s best-known writer at home and abroad, and he
had added “Main Street” and “Babbitt” to America’s vocabulary.
That fame continued to the end. His death, in 1951, shortly before
his sixty-fifth birthday, was, unlike those of F. Scott Fitzgerald,
Sherwood Anderson, and many others of his generation, noted
on the front pages of papers around the world.

Whether it was because of his success, as Lewis always
believed—just after the publication of Main Street he wrote that
“Every once in a while some friend indignantly tells me, that
some bunch of the young jeunes—say those at the Cafe Rotonde
in the rive gauche— assert that if the damned book has sold so
well, I must be rotten™—or because of fundamental flaws in his
work, Lewis has never been a favorite of his fellow writers. Early
supporters—H., L. Mencken, T. K. Whipple, and V. F. Parring-
ton—deserted him early, and as Mark Shorer, Lewis’s biographer,
has pointed out, his works have almost never been the subject of
serious criticism. Conversely, from the publication of Our Mr.
Wrenn in 1914 to the posthumous World So Wide in 1951, he
was a favorite of the book reviewers in the popular journals.

Throughout his career and even yet Lewis remains the great
paradoxical figure in our literary history. As early as 1922, in an
essay in the New Republic, Sherwood Anderson wrote that “The
texture of the prose written by Mr. Lewis gives me but faint joy
and I cannot escape the conviction that for some reason Lewis
has himself found but little joy, either in life among us or in his
own effort to channel his reactions to our life into prose . . . one
has the feeling that Lewis never laughs at all, that he is in an
odd way too serious about something to laugh.” More succinctly,
on page 813 of his definitive 814-page biography of Lewis, Mark
Shorer comments that “He was one of the worst writers in modern
American literature. . . .” Yet, in spite of his flaws as a writer,
in spite of our condescension toward his work, in spite of our
refusal to give his works serious critical appraisal, we not only do
not ignore him, but we cannot. As Shorer goes on to point out, we
cannot imagine modern American literature without him.

We cannot, I think, for reasons that are psychological, socio-
logical, and historical rather than literary—qualities that, I sus-
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pect, are the source of his continued popularity as well as t.he
reasons why he was selected to be the first American to receive
the Nobel Prize for literature. Unable to define the tragic dimen-
sions of human life, incapable of expressing joy or revealing, even
in moments, the subjective life, the inner life, of his people in spite
of his sometimes grudging affection for them, he did, nevertheless,
provide fleeting, distorted, but frightening moments of insight
into ourselves, into the reality of our lives, and into the myths
by which we live. '

Lewis was a product of the Midwest as it reached maturity,
as it became Middle America, the mainstream that has given
focus to American life in this century, and it is this Middle
America that is not only the substance of the works—Main Street,
Babbitt, Arrowsmith, Elmer Gantry, Dodsworth—that we remem-
ber when we speak of Lewis, but it is also the substance of those
glimpses of ourselves that fascinate and frighten us. In this sense,
Lewis was, perhaps, the democratic literatus out of the West for
whom Walt Whitrnan called, but he was not the voice for which
Whitman listened. :

Nevertheless, Whitman and certainly Mark Twain would
recognize Lewis’s people—or more properly his character-types—
as they appear in the best of his works, those of the 1920’s (before
he absorbed Dorothy Thompsons passion for justice, to the
detriment of his work in the 1930’s and *40’s). His people are of
the American past, the mythic, folkloric past of the Old West and
the nineteenth century; they are the confidence man—Elmer
Gantry; the hero—Arrowsmith; the uncertain seeker after an
ambiguous fulfillment—Babbitt; the braggart—Lowell Schmaltz,
the man who knew Coolidge; the helpless romantic—Dodsworth;
the reformer—Carol Kennicott—all of them caught up in an age
that distorted their weaknesses and perverted their strengths, the
age of Gopher Prairie and Zenith, of prosperity, prohibition, and
the culmination of the American myth of success, the age Lewis
describes in the opening of Main Street:

The days of pioneexing, of lassies in sumbonnets, and
bears killed with axes in piney clearings, are deader now
than Camelot; and a rebellious girl is the spirit of that
bewildered empire called the American Middlewest.
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In the nineteenth century each of Lewis’s people would have
been larger than life; in the twentieth, the age of the bewildered
empire, Gopher Prairie, Zenith, and values defined and per-
petuated by place and by things have become Lewis’s gargantuan

-reality, Alfred Kazin describes the result in terms of a resulting

nightmare:

There is indeed more significant terror of a kind in
Lewis's novels than in a writer like Faulkner or the hard-
boiled novelists, for it is the terror immanent in the com-
monplace, the terror that arises out of the repressions, the
meanness, the hard jokes of the world Lewis had soaked
into his pores.

The terror that Kazin defines, the nightmare that permeates
Lewis’s best work, is the result of the fact that none of Lewis’s
people, including Arrowsmith, is large enough to manipulate the
new America as the con men, the braggarts, the heroes, the
romantics of the nineteenth century had been able to manipulate
the old. Itisnot the nightmare of Faulkner’s Popeye, of grotesque
horror, but the nightmare of the ordinary, of a world larger and
more materially successful than life, more spiritually bankrupt
than we can imagine.

Contrary to too many popular—and critical—conclusions,
Lewis’s people, limited in perception as they often are, are never
the enemy; Lewis was eminently capable of creating a fool or a
knave but never a villain. Beneath the veneer of satire, of exag-
geration, of sophistication, of vulgarity, Lewis’s people, limited
in the breadth and depth of their lives, are innocently corrupt,
insignificantly rebellious, ultimately defeated, each of them low-
keyed but real. Out of all of them, from Carol Kennicott to Sam
Dodsworth, only Martin Arrowsmith and Lowell Schmaltz sur-
vive emotionally and psychologically, Arrowsmith because he
rejects all but the god that he serves, Schmaltz because he is a
fool. Not incidentally, however, Arrowsmith endures as an
authentic American hero at the cost of his humanity; he must,
unlike Carol Kennicott, George Babbitt, Elmer Gantry, and Sam
Dodsworth, make his own separate, lonely peace. For the others—
Carol, who asserts that she may not have fought the good fight
but she has kept the faith, for Babbitt, who insists that the bright
new world is his son’s, for Gantry, whose new-found faith is
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marred by a glimpse of charming ankles and lively eyes, for
Dodsworth, whose happiness is so complete that he did not yeamn
for Fran for two whole days, there is only a moment of self-
realization, a shadow-like acceptance of personal defeat.

For each of Lewis’s protagonists except the new American
hero, survival is possible, re-admission to the institutions that
govern the new America and reward its members is readily avail-
able, but only at the price of two of the three premises that marked
the beginning of the search for American fulfillment. Life, a
materially successful life, is theirs at the cost of their liberty and
the sacrifice of whatever potential happiness they no longer
pursue. :

For Lewis’s women—and no adequate study of Lewis’s women
has yet been undertaken—whether protagonist or secondary char-
acter, whether Carol Kennicott, Leora Arrowsmith, or Cleo
Gantry, the price is identical in kind but greater in degree: if
his men are captured by a social system and value structure that
they can neither understand nor overcome, his women are en-
slaved by the conventional role of women as well as the structure
of the society in which they live. His women, protagonists or
secondary characters, career women or housewives, seekers after
direct or vicarious fulfillment, are limited not only by the flaws
of insight and judgement imposed on them by their environment,
but they are limited by the peculiarly female roles imposed on
them by biology as well. Just as Carol Kennicott returns pregnant
to home and hearth, defeated and unfulfilled, Leora Arrowsmith
goes quietly and loyally to her grave, and Cleo Gantry and Lulu
Bains surrender to the godhead manifested in the Rev. Elmer
Gantry. Even the later Ann Vickers, who had confidently declared
her independence of convention, finds her properly subservient
role as woman: Barney, her lover, speaks:

“And while I was in the pen, I read your paper on the
relationship of crime and tuberculosis, in the Journal of
Economics. Td question your figures. Shall I check up
on them?”

“Oh, would you? That would be terribly kind, Oh,
Barney!”
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With no sense of the ironic implications of her comment, she
rejoices in the promise of the future as naively as had Babbitt in
his promise to his son a generation earlier. She says:

“You, you and Mat, have brought me out of the prison
of Russell Spaulding, the prison of ambition, the prison of
desire for praise, the prison of myself. We're out of prison|”

And Barney, who had only moments before been pacing in a
two-feet by nine-feet prison-cell pattern agrees: “Why! We are!”
he tells her in confidence, '

In a sense, perhaps, all of Lewis’s people, male or female,
protagonists or secondary characters, deserve the ignominy of
their surrender, conscious or not, to the forces of convention,
but not because they are mean-spirited or small-spirited, al-
though many of them are. Lewis’s people are intensely if two-
dimensionally human, likeable in their humanity, even in a sense
admirable in their weaknesses. Lewis’s people live their lives
as tragicomic players reading lines they don’t understand in a
play that baffles them before a set that overwhelms them. But
they go on, in determined dignity, to the end that life has written
for them. They are members of what Lewis has described as
the “cranky, hysterical, brave, mass-timorous, hard-minded, imagi-
native Chosen Race, the Americans,” those, he adds, whose his-
tory for nearly a century can best be read in the long sequence
of catalogues issued by Sears, Roebuck and Company.

Lewis recognized early what his critics have yet to perceive
but his readers note intuitively: that his works are neither poetry
nor drama; they are history, sociology, psychology. They are not
the reality of Howells’s real grasshopper but the reality of the
monograph, the field study, or the case history. The substance
of his work, then, is not the “fearless exposure of humbuggery,”
as one of his early critics commented, nor is it the result of his
“Satirist’'s hard eye and the romancer’s soft heart,” as a more
recent critic insists; it is the nightmare of mass society, of mate-
rial values, of carefully-assigned roles to players who know their
lines but not their parts, and the terror is not that of standardiza-
tion; it is that of inevitable depersonalization and dehumanization.
Lewis’s people seek God in their dreams, their work, themselves,
but they find instead that they are trapped not only by time, place,
and circumstances, but by their very humanity.
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Lewis’s people accept the reality imposed on them and survive,
but Lewis—and here he is at his best—perceives the nightmare,
the terror of survival after surrender. Each of his authentic
American types—and I think that perhaps this is the reason why
Lewis’s people are types rather than fully developed individuals—
is both product and victim of his or her environment, beset and
imprisoned by hypocrisy, narrowness, greed, and prejudice not
only from without but from within, and the new beginnings, the
happy endings, the escapes that appear to become possible for
his people are, Lewis makes clear, compounded of cosmic 1rony,
acceptance, and self-delusion.

Lewis prided himself on the faithfulness with which he
reproduced and exaggerated the America he knew, that of the
forty years of his active writing career, and because he gave free
rein to his gift of mimicry, it has become a critical cliche to
insist that he is out of date, that the America of the teens,
twenties, thirties, and forties has long vanished, that today, as
Geoftrey Moore comments, the bankers and lawyers of Gopher
Prairie have been to Yale, the storekeepers to the state university,
and, of course, three generations of Midwestern males—and some
females—have experienced government-sponsored junkets to
virtually every part of the world.

The implication of these observations is clear: that today
Lewis merits little more than a footnote in literary history. But
the bankers and lawyers have read Lewis at Yale and the shop-
keepers at State as part of their new sophistication and learning,
and Main Street and Babbitt were published by the thousands in
Armed Forces Editions during World War II and read by many
on those government-sponsored tours of Europe, Africa, the South
Pacific, and the Far East. And in spite of the apparent or alleged
transformation of American society, these new generations of

readers continue to recognize, if not themselves, certainly their

contemporaries, their families, perhaps even their professors.
They recognize, too, that Lewis’s world, beneath its veneer of
contemporaneity, is their world, that Babbitt’s “carrying on” is
today’s “lifestyle,” that the Good Citizen’s League and the
Booster’s Club are only a generation removed from the Old News-
boys, the Downtown Coaches Club, and the Chamber of Com-
merce, that the Elks, Rotary, and the Lions clubs are with us yet,
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perhaps more democratic but no more imaginative than in 1924,
And Lewis was spared the Reverend Jerry Falwell, the Moral
Majority, and the spectre of an actor in the White House, an
actor whose favorite predecessor is Calvin Coolidge. To point to

Lewis’s shortcomings as a writer is to ignore the accuracy with
. Y

which he defined our lives and our world as we enter the Jast
decades of the twentieth century,

Lewis was not a great writer, nor perbaps was he good enough
to win the Nobel Prize in literature—although the political and
social dimensions of that award often outweigh literary considera-
tions. But the best of his works, those that have added words to
our language, those that give us greater insight into the moral
shortcomings of our times and ourselves, those that define the
victimization of the individual in a world of mass vulgarity,
deserve better of us than we have been willing to give.

Michigan State University



ERNEST HEMINGWAY: A READER'S PERSPECTIVE

RoGER J. BRESNAHAN

Carlos Baker tells us that Hemingway conceived a “sour-
grapes theory that ‘no son of a bitch that ever won the Nobel
Prize ever wrote anything worth reading afterwards’.” Rumored
to be next in line for the prize from 1950 until he received it in
1954, he had developed a thick skin about the award, but clearly
he wanted it. It was hard for him to see Faulkner, whose work
he considered useless, get the Prize in 1949 and harder to be
generous in his congratulations, The rumors were strongest in
’63, but the Swedish Academy shied away from Hemingway in
favor of Churchill because they feared the ideals of Alfred Nobel
would be ill-served by a writer whose work had shown “brutal,
cynical, and callous” tendencies. When he was awarded the
Prize the following year he was recovering from two plane crashes
and couldn’t attend the ceremony. Besides, for years he had
threatened that if he should ever be chosen he might just refuse
it and in any case would not attend a ceremony. Hemingway
hated ceremonies anyway, and he hated talking about his writing.

So Ernest Hemingway sent a 337-word message to be read by
the American ambassador to Sweden. In it he expressed gratitude
for his selection and a sense of humility. He spoke briefly of the
loneliness of the writer's work and of the need, with each new
book, to make “a new beginning where he tries again for some-
thing that is beyond attainment,” declaring that in this need to
do something new or perfect, something which has never before
succeeded, the “writer is driven far out past where he can go, out
to where no one can help him,” doubtless reminding his auditors
of the old fisherman in his Iatest book. He closed by saying he
had already “spoken too long for a writer” and admonished the
audience to read what a writer has to say.?

22
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As for a formal defense of his literary method, there is no
more than a hint in the Nobel Prize speech, but it is a telling
hint: “Things may not be immediately discernible in what a man
writes, and in this sometimes he is fortunate: but eventually
they are’ quite clear and by these and the degree of alchemy
that he possesses he will endure or be forgotten.”™ In these few
words he offered the key to his practice as a writer—the participa-
tion of the reader in the creation of meaning. To see how this
operates in his work we shall have to travel quite far from the
seminal text contained in the prize speech and content ourselves
with only the most sketchy analysis. But, as we shall see, Heming-
way's understanding of his craft was flawless—even if his practice
was not always so—and its outlines are only now being acknowl-
edged in formal critical theory.

In his interview with George Plimpton, somewhat exasperated
by the superficiality of the interviewer’s questions, Hemingway
came as close as he ever did to a literary theory, Disappointingly
but typically, Plimpton failed to follow up. “If it is any use to
know it,” Hemingway told him, “I always try to write on the
principle of the iceberg. There is seven-eights of it under water
for every part that shows. Anything you know you can eliminate
and it only strengthens your iceberg. It is the part that doesn’t
show. . . . I have tried to eliminate everything unnecessary to
convey experience to the reader so that after he or she has read
something it will become a part of his or her experience and
seem actually to have happened.™ Perhaps exasperated by Plimp-
ton’s failure to ask intelligent questions concerning this process,
Hemingway abandons discussion of “how it is done” and gives
an example from his writing of The Old Man and the Sea: “T've
seen the marlin mate and I know about that. So I leave that out.
I've seen a school {or pod) of more than fifty sperm whales in
that same stretch of water and once harpooned one nearly sixty
feet in length and lost him. So I left that out. All the stories I
know from the fishing village I leave out. But the knowledge is
what makes the underwater part of the iceberg.” Earlier in the
interview Plimpton had commented on the dissimilarity between
Hemingway and Bosch’s nightmarish paintings which Hemingway
professed to admire. His reply is instructive: “I have the night-
mares and I know about the ones other people have., But you do
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not have to write them down. Anything you can omit that you
know you still have in the writing and its quality will show.™

This so-called iceberg theory is consonant with Hemingway's
practice as a writer and his statement composed for the Nobel
Prize ceremony. As a writer, he had to stake out new territory.
In his reading, he discovered that what was self-evident need not
be displayed. To Hemingway, the significance of the iceberg
image was that information pruned from the text was still repre-
sented in the text by knowledge. Because The Old Man and the
Seq is a tale told out of the tradition of the fishing village tale,
the other tales need not be retold or even alluded to. This is not
the same thing as omissions caused by mere ignorance which
would result in “a hole in the story.™ '

The best expounder of the iceberg theory, Romeo Giger, has
observed “a decided propensity in Hemingway's work towards
a technique similar to what in painting is called sfumato, the
deliberately blurred image or veiled form that cuts down the
information on the canvas and thereby stimulates the mechanism
of projection.” Thus, the act of reading consists of the same kinds
of projections characterized by:contemplation of a painting whose
images are deliberately blurred. Giger shows at length how
Hemingway manipulates these projections of the reader “umtil
they explode upon our consciousness as flashes of insight into our
state of being.” Giger cautions, however, that the reader is not
completely free to make projections. Through what Giger calls
“steering mechanisms” Hemingway limits the interpretations
which might be made.

The legitimacy of the activity which Hemingway has taken
as his achievement—that of making the reader a co-creator of the
text—may be seen in the critical speculations of the Konstanz
school represented in English by translations of the writings of
Wolfgang Iser. Indeed, Hemingway’s remarks to Plimpton pro-
vide a favorable recommendation for-the Konstanz Rezeptions-
dsthetik: “Read anything I write for the pleasure of reading it.
Whatever else you find will be the measure of what you brought
to the reading.”°

Iser’s aesthetic derives from the Hegelian notion of alienation,
the theory of indeterminacy of literary interpretation propounded
by the Polish phenomenologist Roman Ingarden, and R. D. Laing’s
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psychoanalytic theory of communication.!* Frank Lentricchia’s
recent book, After the New Criticism, characterizes Iser’s view
of reading as “not to know the text . . . but to experience our-
selves as active, creative, and free agents; and the author, by

~ leaving gaps, encourages us to have this experience.”® Iser him-

self, in The Implied Reader, summarizes his view thus: “As we
read, we oscillate to a greater or lesser degree between the
building and the breaking of illusions. In a process of trial and
error, we organize and reorganize the various data offered us
by the text. These are the given factors, the fixed points on which
we base our ‘interpretation,” trying to fit them together in the
way we think the author meant them to be fitted.”®

Iser’s view of the reading process has placed greatest emphasis
on the activity of the reader—not as a slave to the text, a kind
of passive automaton that receives and stores information, but
rather as a reflecting being who reacts to each piece of informa-
tion, comparing it with patterns previously found in the text and
with the world outside the text. Iser has explained that “the
phenomenological theory of art lays full stress on the idea that,
in considering a literary work, one must take into account not
only the actual text but also, in equal measure, the actions involved
in responding to that text.”** In this activity he posits two poles
which he calls the “artistic” and the “esthetic.” The artistic pole
consists of the text as it comes from the author. This is the given
of the literary work and, as we shall see, it impels the reader in
certain directions to prevent misreading or gross misinterpreta-
tion. Iser’s esthetic pole refers to the realization of the text accom-
plished by the reader, an insight which has previously been taken
for granted and thus unduly minimized. The achievement of
Iser and the Konstanz school has béen to focus on the reader’s
activity as an avenue to the experience of literature and, in focus-
ing on it, to systematize the reader’s activity so that we will have
a greater knowledge of the workings of the author’s text and the
breadth and limits of possible interpretations.. The literary work
can no longer be considered identical to the author’s text, nor
can it be simply the realization accomplished by the reader. To
do that would introduce a fe-ne-sais-quoi interpretation where the
reader might be permitted to make anything of the author’s text,
regardless of the author’s intentions. The literary work must be
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seen to lie between the author’s text and the reader’s text. Read-
ing then, is an interactive process which is on-going and which
exists, as Iser puts it, as a “convergence (which) can never be
precisely pinpointed. . . .5
Thus, the most exciting thing about reading is reading itself.
And re-reading a text is more exciting because as readers we
create a text which is based not only on the projections and
reflections we make while re-reading but equally on our previous
knowledge of the author’s text and on our recollections of reader’s
texts we have previously constructed. When we read “The Short
Happy Life of Francis Macomber” for the second, third, or
fiftieth time, we know the events of the narrative and anticipate
their unfolding. We know that Francis will show himself a coward
on safari, will thus become more subjected to his beautiful and
bitchy wife, and will eventually free himself of her emotional
hold by an act of bravery in the face of great danger. We know
that Margaret Macomber will exercise her rule over Francis by
deriding him for his public cowardice, will punish him further
by sleeping with the hunting guide, will be impelled to save
Francis from a charging, wounded animal and in so doing will
blow his head off, and will finally submit herself emotionally to
the guide. We know that Robert Wilson will vacillate among
pity, hatred, and reluctant admiration for Francis, will consider
Margaret an emotional terrorist for her control over Francis
but will sleep with her just the same, will lose control of the hunt
first to Margaret and then to a newly courageous Francis, and
will regain contro!l by asserting dominance over the confused
Margaret who does not want to admit to herself that she inten-
tionally shot Francis rather than the charging buffalo. This, in
large outline, is a synopsis of the author’s text. What makes it
more enjoyable with each reading is the opportunity to create
a new reader’s text and from that perspective to grapple with the
author’s intentions and so comverge on the literary work, the
literary experience. Iser finds in the act of reading “an active
interweaving of anticipation and retrospection, which a second
reading may turn into a kind of advanced retrospection.”¢
“The Short Happy Life of Francis Macomber” begins in
medias res, the time-honored technique for activating the reader’s
imagination: “It was now lunch time and they were all sitting
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under the double green fly of the dining tent pretending that
nothing had happened.”™ Beginning in medias res creates a gap
for the reader to fill even if only through the five journalistic ques-
tions. A more momentous gap is presented by the words pretend-

~ ing that nothing had happened. Unless the author is playing an

awful trick on us—and as readers who have read a good deal of
Hemingway we may decide that is unlikely—something has
happened. This gap, then, is provided in the author’s text to
allow us to project a reader’s text of what might have happened.
As we proceed further in the reading we compare each new piece
of information with those that have gone before and with similar
patterns of information in systems outside the text. We evaluate
and re-evaluate the possible patterns each new piece of informa-
tion may fit, In this 32-page story it will only take us two pages
to discover that what has happened is an unnamed act of cow-
ardice by Francis dealing with a lion. As readers, we will continue
to project the exact nature of that act of cowardice for the next
14 pages while our anticipations are reinforced or denied by each
new piece of information. Even in subsequent readings we will
compare each piece of information we receive with information
we know will appear subsequently. Having completed the flash-
back which shows when and how Francis bolted from the charg-
ing, wounded lion, we turn back to the threesome under the
dining fly and make and adjust projections as to how Francis
and Margaret will play out their confrontation over his cowardice
and how the three of them will play out the rest of the safari.

What enables us to make and continually adjust our projections
are the cues given by the author’s text. It is the gaps in the
author’s text which impel the reader to project a text which
inevitably diverges from the author’s and which must therefore
be continuously realigned with the author’s unfolding text. Anais
Nin sheds some light on the restraint which must necessarily be
exercised by the author in leaving gaps for the reader to fill when
she describes her own technique for Jeaving out the obvious as
that of Brancusi who expressed “the flight of a bird . . . by
eliminating the wings.”™®

Immediately after we witness Francis, Margaret, and Wilson
“pretending that nothing had happened” we discover than Francis
had been carried to his tent in triumph by “the cook, the per-
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sonal boys, the skinners, and the porters” but that “the gun-bearers
had taken no part in the demonstration.” Thus, the author both
gives and withholds information. This is the first we discover
that hunting is involved. At the same time we discover that it is
Francis who is somehow at fault for whatever has happened and
that he is disdained by the native hunters.

“You've got your lion and 2 damned fine one too,” the guide
says to Francis while Margaret looks quickly at the speaker.
Then, after a narrator’s paragraph on Margaret’s beauty, social
position, and Iack of ethics, Francis echoes Wilson, “He is a good
lion, isn’t he?” while: Margaret looks at both men “as though she
had never seen them before.,” This exchange sacrifices nothing

of life-likeness yet leaves many gaps for the reader to fill by pro- .

jecting intervening and subsequent scenarios.

“Well, here’s to the lion,” Wilson says as he takes his gimlet.
“Here’s to the lion,” Francis says taking his and adding “T can’t
ever thank you for what you did.” “Let’s not talk about the lion,”
Margaret says. Well, what about the lion? Why does Robert
Wilson consider it “a damned fine one”® And what does Francis
understand by that? And why doesn’t Margaret want to hear
about it? More gaps for us to fill in while we attend more closely
to the author’s text so that our own interpretation does not become
purely personal.

Another page Jater Francis insists “I won’t forget what you
did for me though,” thus reminding the reader to project scenarios
which might fill in that gap. The point must be made here that
the reader is not left in “suspended animation” as traditional
literary theorists might have it. The primary data for phenomeno-
logical theories of literature-is our own experiences as competent
readers. Faced with gaps like these, I have never been held in
anything like suspended animation, eagerly waiting for the gaps
to be filled in by the author but refraining from doing that myself.
The same is true of any competent reader. Furthermore, even if
readers could read in suspended animation, the reader of Heming-
way would be left hanging at the end of the story. For Heming-
way does not merely postpone revelation; he fails to reveal signifi-
cant parts of every namrative so that the reader must either £ll in
the gaps or abandon the story as an ill-made work.
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As gaps are filled in, the reader continually revises expecta-
tions about the narrative and the characters. When Francis
awakens from sleep the night following his cowardice “he realized
that his wife was not in the other cot in the tent. He lay awake

~ with that’ knowledge for two hours.” The reader, too, has two

hours with that knowledge. The reader’s expectations concerning
Margaret Macomber may be revised as other pieces of informa-
tion are recalled which have foreshadowed her infidelity: her
earlier remarks on Wilson’s red face, her apparent admiration of
him as a killer, her anticipation of the thrill of the lion hunt, her
readiness to do whatever Wilson should ask when she balks at
the same request from her husband, her apparent resentment of
Francis” cowardice, and her kissing Wilson on the mouth. Indeed,
as readers we are apt to too readily revise our expectations of
Margaret Macomber during her two hours out of the tent. The
author provides more cues to revise again when she returns to
the tent. Francis upbraids her, “You said if we made this trip
that there would be none of that. You promised.” So, this is not
the first time. And there was a promise. Margaret retorts: “Yes,
darling. That’s the way I meant it to be. But the trip was spoiled
yesterday.” There’s a certain logic to that retort which justifies
her action. Here again, the reader’s expectations concerning
Margaret might be revised. In any case, the reader must evaluate
her contention that the promise no longer had validity because
Francis had failed to act the role of the lion hunter.

And then there’s Robert Wilson. If Margaret slipped out of
her tent to join him, how could he be at fault? A reader holding
that expectation would be confirmed by Wilson’s breakfast
thoughts next morning. “So she woke him when she came in,
Wilson thought.”. . . Well, why doesn’t he keep his wife where
she belongs? What does he think I am, a bloody plaster saint?
Let him keep her where she belongs. It’s his own fault.” Poor
Wilson, the reader might think. He seems hardly more than an
innocent victim. And how noble that he feels guilty he’s slept
with another man’s wife, even though he half-despises Francis!
But two pages later the reader may want to revise expectations
of Robert Wilson and of Margaret when it is revealed that Wilson
carries a double cot “to accommodate any windfalls he might
receive” among the people for whom he hunted “where the
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women did not feel they were getting their money’s worth unless
they had shared that cot with the white hunter.” Though Wilson
feels remorse that he’s slept with Francis™ wife, he sleeps with all
the wives on safari, even those whose husbands he admires. And
while no one can be expected to be a “bloody plaster saint,” the
packing and unpacking of that double-sized cot could constitute
a suggestive invitation.

In addition to gaps to fill in and expectations to revise, the
reader’s text is composed of shifting perspectives. In a paper
delivered at the International Colloquium on Interpretation of
Narrative at Toronto in 1976, Iser advanced the thesis that the
author’s narrative strategies are cues which allow the reader to
rearrange information, and that these narrative strategies control
the reader by prestructuring the interpretation the reader will
produce, Among the strategies discussed by Iser in his paper,
one which especially applies to Hemingway's practice is the
system of perspectives operating within a narrative. Iser deline-
ated four such perspectives: that of the narrator, that of the plot,
those of each character, “and that marked out for the reader.”?
To say that there is often a specific perspective for the reader is
not to deny that in the reading process each perspective is assumed

and discarded as the author’s text may direct. These multiple -

perspectives are subsumed under the strategy of theme-and-
horizon. “Because textual perspectives are continually inter-
weaving and interacting, it is not possible for the reader to em-
brace all perspectives at once, so that the view he is involved
with at any one moment constitutes for him the ‘theme.” This,
however, always stands before the ‘horizon’ of the other perspec-
tive segments in which it had previously been situated.” Thus,
in “The Short Happy Life of Francis Macomber” we assume and
discard each perspective serially. As we assume a new perspec-
tive we do not entirely discard previous ones. Instead, we hold
the other perspectives in abeyance so that as we view the narra-
tive from our currently held perspective—what Iser calls the
theme—we examine its validity against the horizon, that is against
other perspectives both within and outside the narrative.

In “The Short Happy Life of Francis Macomber” Hemingway
provides few authorial intrusions and little in the way of narra-
tive. Since the story is carried mainly by dialogue and interior

e
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monologue, the reader takes on the perspectives, one by one, of
the characters, This strategy complements the activities of filling
gaps and altering expectations. Thus, as the story opens, the
reader is engaged in filling the most obvious gap by projecting

. what has Rappened, by forming and altering expectations for each

character and for prior and subsequent events, and by taking on
and putting off the perspective of each character while holding
the other perspectives, including the reader’s self-perspective as
a reader of Hemingway, on the horizon and evaluating each as-
sumed perspective against those others which form the horizon.
In the first few paragraphs of the story this exchange among per-
spectives forming theme and horizon occurs quite rapidly.

While describing the reader’s process of projecting possible
patterns to fill in gaps and in posing and altering expectations,
we have already (at least implicitly) examined the perspectives
of Francis and Margaret Macomber and Robert Wilson. It would
be well to be reminded, however, that each of these perspectives
changes over time in the story; and so when a perspective is re-
sumed, it is as if a new theme has been introduced. Besides those
of these three main characters there are other perspectives which
the author’s text cues us to assume. The perspectives of the ser-
vants, though only briefly held by the reader, must affect the
interpretation. The gun-bearers’ failure to participate in the fan-
fare of bringing the lion and Francis into camp indicates a disdain
which fairly negates the perspective of the other servants who
may only celebrate Francis’ lion for the gratuity he might give.
When Francis is forced to go after the wounded lion, he and the
reader put on the perspective telegraphed by the gun-bearers
and thus discover there is really something to fear.

From the time he first appears on the bank of the stream until
his head is blown off by Robert Wilson, the lion is a character
in the story and the reader assumes that perspective as well. The
lion first sees the silhouette of the car and is mystified, Seeing
“a man figure detach itself from the silhoutte,” the lion “swung
away toward the cover of the trees as he heard a cracking crash
and felt the slam of a .30-06 220-grain solid bullet that hit his
flank and ripped in sudden hot scalding nausea through his
stomach.” Later, hiding in the tall grass, the lion plots how he
will “make them bring the crashing thing close enough so that
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he could make a rush and get the man that held it.” At this point
the author’s text cues the reader to drop the lion’s perspective,
storing it on the horizon, and assume another: “Macomber had
not thought how the lion felt as he got out of the car. He only
knew his hands were shaking and as he walked away from the
car it was almost impossible for him to make his legs move.”
Later on, as Macomber and his companions wade into the tall
grass for the kill, the reader will be cued to assume and put off
the perspectives of the lion, Francis, Wilson, and Kongoni the
bearer.

Earlier, during the recital of Francis’ nightmare before the
hunt, one of Hemingway’s few authorial instructions marks out a
perspective proper to the reader: “he did not know the Somali
proverb that says a brave man is always frightened three times
by a lion: when he first sees his track, when he first hears his

roar and when he first confronts him.” Similarly, a reader’s per- .
spective is offered momentarily while the lion’s perspective is

being held by the reader. Surely the information that the bullet
was a .30-06 220-grain solid could not have been significant to
the lion. As an authorial instruction to the reader it is awkwardly
done. One might wish Hemingway had better observed the ice-

berg principle here by refraining from an idle display of his-

knowledge of ammunition.

For Iser, the multiple perspectives which contribute to theme
and horizon form “a structure that constitutes the basic rule for
the combination of textual strategies. . . .”® The effects of the
theme-horizon complex of strategies are manifold in Iser’s view.
First, it organizes the text-reader relationship. The pattern which
the reader formulates as the reader’s text is conditioned by “the
continual switching of perspectives during the time-flow of read-
ing.”** Iser further elucidates this control of the text-reader rela-
tionship by explaining that through practice with theme and
horizon the reader will gradually assume the author’s view of the

world.® Secondly, the theme-horizon complex of strategies en-.

ables the reader to perceive the significance of individual segments
of the text, especially as they interact with other segments. For
Iser, “the structure of theme and horizon allows all positions to be
observed, expanded, and changed. Our attitude toward each
theme is influenced by the horizon of past themes, and as each
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theme itself becomes part of the horizon during the time-flow of
our reading so it exerts an influence on subsequent themes.”**
Thus, the changing perspective of Robert Wilson becomes a new
theme each time we assume it, and as we assume his perspective

~we evaluate it in terms of the horizon, that is in terms of previous

moments in the time flow of the reading when we have assumed
his perspective, our anticipation of subsequent assumptions of
his perspective, the previous and anticipated assumptions of the
perspectives of the other characters, our previous readings and
interpretations of this story, our expectations for this genre gained
from our whole experience with literature, and the horizon of
our actual life situation. The literary text, in other words the
literary experience which resides beween the author’s text and
the reader’s text, is embedded in two different systems which exist
apart from the reader or the author, the system of its own histori-
cal situation and the previous literary experience of the reader.
As readers we must take into account during the reading both
those expectations generated by literature and those generated
by an awareness of our own historical situation as well as that
of the author and the author’s text, It is complex to recite all of
the activities which are subsumed by the process of reading intel-
ligently because the human intelligence is itself so complex and
creative, ' '

The reading process is accomplished in the same way by all
readers, but it is accomplished to different.degrees by different
readers and by the same reader at different times. In contem-
porary theory the ideal reader is the “competent” reader. I had
intended to explore competence in terms of readers of Heming-
way, but at this moment I can only hint at the directions such
a discussion might take. Certainly it is clear from the care with
which he worked and the few hints he has given in the Nobel
Prize message, the Plimpton interview, A Moveable Feast, “Death
in the Afternoon,” and some of the prefaces that Hemingway
wrote to a reader who would read a work more than once and
would read it carefully. He wrote to a reader who didn’t need
a tour guide. He recalled that Joyce explained his own work only
to jerks, “Other writers that he respected were supposed to be
able to know what he was doing by reading it.”*
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Romeo Giger, in his elucidation of the iceberg principle, writes
of “Hemingway’s conviction that the reader, provided he has had
the experience himself, will know through feeling . .. (that)
the felt experience was the common ground on which a mutual
understanding between author and reader is feasible.™™ 'The
competent reader would be a person whose life experiences—
either actually lived or vicariously so—would enable the author
to trigger a response. The competent reader would also need
what Hemingway thought of as “the most essential gift” for a
writer—"a built-in, shockproof shit detector.,”?* And finally,
Hemingway’s competent reader would be.a person with a highly
developed moral sense for, as he told George Plimpton, “A writer
without a sense of justice and of injustice would be better off
editing the yearbook of a school for exceptional children than
writing novels.”®

Michigan State University
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THE “FIGURINE” IN THE CHINA CABINET:
SAUL BELLOW AND THE NOBEL PRIZE

MARILYN JUDITH ATLAS

In 1976, Saul Bellow, then sixty-one years old, became the
sixth American to win the Nobel Prize for literature. When the
judges gave their reasons for awarding the Nobel Prize for Litera-
ture to Bellow, they noted that his early books had helped to
emancipate the American novel from what had become the “hard-
boiled” writing formula of the 1930s, and that his novels had
pointed a new direction in the post-war years for “that familiar,
dangling, universal man, the anti-hero.” The judges were im-
pressed with these anti-heroes because they had the courage to
keep on trying to find a foothold even in an obviously tottering
world., While the judges praised Bellow for his subtle analysis of
contemporary culture and his gift of introspection, what impressed
them most was his ability to depict the ordinary inner agonies and
joys of modern life: they correctly perceived that Bellow’s strength
was characterization,

Bellow's response to receiving the award showed that he also
realized that characterization was what made his novels so power-
ful. For him, the ability to create character was intimately con-
nected with an interest in and sensitivity to the inner tensions
of ordinary people. He was afraid of the award and what it
might do to his ability to make contact with people and there-
fore to his ability to create viable art. When he received the
Nobel Prize, only part of him responded with extravagant joy:
while his colleague, Milton Friedman, that year’s winmer of the
Nobel Prize in Economics, brought his wife, Bellow celebrated by
bringing fifteen members of his family to Stockholm. At the Nobel
banquet, he verbalized his joy, but he also verbalized some
ambivalence:

36
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There are not many things on which the world agrees;
but everyone I think acknowledges the importance of a
Nobel Prize. I myself take most seriously the Nobel Com-
mittee’s recognition of the highest excellence in several
fields, and I accept the honor of this award with profound
' gratltude

When the committee’s choice was announced and the
press rushed at me—a terrifying phenomenon—and asked
how I felt about winning the Nobel Prize in Literatare; I
said that the child in me—for despite appearances there is
a child within—was delighted, the adult skeptical. Tomght
is the child’s night entirely. . . .2

Part of his pleasure at receiving this award came from tension
release: he would no longer have to wait to be so honored. He
had been nominated for the award the year before but had not
received it. Now the anxiety of waiting for it would permanently
dissolve. Richard Stern, in a New York Times essay on Bellow
and the Nobel Prize, found an excellent metaphor through which
to show Bellow’s ambivalent response to receiving the award:

From a delicate, brass-figure, many drawered mahogany
desk, he fetches a white pamphlet: Steinbeck’s Nobel
Prize lecture, 1962, inscribed to “Saul Bellow. You're next.”
He was right. Poor fellow. It was a burden on him. e
took it seriously, felt he didn’t live up to it. Well, it must
mean something, At least I don’t have to worry anymore
about recognition. Not a total loss. Spurlos, versenkt.
(Sunk, without a trace.)?

Other recognitions had partially prepared him for the award.
Graduating from Northwestern with honors in Anthropology and
Sociology was the first of many honors. At thirty-one he received
the National Book Award for The Adventures of Augie March,
an honor he was to receive again for Herzog and Mr, Sammler’s
Planet. Among the other awards Bellow could claim before the
Nobel were the Distinguished Service to Literature Award, the
Friends of Literature Award, the B'nai Brith Jewish Heritage
Award, and the Pulitzer Prize. But the Nobel Prize was somehow
more frightening, more absolute. . Too many of the other Ameri-



38 : MIDAMERICA VIII

cans who received it in literature, did so at the end of their
writing careers.

His defensive response to the award is well illustrated in the
many interviews he gave after receiving it. In an interview with
W. J. Weatherby his defensiveness is covert: “I have an American
weakmess to believe that I have a lot of time before me now that
I have reached my full maturity as a writer. . . . I'm a bit embar-
rassed by the Nobel Prize because I haven’t got my teeth jnto
things yet.”? But Bellow was clearly more than embarrassed over
winning the award: he was afraid that the award might force him
into false positions and perspectives. In an interview with Joseph
Epstein of the New York Times his fear took on more overt form:
when Epstein inquired how he would feel if he did not win the
award especially since he had come so close to winning the year

before, Bellow’s response illustrated that he saw the award as
double edged:

One of the things one fails to realize Hll one has won it
is that the Nobel Prize for Literature has many extra-
literary aspects. Winning it makes you an eminent person;
it gives you certain kinds of power. I have never had much
taste for the power that goes with eminence.

His discomfort over being a Nobel Prize recipient was revealed
again in this same interview when he mentioned that eminence
and talent did not necessarily correlate and that the award itself,
while not particularly negative, proved nothing:

Journalists are fond of pointing out to me all the great
writers who did not win a Nobel; Tolstoy, Proust, James,
Joyce. They ask how it feels to be among the company of
such distinguished literary figures as Sully-Prudhomme,
Carl Spitteler, Wladyslaw S. Reymont, and Halldor X.
Laxness. It causes me to scramble to remember that some
pretty fair figures did win the Nobel Prize, among them
Yeats, Mann, Eliot, Camus.?

Bellow obviously did not appreciate being teased about some
of the less talented winners of the Nobel Prize. He was seriously
concerned about how the way he was viewed would affect his
self-image. In this same interview he asserted a little too vigor-
ously that he would not begin thinking of himself as Saul Bellow
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who won the Nobel Prize for Literature in 1976. He admitted
that he feared losing his feeling for the common life. Viewing
himself as a Nobel Prize winner could only be destructive: “To
think of oneself as a Nobel Prize winner is finally to think of

oneself as'an enameled figurine in a China cabinet, and I don’t

intend to find myself in a China cabinet.” Bellow did not care
to become a cultural functionary for such an individual could not
study the alienating awareness and consciousness of the urban
inhabitant, nor could he have exuberant ideas flashing irony,
hilarious comedy, or burning compassion. He did not enjoy being
treated like a “corpse in a coffin,” and he asserted that just because
he was accepting some of this type of treatment at the moment
that he planned to limit his public life and glory and to retum
to himself, not as the eminent Saul Bellow but as Saul Bellow
the writer.” Ie indicated in this interview with Epstein that part
of him wished that he, like Samuel Beckett, had the ability to
turn his back on the publicity connected with the prize, but even
though he might lack the coldness, or strength of character, or
whatever it took, to refuse the publicity, he stressed that he had
no intention of being overcome by it

Bellow’s interview with Epstein revealed his fear of being a
Nobel Prize recipient, but it also indicated that he has a clear
sense that his strength as a novelist came from his honest interest
in finding the essential in the chaos of twentieth century life,
and his honest interest in individuality. As a functionary, Bellow
would be a type and too removed from reality to perceive the
essence of real people or to depict viable characters.

If one looks at Bellow’s roots, one better understands his in-
terest and sensitivity toward individuality and his fear of being
stereotyped. His parents were Russian Jews, fleeing antisemitism,
a form of stereotyping. First they immigrated to Canada where
Saul was born and then, when he was nine, they moved to
Chicago. Even in his youth he saw his destiny as special and he
wanted to get in touch with his essential roots. He was interested
in the Midwestern naturalists and realists, not in the Talmud, for
writers like Theodore Dreiser, Edgar Lee Masters, and Sherwood
Anderson saw even poor, displaced people as living, vital beings.
Bellow was fascinated with people and characters who were trying
to survive as individuals. Perhaps he wanted to understand them
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in order to better understand himself. In his essay, “Starting Out
in Chicago,” Bellow explained that he saw the study of individu-
ality as his calling:

Tt appeared to me that this one thing [that the life lived
in great manufacturing, shipping, and banking centers,
with their slaughter stink, their great slums, prisons, hos-
pitals, and schools, was also a human life], so intensely
known that not only nerves, senses; minds, but also my
very bones wanted to put it into words, might contain
elements that not even Dreiser, whom I admired most, had
yet reached. I felt that I was born to be a performing and
interpretive creature, that I was meant to take part in a
peculiar, exalted game.” '

Bellow’s novels depict his interests in writers, people, and
characters who are concerned with their moral as well as physical
survival. He is driven, like other novelists who focus on charac-
ter, back to the real lives of people. Through characterization, he
explores individuals and he leads them to -discover what he
himself has discovered, whiéh in-the words of Charlie Citrine, the
protagonist of Humboldt's' Gift, is: “You don’t make yourself
interesting through madness, eccentricity, or anything of the
sort but because you have the power to cancel the world’s dis-
tractions, activity, noise and become fit to hear the essence of
things.”

It is Bellow's need to be an individual, to continue exploring

character in art, and through this exploration to help discover

and share the essence of life, which serves as the central focus
of Saul Bellow’s Nobel lecture. This lecture reflects his concern
over the plight of the individual attempting to make order out
of the chaotic twentieth century, and his own desire to be vital,
both as an artist and a person. Bellow’s lecture is not one of a
victor, but one of an individual intimately -concerned with his
own search for balance and understanding and the essential need
for respecting, examining, and sharing perception through indi-
vidual lives, _

Bellow began his Nobel lecture aptly. He spoke about his own
individuality, his own contrary nature, and his own unwilling-
ness, or inability, to simply mesh into his surroundings:
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I was a very contrary undergraduate more than forty
years ago. It was my habit to register for a course and
then to do most of my reading in another field of study, S0
that when I should have been grinding away at “Money
and Banking,” I was reading the novels of Joseph Conrad.?

He presented his points concretely, explaining - his attraction to
writers like Joseph Conrad:

Perhaps Conrad appealed to me because he was like
an American—he was an uprooted Pole sailing exotic seas,
speaking French and writing English with extraordinary
power and beauty. Nothing could be more natural to me,
the child of immigrants who grew up in one of Chicago’s
immigrant neighborhoods than—of coursel-—a Slav who
was a British sea captain and knew his way around Mar-
seilles and wrote an Oriental sort of English.

Bellow identified with Joseph Conrad, the displaced person, as
well as Joseph Conrad the artist. Like Conrad, he attempted to
render the highest justice to the visible universe, trying to find
in it, both in matter and the nonmaterial facts of life, what is
fundamental, enduring, essential. Artists are not scientists who
can know the world by systematic examination; artists have to
know themselves. Bellow paraphrased Conrad:

To begin with, the artist had only himself; he descended
within himself and in the lonely regions to which he de-
scended he found “the terms of his appeal.” He appealed,
said Conrad, “to that part of our being which is a gift, not
an acquisition, to the capacity for delight and wonder .
our sense of pity and pain, to the latent feeling of fellowslup
with all creation—and to the subtle but invincible convic-
tion of solidarity that knits together the loneliness of in-
numerable hearts . . . which binds together all humanity—
the dead to the living and the living to the unborn.™

Bellow believed that Conrad spoke directly to him, reinforcing
his own ideas about the individual which were that the indi-
vidual appeared weak and felt nothing but his own weakness,
but if he accepted his weakness and separateness and descended
into himself, intensifying his loneliness, he discovered his soli-
darity with other isolated individuals. Bellow devoted most of
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his lecture to arguing against those writers like M. Alain Robbe-
Grillet who find that the Conradian type of novel is “finished.”
For Robbe-Grillet, the novel of character belongs to the past
and even if this state of affairs is not an improvement, it is the
truth. Bellow argued against this perception, refusing to renounce
the possibility of individuality. Although Bellow admitted know-
ing what it feels like to be tired of characters who have become

false and boring, he believes it is still possible to create interesting:

ones. The remainder of his Nobel lecture continued to be a
defense of character. He argued that if the reader still finds
pleasure in the master novelists of the nineteenth century who
relied so heavily on character, then character cannot be as mum-
mified as Robbe-Grillet suggests.

Bellow’s faith in character parallels his faith in people. He
does not see individuality as totally dependent on historical and
cultural conditions, nor does he accept that human beings are at
a dead end. Even 1f the best one can do is, as Bellow’s character,
Mr. Arthur Sammler suggests, “to have some order within one-
self,”® even that gives hope. Without denying private disorder
or public bewilderment, Bellow argued that terrible predictions
need not destroy us. As long as people think, feel, and discriminate
there is hope for human beings. Ie appealed to his fellow artists
to keep this in mind and to help preserve interest in individuality:
“It may be more difficult to reach the whirling mind of a modern
reader but it is possible to cut through the noise and reach the
quiet zone,”?

Through characterization, Bellow argued, the novelist can
reconnect art and life. If the novelist does this, the novel will
move from the margins of human enterprise back to a more
central location where it belongs. He acknowledges that the
central energies of people are taken up by crises yet he believes
in the power of individuals and suggests that artists can and must
represent people more adequately. As artists and individuals
Bellow pleads for people to refuse to be shrunk or to shrink
themselves. He suggested that while owning our disasters that
we continue to love life and ourselves, We must go beyond our
stock of ideas, myths, and strategies and find new ways to chal-
lenge depressing theories. Through the novel, through the ex-
ploration of character we can form a shelter for the human spirit.
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We are more than the pessimists suppose and we must go beyond
that which represents us poorly. Again Bellow used Robbe-
Grillet’s pessimism in order to assert the opposite:

‘What Robbe-Grillet says about character can be said
also about these ideas, maintaining all the usual things
about mass society, dehumanization and the rest. How
weary we are of them. How poorly they represent us. The
pictures they offer no more resemble us than we resemble
the reconstructed reptiles in a museum of paleontology.
We are much more limber, versatile, better articulated,
there is much more to us; we all fee] it.!?

Bellow recommended that we lighten ourselves, throw off
the encumbrance of pretension and falseness and act on our own—
that is exactly what his most successful protagonists try to do
whether in Africa, Chicago, or New York., We, like Eugene
Henderson, Moses Herzog, and Charlie Citrine, must fight for
the germ of our individuality under the wreckage of false and
complicated systems.

He ended his Nobel lecture, basically a-“call to action” essay,
affirming his belief in the novel as a spiritual shelter, in charac-
terization, and in the wisdom of Conrad.

A novel is balanced between a few true impressions and
the multitude of false ones that make up most of what we
call life. It tells us that for every human being there is a
diversity of existences, that the single existence is itself
an illusion in part, that these many existences signify some-
thing, tend to something, fulfill something; it promises us
meaning, harmony, and even justice. What Conrad said
was true: art attempts to find in the universe, in matter
as well as in the facts of life, what is fundamental, endur-
ing, essential.”®

It is as if Bellow, in writing his Nobel lecture, took a look at
his own novels and tried to define what was good in them. What
he must have decided was that the honest searching of his pro-
tagonists, their diverse existences, and their fight to get through
their own complications and reach what was essential in them-
selves, was the best part of his writing. Bellow knew he could
create character. Often authors who speak of their own work
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are wrong about what gives their works power, but Bellow knows
that the characters of his novels give them their passion and their
integrity.

The most memorable of these are thinkers interested in self-
redemption. In his first novel, Dangling Man, 1944, Bellow cre-
ated a remarkable hero who has the strength to accurately
perceive his experience even though his life is dismal, The novel
is in the form of a diary and through it, Joseph, the protagonist,
an isolated man, communicates his disappointments with family
and friends. e has recently been drafted into the army and the
diary reflects his sickness of heart. He is insulted by relatives
and friends who disapprove of his politics and life style. Joseph
keeps writing, refusing to close his eyes to the world or to their
response toward him. He is Bellow’s first intellectual protagonist
trying to come to terms with reality.

The Victim, 1947, Bellow’s second novel, also examines the
life of a central protagonist. In this novel, rather than only
examine the isolated individual, Bellow also examines people’s
relationships and obligations to one another. "The novel’s central
character, Asa Levanthal, a man who has barely survived the
depression and acutely remembers the humiliation of joblessness,
has found himself alone in New York. It is summer; his wife is
out of town as is his brother whose youngest child suddenly be-
comes seriously ill. Amidst these changes and confusions, Levan-
thal is directly confronted by a man named Kirby Allbee who
claims that Levanthal is the cause of Allbee’s ruined life. Years
ago Allbee had given Levanthal, then out of a job, a letter of
introduction to his employer. When Levanthal presented himself
and the letter, the employer was rude and Levanthal responded
in kind. The enraged employer fired Allbee.

Levanthal is forced to come to terms with his responsibility
to his brother’s family as well as to Allbee. As Allbee trails him,
making demands, their relationship develops. Through their rela-
tionship Bellow asks questions about the nature of brotherhood.

With The Adventures of Augie March, 1953, Bellow explores
the uses of humor in developing character. This is Bellow’s most
ambitious book. Delmore Schwartz praised the brilliance of
Bellow’s charactenzatlon Augie March is a unique American
hero:

i

The “Figurine” in the Ching Cabinet 45

The Adventures of Augie March is a new kind of book
first of all because Augie March possesses a new attitude
toward experience in America: instead of the blindness of
affirmation and the poverty of rejection, Augie March rises
from the streets of the modern city to encounter the reality
of experience with an attitude of satirical acceptance, ironic
affirmation, the comic transcendence of afﬁrmatmn and
~ rejection.’®

L1ke Joseph and Levanthal, Augle is trying to maintain his own
integrity as best he can. If he is more light-hearted than Bellow’s
earlier protagonists and more adventuresome, he is still the intel-
lect attempting to come to terms with the world. If he is more
mobile, he is no less spiritual than his predecessors.

In Seize the Day, 1956, Bellow again explores a single charac-
ter, Tommy Wilhehm (né Adler). The canvas is smaller, the action
of the novel spans a single day, but the protagonist, like Bellow’s
eatlier ones, is trying to come to terms with his life: Wilhelm,
suffocating in his isolation, tries to talk with his successful father,
Dr. Adler, who is too threatened by his son’s failure and neediness
to be of use. In desperation, Wilhelm turns to Dr. Tamkin, a
charlatan who talks philosophy with him, but who robs him of
his last few dollars, After losing the money and realizing that
Dr. Tamkin betrayed him, Wilhelm breaks down. Only then is
there the possibility of rebirth: Wilhelm enters a church, puts
down his head and begins to cry. There is a funeral being held
at the church and the other guests assume that this man must be
bereaved over their friend’s death. They try to comfort him. The
situation, while obviously ironic, is also warmly humane. The
comfort Wilhelm receives is real and because of it he is able to
experience the value of just being alive,

If optimism helped win Saul Bellow the Nobel Prize, it was
not his optimism concerning heterosexual relatlonshlps, nor was
it his ability to create fully developed female characters: In

Dangling Man, Joseph’s marriage is neither important nor neces-

sary. The affair he has is meaningless. No woman in the novel
is developed. In The Victim Levanthal’s wife is out-of-town and
remains undeveloped. Elena, Levanthal’s sister-in-law, remains
shadowy and her superstitious mother serves as little more than
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a symbol of impending doom. Robert Baker finds his treatment |

and depiction of women his greatest fault:

The most apparent of Bellow's faults is his incapacity
to deal convincingly with women. The female figures in
his novels repeatedly fall into one of two categories: they
are either nags or nymphomaniacs. . . . No Bellow novel
has a heroine and in none of them does the protagonist’s
fate directly hinge upon his relationship with a woman. . . .
Surely, with the slow erasure of the distinction between
the sexes that has been occurring in the past half-century,
women are not incomprehensible and one could serve as
the, or at least g, central figure in a Bellow novel.! '

Baker’s comments were written in a review of Seize the Day, a

novel which contained as its most developed female character,

Wilhelm’s nagging wife. The review was published in 1957. Since .

then Bellow has created four novels: Henderson the Rain King,
Herzog, Mr. Sammler’s Planet, and Humboldt's Gift. Although
these novels are brilliant explorations of male characters, none of
them contains the kind of female character that Baker is re-
questing.

Henderson the Rain King, 1959, is his next and perhaps best
novel. Eugene Henderson, a man in his second unsatisfactory
marriage, is a Jewish WASP, a self-defined outcast, and a mil-
lionaire, He is an absurd seeker of high qualities which he cannot
name. He goes to Africa and there, slowly, his abstract cries of
“I want,” change to more concrete and healthy questions con-
cerning action. Henderson, exuberant, delightfully self-mocking,
finds healthier outlets for his vitality in Africa where he finally
makes contact with nature and forms some intimate relationships.

Like Henderson the Rain King, Herzog, 1964, also centers
around a male protagonist. The novel takes place during a two
week period in the early summer of Moses Herzog’s forty-seventh
year. Herzog is distraught over his relationship with Madeline,
his wife, who has recently left with their daughter, June, and
is having an affair with Valentine Gersbach, his ex-best friend.

He deals with his distraught state by writing angry letters to those -

who have frustrated him, but he does not send them. These
letters, however, serve as an excellent vehicle through which
Bellow can explain Herzog’s past relationships and reactions.
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Beverly Gross, in reviewing the book, stresses the importance of
character: “What matters is the character of Herzog himself,
and he matters enough to make the experience of reading the
novel something like reading Joyce or Henry James—the experi-

. ence itself becomes a lesson in experience.”® Madeline Herzog

is as close as any of Bellow’s female characters to being central,
but she remains underdeveloped and incomprehensible, a castrat-
ing intellectual whose relationship to her daughter seems genuine
but remains unexplored. The reader never understands the cause
of Madeline’s dispassionate hatred for Herzog, The other major
woman in the novel, Ramona, Herzog’s lover, is no more de-
veloped. When she is not acting like a pornographic fantasy, she
seems capable and genuinely affectionate, but we never under-
stand her behavior toward either herself or Herzog.

In Mr, Sammler’'s Planet, 1970, Bellow examined a different
type of male protagonist, one who is European and elderly, but
as Ben Siegel suggests in his essay, “Saul Bellow & Mr. Sammler:
Absurd Seekers of High Qualities,” Bellow’s views have not
altered: “His primary concern, as always, is at the loss of moral
and intellectual authority in America by the rational, the dis-
ciplined, the humane.”™® Mr. Sammler, a Polish Jew by birth,

lost an eye during the war, survived a mass burial in which his

wite died, lived his happiest years in London where he was inti-
mate with the Bloomsbury literary set and with . G. Wells on
whom he is planning to write a book. Sammler is attempting
to cope with the values of post-World War II America and of his
young relatives.

No woman plays a major role in the novel. Angela, his dying
friend’s daughter, is oversexed; his own daughter, Shula-Slawa,
although forty, is treated as an overly-sensitive, well-meaning
problem child. Her double name symbolizes her lack of a stable
identity. And the young woman with whom Mr. Sammler celi-
bately lives, Margotte, also a relative, is strong, nurturing, a
marriagable widow who never transcends the boring.

Bellow’s last novel, Humboldt’s Gift, published in 1975, the

.year before he was awarded the Nobel Prize and which probably

helped him win it, centers around another male protagonist,
Charlie Citrine, a successful writer who must come to terms with
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the materialism of his own generation and the brilliant energetic,
metaphysical, and paranoid world of his mentor, the dead poet,
Von Humboldt Fleisher.

Charlie Citrine, sixty years oid, is caught in a difficult divorce

and is quickly losing his money. He is too confused to concen-
trate on his writing. Images of death surround him. Even his
beautiful young lover, Renata, throws him over for a death image:
she marries a funeral director. Citrine, like Bellow’s other male
protagonists, is fighting for a viable relationship to the world;
Renata, like Bellow’s other- female characters, needs further
deveIopment

If Bellow, in writing his Nobel lecture, took a look at his own -

novels and tried to define what was good in them, and if he
indeed decided that the honest search of his protagonists, their
complicated needs, and their fight to reach whatever was essen-
tial in themselves, was the best part of his writing, he was judg-
ing his work accurately. Bellow’s male protagonists and their
attempt to get through the world without losing their souls is
what is best in his novels. His male protagonists give his novels
emotional power; their personalities control even the form of
each book: The Adventure of Augie March, like Augie, is expan-
sive; Dangling Man, like Joseph, is tight, careful, a diary; Herzog,
like Herzog, is tortured, filled with letters that will never be sent.
But although character is his strength and character controls both
the themes and form of his novels, he has not yet been able to
create a viable female character.

Female characters play an important role in his novels but
they always appear in shadow, and one finds the inadequacy of
their development jarring. If Bellow insists on dealing with
female characters he must learn to make them more than types
or they will continue to represent the greatest weakness in his art.

Bellow, in receiving the Nobel Prize, verbalized some fear of
becoming a functionary, a type, of losing his ability to make con-
tact with the common life. If we look closely at his fear of losing
contact with the common life, if we look at Bellow’s language,
what he specifically fears is becoming a “figurine in a China
cabinet.”" It is important to notice that hie sees powerlessness
as a female form—certainly this might help explain his unwilling-
ness to closely examine the common life of women: he does not
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want to identify with that which he fears and he cannot create
viable characters without identifying with them. Bellow must
overcome this fear if he is to do what he states in his Nobel lecture
should be the aim of every artist: to discover the essential and

~ once again connect art with life. But as he himself said: “One

can’t tell writers what to do. The imagination must find its own
path. But one can fervently wish that they—that we—would
come back from the periphery. We do not, we writers, represent
mankind adequately.”® Bellow ‘does represent mankind ade-
quately, and although he must find his own path, let us hope
that he will learn to represent womankind with equal imagination
and sensitivity.

Ohio University
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THE PROBLEM OF UNITY IN
THE VALLEY OF SHADOWS

Jorn E. Harrwas

Fifteen years ago Harold P. Simonson produced the most
extensive discussion yet to appear of Francis Grierson’s long-
neglected literary work, The Valley of Shadows (1909). In that
study, ‘he asserts that the various sections of the book are more
unified than readers have suspected. However, Simonson’s argu-
ment is unconvincing, for his central insight—that “Sangamon
County represents for Grierson the mythical Garden of Eden”
relates only to the first twelve chapters, which are set in that
county.’ Indeed, his sensitive interpretation of the book is almost
entirely focused on those chapters, and so he actually detracts
from the notion that The Valley of Shadows has any significant
unity beyond .chapters I-XII. This is as it should be, for that
lengthy section of the book is superb while the other parts are
comparatively undistinguished. In fact, a careful examination
of the book’s structure leads toward two conclusions: that the
entire book has no meaningful unity, but that the first twelve
chapters are as highly umified as any work of fiction—novel or
novelette—needs to be. This circumstance suggests something
about the composition history of the book and indicates the direc-
tion that future criticism ought to take.

The surface structure of The Valley of Shadows is not difficult
to discern. Chapters I-XII are set in Sangamon County, Illinois
and portray the pioneer culture in which the author’s family had
settled after emigrating from England. The year is 1858, when
Grierson was ten years old. In the next two chapters, an unnamed
stranger tells a story that occurred more than three decades
earlier in the Sangamon River country: the love triangle involving
Vicky Roberts, Hank Cutler, and Jack Stone. Nothing about the
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story relates to preceding or following chapters in the book.
Although the author claimed that-The Valley of Shadows was
based on his recollections, and no scholar has disputed this asser-
tion, the Roberts-Cutler-Stone narrative was, in fact, derived from

. John L. McConnels little-known cultural study, Western Charac-

ters (1853), where it is entitled “The First Grave.”? Chapter XV
describes Alton, Illinois, where Grierson’s family moved in 1858.
It is the first chapter of the book which reads like autobiographical
nonfiction. Grierson uses the first-person pronoun constantly in
Chapter XV as he records the sights and sounds of the Alton area.
Chapter XVI is an account of the final Lincoln-Douglas debate,
which he witnessed at Alton on October 15, 1858.. However, the
chapter reads much more like an analysis based upon study of the
two men than a recollection. Chapters XVII-XXI are .obviously
autobiographical, offering the author’s memories of St. Louis
society, the city fair of 1860, The Planter’s House hotel, the last
torch-light procession before the 1860 election, and a military
clash at Camp Jackson in May of 1861. (His family had moved
to St. Louis in 1839.) Because Grierson was a page to General
Fremont in the summer of 1861, chapters XXII-XXIV are de-
voted to an account of Fremont’s western expedition of 1848,
which the author claims was at least partially based on oral infor-
mation supplied by friends of the General, Chapter XXV gives
an account of General B. H, Grierson’s raid through the South in
1863. This part was evidently included simply because the
famous Civil War general was the author’s cousin, Finally, Chap-
ter XXVI presents Grierson’s memories of the busy St. Louis
riverfront in 1862 and 1863, as preparations were being made for
Grant’s surprise attack on Vicksburg. It also includes a brief
account of the battle, which the author did not witness.

As this summary indicates, at least seven very different sub-
jects are covered in The Valley of Shadows, and some of those
are not autobiographical. Hence, the book is a collection of
materials rather than a unified whole. Moreover, evidence of
fictionalizing is apparent in several sections, especially where
Grierson presents dialogue that he could not have heard or
remembered. Therefore, the various parts of The Valley of
Shadows must be evaluated separately, as one would approach
a collection of essays and short fiction.
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Most sections of the book have little literary value. The sum-
;ma_ry of General Grierson’s raid is of historical interest only, while
the reminiscences of Alton and St. Louis, although frequently
vi\;id, are neither powerful nor probing. The tale of the Roberts-
Cutler-Stone love triangle and the somewhat fictionalized histori-
cal narrative concerning Fremont’s expedition have slight charac-
terizations and no thematic complexity, Only the long first section
of the book, concerning the pioneers of Sangamon County in 1858,
has unusual literary significance.

The unity of the opening section is achieved in several ways.
First of all, the characters and setting are consistent throughout,
Elihu Gest, Zack Caverly, Kezia Jordan, and the others interact
in various locations within Sangamon County. Secondly, the
twelve chapters contain a loose but engaging plot that involves
conflict over abolition and the helping of runaway slaves. Further-
more, as Simonson has indicated, Grierson depicts cultural change
in America by presenting Sangamon County in terms of three
symbolic concepts: Edenic Garden (the vanishing old order),
valley of shadows (the transitional era), and new Canaan (the
coming new order). Hence, as he says, “The Valley of Shadows
is an allegory of a paradise lost and a vision of a paradise
-regained.”® However, once again he errs by referring to the
book as a whole. Grierson’s symbolic structure is evident only

-in chapters I-XIJ, in spite of later references to Lincoln at Alton
as “the prophetic man of the present and the political saviour of
-the future” (Chapter XVI} and to events on the St. Louis river-
front as “ushering in a new era and a new world” {Chapter

-XXVI).* The reader does not experience Lincoln as either a

prophet or a political saviour in the Alton debate chapter, and
he does not feel that activity on the St. Louis riverfront in the
final chapter has any conmection with a coming era.

Aside from the symbolic meaning in chapters I-XII, there is
‘also a unifying theme in that section: the mixture of religion and
politics in the culture of the region. This is introduced very early
in the story, when Zack Caverly (nicknamed Socrates) comments
that in politics and religion people fall into three groups. “ Pears

“like thar’s allers three kyinds o’everything—thar war the Whigs,
the Demicrats, en the Know-nothin’s, en thar atr three kyinds o’
folks all over this here kintry—the Methodists, the Hardshells, en
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them thet’s . . . dead shet again religion” (p. 35). And this comes
in the middle of a conversation which mixes talk about the aboli-
tionists with mention of the influence of the Methodist and Baptis:t
churches in the area. More importantly, in the sermon which is
central to the first chapter, the preacher uses the' Old Testament
story of the freeing of the Israelites from Egypt to ad\.zocate the
freeing of the slaves, and he asserts that Lincoln will be thg
deliverer (p. 41). Thus, Grierson makes the point that the PeOPIe
in Sangamon County in the 1850’s had an understandmg of
America’s political situation that was greatly inﬂuenqed by
religion.

Of course, this view of Lincoln as an American Moses was not
part of Sangamon County culture before the Civil War. Rather,
it is a well-known aspect of the Lincoln legend that developed
after the assassination in 1865. Grierson simply interpreted cen-
tral Illinois culture of 1858 in terms of his later perspectlv.e.
There could be no dearer evidence that the story contained in
chapters I-XII is fictionalized, no matter how much it may owe
to the author’s recollections. _ o

In the same way, much of Chapter VI is devoted to a discus-
sion of religion and politics. The Load-Bearer (Elihu Gest), for
example, comments on one of the Lincoln-Douglas debates by
saying, ‘ |

“Thar’s a new dispensation a-comin’ . . . but it warn’t

made plain what it ud be till I heerd Abe Lincoln en Steve
Douglas discussin’ some pints o law fer the fust time.

I Zlow Steve Douglas hed the law on hi,s side . but
Lawyer Lincoln hedn’t been speakin’ moren ten minutes
afore I see he war a-bein’ called on, en "peared 111‘ce’ I could
hear the words, edgment, jedgment! a-soundin’ in the
air. .. .” (pp. 74-75)

When slavery advocate Lem Stephens complains, “ ‘ye-: war ‘iny
listenin® to an Abolitionist a-stumpin’ this hull tan-iapon keden:-
try.” Socrates (Zack Caverly) says, ““I reckon religion en .pol-1-
tics air bout the same,’” and the Load-Bearer agrees: ,an in
politics . . . air ekil te sin in religion—thar ain’t no dividin’ line
{p. 77).
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Likewise, Chapter XII is of central importance to the religion
and politics theme. As Uriah Busby says about the camp meet-
ing which fills the entire chapter, “ ‘the people hev an idee that
this here meetin’ ain’t so much fer religion ez it air fer politics’”.
(p. 127}, for “ ‘they all want to see which a-way the black cat’s
a-goin’ to jump’” (pp. 126-27). That is to say, they are gather-
ing at the camp meeting to find out how the question of slavery
is going to be decided. The answer comes when a son of the
Wagners {a pro-slavery couple) drowns in a creek and lightning
causes a tree to fall on Alek Jordan (the son of abolitionists).
Those two deaths foreshadow the coming of the Civil War. In-
deed, the Load-Bearer closes the chapter by saying, “‘Let ’em
mourn, let ‘em mourn; jedgment ain’t far offl’” (p. 137 }—which
describes the assembled people as both “mourning for religion”
in the face of approaching Judgment Day, and mourning over the
dead young men in preparation for the Civil War, when a judg-
ment on the political question will finally be made.

It should be noted that the very pattern of Grierson’s emphasis
on the religion and politics theme—in chapters I, VI, and XII
(the beginning, middle, and end)—indicates its structural im-
portance. Furthermore, while Chapter I centers around a sermon
with political implications, Chapter VI deals with a political
speech that has religious meaning—at least for the Load-Bearer.
And in Chapter XII, the only address given is both speech and
sermon, as a black man tries to put the realms of religion and
politics into proper perspective for his Negro listeners by asking
them, “ ‘which am it better to do—cross ober Jordan inter Canaan,
er cross de State line inter Canada? ” and also, “ ‘which is better
fer de coloured folks—to be boun’ in dis. wurrul and free in de
nex, er to be free in dis wurrul an” boun’ after you am dead?®”
(p. 128).

There is, then, considerable unity in the first section of The
Valley of Shadows, and this is perhaps not surprising when one
considers that it is the most highly fictionalized portion of the
book. Even if the plot is based on Grierson’s childhood experi-
ences at age ten, chapters I-XII are full of invented dialogue and
exhibit considerable symbolic and thematic development. It is
also possible that some of the characterizations may be derived
from historical materials as well as from the author’s recollections,
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In particular, the Morgan County, Illinois, history by Charles M.
Eames, Historic Morgan and Classic Jacksonville (1885), de-
scribes Underground Railroad conductor Isaac Snedeker at
some length, indicating that he was “a total stranger to fear.”™
A photograph of Snedeker—displaying his large mane of hair
and beard—is also included in the volume. When Grierson intro-
duces Isaac Snedeker in The Valley of Shadows, the latter is
called a man “who had never known fear” and is described in
terms that relate to the photograph: “His hair stood out thick
and bushy, and his bearded face, with the upper lip clean-shaven,
gave to his whole countenance a massive, formidable look. . . .”
(p. 102). Hence, the Morgan County history could have influ-
enced this characterization. It is also worth noting that Eames
describes Elihu Wolcott as “the head” of the Underground Rail-
road in the Lower Illinois River Valley area, and his photograph
is included in the historical volume too.® Wolcott was probably
the basis for Elihu Gest, the Load-Bearer, who not only has the
same unusual first name but is the leading figure in Underground
Railroad activity in Grierson’s narrative. In any case, the first
section of The Valley of Shadows is not only better than all other
parts of the book; it is different from them. It is neither recol-
lection nor historical interpretation, but a carefully constructed
and surprisingly complex achievement in fiction.

Moreover, there is some evidence that Grierson may have
written chapters I-XII at an earlier period than the rest of the
book, for the Proem relates only to those chapters. It refers
directly to the “late fifties” in Illinois, when there was a feeling
that “something biblical applied to the circumstances of the
hour,” and “the whole country round about Springfield was being
illuminated by the genius of one man, Abraham Lincoln, whose
influence penetrated all hearts, creeds, parties, and institutions” |
(pp. 29-30). It also refers to the hard-working settlers, the in-
fluence of -the prairies, and the marvels that were interpreted as
“signs of divine preparation and warning” (p. 29)—all of which
relate closely to the first twelve chapters but not to the rest of
the book, In other words, it is likely that Grierson wrote chap-
ters I-XII as a short novel—blending his recollections with his-
torical information about the Lincoln era in Illinois and inventing
some scenes, characters, and dialogue. After he created a Proem
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for the novel, he decided to make that work part of a larger, more
directly autobiographical volume. This would explain the vast
difference between the first section and the rest of the book.
Why would Grierson make such a change in plans? He may
have placed the short novel in a nonfiction, autobiographical con-

text in order to lend the authority of personal experience to his -

unusual interpretation of Sangamon County culture in 1858, In
other words, having produced a work that was based to some
extent on recollections but was fictionalized, he may have wanted

to de-emphasize the imaginative quality of his achievement in -

order to promote his view of cultural change in America. It is
interesting that, in the opening sentence of his Preface, which
is dated 1909, Grierson emphasizes that the work is not a novel:
“This book is not a novel, but the recollections of scenes and
episodes of my early life in Ilinois and Missouri. . . .” (p. 27).
As mentioned above, the discovery of the source for chapters
XIII-XIV, concerning the Roberts-Cutler-Stone love iriangle,
demonstrates that the book was not simply composed of recollec-
tions and orally transmitted narratives. If The Valley of Shadows
had been just a collection of autobiographical episodes, this state-

ment by Grierson would have been unnecessary. As it is, no’

reader would ever mistake the book for a novel—except for the
first section, which Grierson hoped would blend in with, and give
meaning to, the recollections and historical narratives that fol-
lowed. If he had not added the Roberts-Cutler-Stone episode
directly after chapters I-XII, and had not presented it as if told
to the Sangamon County pioneers (and himself) in 1858, the
change in technique—from fiction to nonfiction—would have
been even more apparent than it is.

In any case, regardless of what the author intended, a short
novel is exactly what chapters I-XIT are because of the single
plot, distinctive characterizations, thematic complexity, symbolic
depth, and imaginative dialogue. In the future, scholars should
approach that section of The Valley of Shadows as a separate
work—for which the present title and Proem of the book were
probably originally intended. It is a fine fictional achievement,
published along with other narratives and recollections that are
unimportant by comparison. '

Western Illinois University
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NOTES

1. Francis Grierson (New York: Twayne, 1966), p. 112, Simonson asserts that
The Valley of Shadows is unified because Grierson “skillfully relates himself
to each episode” {p. 110), but the author’s connection with such episodes as
the Roberts-Cutler-Stone love triangle, General Grierson’s raid, and General
Fremonts expedition is slight and contributes nothing to those narratives.
Simonson goes on to assert that “The larger unily is in Grierson’s artistic use
of Sangamon County which resembles, at least in function, William Faulkner’s
miythical Yoknapatawpha County” (pp. 110-11}, but again, this statement is
inaccurate since much of the hook does not have any relationship to Sangamon
County.

2 See “The First Grave,” in Western Characters, or Types of Border Life in the
Western States { New York: Redfield, 1853}, pp. 178-218. John I.. McConnel,
of Jacksonville, Illinois, was primarily an author of novels and short stories,
many of which were set in the pre-Civil War West.

3. Simonson, Francis Grierson, p. 119, ‘

4, The Valley of Shadows, ed. Harold P, Simonson {New Haven, Conn.: College
and University Press, 1970), pp- 168 and 217. All subsequent quotations will
be from this edition of The Valley of Shadows, and page numbers will be
given in parentheses. : .

5. Historic Morgan and Classte Jacksonville (Jacksonville, Illinois: Daily Journal
Steamprinting Office, 1885), p. 143. The photograph of Snedeker appears on
the preceding page.

6. Ibid., p. 142. The photograph of Wolcott appears on the following page.



BRAND WHITLOCK’S LITERARY REPUTATION
IN BELGIUM, 1917-1934"

Pauvr. W. MILLER

By the time of his death in 1934, Brand Whitlocks literary
reputation in Belgium was eclipsed by his reputation as a diplo-
mat, as a noble and courageous human being, and as a friend of
Belgium, Be it long to their credit, the Belgian people did not
in his lifetime forget Whitlock the ministre protecteur whom
they had virtually canonized during the war for helping initiate
and for expediting the American relief program and for standing
whenever possible between the awesome power of the German
Army of Occupation and its potential victims., By May, 1934,
however, the high tributes paid earlier in Belgium to Whitlock
the distinguished man of letters, had been discounted or all but
forgotten.

It must be conceded, however, that Whitlock’s literary repu-
tation in Belgium, beginning with his appointment as American
Minister in 1913, was ancillary in and probably derivative from
his reputation as a diplomat. Moreover, his reputation as a writer
in Belgium was rather narrowly based on a first-hand knowledge
of only four of his works translated into French and published
in France or Belgium between 1917 and 1932. The chief of these
works, unquestionably, was Belgium: A Personal Narrative pub-
lished in France in 1922 as La Belgique sous U'Occupation Alle-
mande? In the United States, on the other hand, Whitlock’s
reputation as a writer had always been somewhat independent
of his professional and political activities, and had been much
more broadly based on a knowledge of his eighteen books pub-
lished over a long period, between 1902 and 1933.

Although Whitlock’s literary reputation in the United States
would seem to have been much more solidly established and
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secure than in Belgium, at least from the time of his election to
the prestigious National Academy of Arts and Letters in 1918,
such was not in fact the case, since the revolution in literary taste
that became marked in the twenties was glorifying a bold, new

_generation’ of post-war writers such as Sherwood Anderson, Sin-

clair Lewis, Fitzgerald and Hemingway at the expense of “archaic”
Howellsian realists like Whitlock. Thus, though perhaps for rather
different reasons, the decline of Whitlock’s literary reputation in:
the United States parallels its decline in Belgium. Typifying this
decline, Whitlock’s lengthy obituary in the New York Times de-
scribed him as “primarily a writer,” but mentioned—in passing—
only one of his books.®

A special problem for one seeking to make a just estimate of
Whitlock’s literary reputation in Belgium during and soon after
World War I, lies in the fact that Whitlock was in Belgium eyes
a diplomat first, a writer second. Thus according to Belgian-
canons of good taste he was exempt from adverse criticism of his
writings. One could quote a diplomat, praise him, or even ignore
him on occasion, but not attack his writing publicly in print.
Consequently it is fair to conclude that Whitlock’s writings in
Belgium during his lifetime received kid-glove treatment, the kind
of “diplomatic immunity” that goes beyond our American under-
standing of the term and of which Whitlock himself may have
been unaware, In reading Belgian “reviews” of Whitlock’s writ-
ings, then, one must note all the degrees and nuances of praise
offered, confident that no dispraise will appear. An unflattering
corollary of the above might be that the literary productions of
a diplomat, except insofar as they bear on his diplomatic roles,
need not be taken altogether seriously, no more seriously, perhaps,
than the Sunday paintings of a politician like Winston Churchill.
Consequently, one should not expect Belgian reviews of Whit-
lock’s writing to be as thorough or peneirating as though they
concerned a foreigner without diplomatic connections, or a native
Belgian.

A final consideration for anyone attempting to assess Whit-
lock’s literary reputation in Belgium from 1917 to 1934 issues from
the flat statement by a highly placed, present member of the
Académie Royale de Langue et de Littérature Francaises in Bel-
gium, that Whitlock was elected in 1922 to foreign membership
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in: this distinguished body not because of his literary achieve-
ments, but because of gratitude for his role during the war,

Beginning with Un Américain (1917) and Lincoln (1920)
and reaching a climax of praise with La Belgique (1922) that was
already becoming muted with Narcisse (1932), the Belgian re-
viewers of Whitlock ordinarily saw him as a distinguished diplo-
mat, a heroic individual, or as a friend of Belgium whose writings
more or less brilliantly fllustrated whichever of the above roles
they chose to emphasize. By the time of his death, however, one
of Whitlock’s newspaper obituaries, though demonstrating a’con-
siderable knowledge of his writings, relegated them to the status
of mere leisure-time pursuits.* Other obits mentioned only . La

Belgique among his literary achievements® Two of Whitlook's

long-term friends and admirers, however, the Countess Carton de

Wigrt and Gustave Van Zype, stand as marked exceptions to the

prevailing tone of criticism. Though both admired Whitlock the

man and diplomat, both, and especially Van Zype, took his writ-
mg.s.seripusly,. and both wrote substantial accounts of his life and
writings at the time of his death. What makes the penetration, of
hl.S comments on Whitlock especially remarkable, especially when
discussing the untranslated works, is Van Zype’s confessed in-
adequacy with the English language.s ' '
~In the words of the Countess Carton de Wiart, the first to
translate one of Whitlock’s works, Un Américain d'avjourd hui was
much appreciated [“trés goutd”] when copies reached Belgium

.from France in the summer and fall of 1917, soon after U.S. entry

into the war. (By early April, Whitlock, as representative of an

enemy power in Belgium, had been forced to leave Brussels for

Le. Havre, seat of the Belgian wartime government.) Whole

artlclt.as of praise, including one by the patriarchal French writer

Maurice Barrds, were devoted to Whitlock’s autobiography.

-Shortly after publication it received an extensive tribute, includ-

ing some analysis, from the Belgian Academy of Moral and Poljti-

ca.I Sciences, whose spokesman praised Whitlock as eminent
ninister of the United States, man of action, able politician

]aw.yer, and in fifth and sixth places, as a journalist and novelist.”

Whritten between_ the lines of this praise is the continuing Belgian

d:sﬁanc_e of the German army of occupation, together with appre-

ciation of Whitlock’s previous role as “ministre protecteur,” and
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of U.S. entry into the war, which Whitlock had more and more
openly favored and supported while in Brussels.

In contrast to Un Américain, Whitlock’s Abraham Lincoln
(1920), seems to have been passed over by the Belgian reviewers

in almost total silence. Though he was perhaps Whitlock’s most

ardent literary champion in Belgium, the only thing that Van
Zype could find to say about Lincoln was that it was translated by
its author, One can now only speculate on why this work, which
had a moderate success in two American editions and one British
edition before it appeared in France, evidently failed in Belgium.
Perhaps the alien subject matter, the long delay in publication
since its first appearance in English in 1909, and the quality of the
translation, over which Whitlock struggled painfully for a con-
siderable time, were all factors in its quiet Belgian demise.

As had been the case in the United States when Belgium was
published in 1919,* Whitlock’s reputation as a man of letters
reached new heights in Belgium with the publication of La
Belgique sous UOccupation Allemande in 1922. In a letter to
his close friend and editor Rutger Jewett, Whitlock himself  took
note of this heady development in his literary career: “Perhaps
it will interest you to know that Belgium in the French transla-
tion is out, and has had an immense success-in the press. All the
Paris newspapers published literally columns in review of it, and
the Brussels papers, of course, did likewise.”™ What must have
been particularly gratifying to Whitlock was this first—regret-
tably, also his last—experience in the European press of selected
praise that went beyond the recognition of his diplomatic skill,
his humanity, and his friendship for Belgium. Finally, it appeared,
Lie was becoming appreciated as a writer, not merely as a diplomat
who also wrote. 7 R

The review of Whitlock’s memoirs in La Nation Belge, how-
ever, still sounds a familiar note. Here his writings are praised
because in reading them, one experiences more joy in discovering
a man than in rediscovering a diplomat. For this reviewer, the
work is chiefly valuable as it reflects Whitlock the man (and
diplomat) of fine and subtle sensitivity.® According to this critic,
the Belgians will not learn from Whitlock’s work, theyll do better;
in reading it, they will relive the war, the anguish, hope and
indignation that this compassionate, “resonant” soul underwent.
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But before the French translation of Whitlock’s work appeared
the new note of Belgian Whitlock criticism had already been
struck by a reviewer in Le Soir (Brussels) of 1919. Here Belgium
is described as a book which portrays the war with such an
accent of truth, such moving melancholy, and such literary. excel-
lence [italics mine] that it should have been written by a Belgian
and indeed, one regrets that it was not.! J

. Among the several Belgian newspapers enthusiastically re-
viewing La Belgique in 1922, the most glowing tribute was offered
by L’Indépendance Belge, on the occasion of Whitlock’s election
tc’) the recently founded Académie Royale de Langue et de Lit-
terature Francaises. Here, moreover, one finds a striking depar-
ture from the kind of praise Whitlock the writer had generally
received in Belgium up to this point. He is portrayed as above all
a man of letters, revealing subtlety, emotion expressed soberly
great talent and delicate sensitivity. Aware that Whitlock ca]l's:
himself a realist, this reviewer nevertheless sees La Belgique as
a work dominated by great and profound idealism, which was
!:)efore the war full of illusions.”* One detects in this review the
influence if not the hand of Gustave Van Zype, who along with
being a playwright and journalist, became the editor-in-chief of
L'Indépendance Belge after the war,

In his final assessment of Whitlock’s life and work for the
Royal Academy following Whitlock’s death in 1934, Van Zype
once again gave special attention to La Belgique, this time as a
work set apart from Whitlock’s works of imagination by its exact
moving but restrained account of his 30 months under the Ger:
Mman occupation endured with the Belgian people. Van Zype sums
up Lg Belgique as a masterful portrayal of reality, from which
the imagination is banished.’® One must conclude, then, that

La Belgique was appreciated as an expression of literary, though
not necessarily imaginative talent, and not just as an interesting
revelation of Whitlock the diplomat and great-hearted man.

Whitlock’s last work translated into French was Narcisse
which first appeared in installments in the Belgian societ}:
weekly L'Fventail, from December 20, 1931 to February 7, 1932,
Whitlock summarized the story of its Belgian publication up to

the date of his letter, and accurately anticipated its publication ag

Brand WhitlocK's Literary Reputation in Belgium 63

a book (in June, 1932), though he proved unduly optimistic as
to its eventual critical reception:

I forgot to tell you that whilst T was in Brussells I
arranged for the translation in French and publication of
Narcissus, which seems to have excited a tremendous
amount of interest and, it I may say so, pride in Belgium.
Gustave van Zype wanted to print it fivst as' a feuilleton in
L’Eventail, and then to bring it out in book form, and I
told them to go ahead and do it. Nell's old secretary, Made-
moiselle Polinet, made a translation which van Zype re-
vised; he is going to write a Preface for it, and then L'Even-
tail are [sic] going to bring it out as a book in their series
of publications. . . . I don’t suppose there will be a penny
in it for anybody. . . .*¢ '

As always, Van Zype did everything possible to make his
friend’s work a critical and popular success in Belgium. Most im-
portant, he put on the line his own considerable reputation as
Permanent Secretary of the Royal Academy, journalist and art
critic, by writing a glowing preface to Narcisse.

In fact, however, the impact of Narcisse, even with Van Zype's
preface, was not great enough to cause any critical stir in Brussels.
And since, according to L’Eventail, copies were still available in
1934 at the time of Whitlock’s death, one could infer that sales
of this volume had not been brisk, just as Whitlock feared. Re-
views of Narcisse are almost impossible to find except in the news-
papers of Antwerp, the home of the romance’s protagonist Van
Dyck and his great artistic mentor Rubens. Indeed almost half
of Whitlock’s story is set in Antwerp, much in Rubens famed
“Italian” palace. It is scarcely surprising, then, that Narcisse
should have attracted attention in that city, especially since the
Anversois are fiercely proud of their metropolis, very possessive
of Rubens, and jealous to assess and preserve the reputation of
their greatest painter. The limited critical attention paid to
Narcisse in Brussels may be partly explained by Whitlock’s long
retirement from public life compounded by long absence from
Brussels (apart from summer vacations spent there), and by the
irregularity of the legend’s appearance as a book published by a

reputable but not highly prestigious magazine some time atter
ity initial publication in serial form. Add to this the equivocal
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nature of the work itself, which led to widely divergent critical
opinions of it from the moment of its first appearance in English.’®

The Neptune, a nautical newspaper of Antwerp, paid a
thoroughly conventional, “diplomatic” tribute to Whitlock’s Nar-
cisse. Along with mentioning Belgium’s gratitude for the former
American ambassador, it praises his evocation of Belgian scenes,
including one in the Rubens house.’®* From the more sophisti-
cated, more cultivated critic of the Antwerp Métropole, Narcisse
receives more severe—and serious—scrutiny, politely signifying
that its author’s years of diplomatic immunity to criticism are
over. Indeed this is the only piece of Belgian criticism of Whit-
lock T have found that circumvents the special privileges of the
diplomat as writer—and does so in a wickedly clever way. Be-
cause Mr. Brand Whitlock is—or was—an eminent diplomat and
a great friend of Belgium, the critic of Narcisse would not wish
to write a single word that could cause him pain. That is why
the reviewer must address his reproaches to the preface writer,
Mr. Gustave Van Zype, who should have put Mr. Whitlock on
guard against certain blunders or tendentious interpretations
that depreciate his little novel. He should at least have told his
friend that there was no Belgian art as such in the time of Rubens
[the Belgian nation having been formed in 1830], but only Flem-
ish art, and that to put the phrase “Belgian art” into the mouth
of the seventeenth-century artist Jordaens is to be guilty not
merely of nonsense but of absurdity. The eritic also chides Van
Zype for not correcting Whitlock’s false assertion that Rubens
had a “bourgeois taste” for riches. “Everything demonstrates, on
the contrary, with the great Flemish painter, the absence of such
a sentiment, What characterizes bourgeois taste is ostentation;
showing off, the ridiculous and infantile pleasure of demonstrating
to the world that one is rich . If Mr. Brand Whitlock finds such
ostentation in the joy that Rubens felt in surrounding himself
with beautiful things, with owning beautiful furniture and feast-
ing his friends royally, then he is confusing, as they say, a hawk
with a handsaw” [translation mine]. Services like those suggested
above would have been worth a lot more to Van Zype's friend
Whitlock than writing him a preface stuffed with fulsome praise
(“une préface banalement louangeuse”).” It is clear from the
tone of this criticism that Whitlock, the classic innocent abroad
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in spite of his urbanity, had stepped into an Anversois hornets’
nest by allegedly maligning Pieter Paul Rubens, Antwerp’s dar-
ling. Hypersensitive as he was to criticism, one can only hope
that no clipping service sent Whitlock this. brilliantly vicious

jnvective, perhaps the only unvarnished Belgian criticism he ever

received| .

Though Narcisse seems to have been generally ignored by the
Belgian press when it appeared in book as well as serial form, it
was mentioned by several reviewers at the time of his death as
his most recent book to be translated, as further proof of his
attachment to the Belgian people,”® and of his taste in artistic
matters.!® One reviewer felt that this last volume especially bore
the mark of his spirit and talent.* '

In conclusion, one notes that Whitlock’s literary reputation
in Belgium, except as indicated by one scathing réview of Nar-
cisse written long after his retirement as ambassador, is con-
sistently veiled, and in a measure falsified owning to his diplo-
matic position, which dominated the view that Belgian reviewers
and critics took of him to a degree that would be unimaginable in
the United States, if a foreign ambassador were to offer his literary
wares to the public. To the extent that one can separate Whit-
lock’s literary reputation from his diplomatic status among the
Belgians, one would have to conclude that while both Abraham
Lincoln and Narcisse were damned with no praise or little praise,
Un Américain daujourd’hui was enthusiastically received as a
manifestation of the American spirit of individual liberty and
conscience, illustrated by the achievements of Brand Whitlock
himself. The contrast between the libertarian spirit of the Ameri-
cans and the authoritarian rule of the Germans is all but explicit,
even while the Belgians are being ground under the iron heel.
It remained for La Belgique, however, to receive the final acco-
lade; it was perceived not only as a manifestation of its author’s
noble spirit, but also as a product of literary genius at work on
those subjects from which the imagination is necessarily banished
(“T'imagination en est bannie”).*

Wittenberg University
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NOTES

1. My study is based on a survey of francophone sources because Whitlock's
works, having been translated into French, were chiefly reviewed by franco-
phone publications. I want to express here my gratitude for the opportunity
afforded me by a grant from the Commission for Educational Exchange be-
tween the United States. of America, Belginm and Luxembourg (Fulbright
Commission) to study Whitlock at the Bibliothéque Royale Albert ler in
Brussels during the summer and fall of 1979.

2. Belgium: A Personal Narrative (New York: D. Appleton and Company,

" 1918); Lo Belgique sous L'Occupation Allemande, trans. Paul de Reul ( Paris:

Berger-Levrault, 1922)., The first of Whitlock’s works to be published in
French was Un Américain d'aujourd’hui (Paris: Berger-Levrault, 1917).
[Forty Years of It], translated by Whitlock’s loyal friend and supporter the
Countess Carton de Wiart while she was confined to a German prison duting
the summer of 1915, This was followed by Whitlock’s own translation of
Abraham Lincoln (Paris: Payot & Cie, 1920); La Belgique; and Nercisse/La
Légende de Van Dyck {Bruxelles: I'Eventail, 1931 [1932]}, translated by
Alice Polinet, who had been Mrs. Whitlock’s personal secretary during the
Belgian years. Two other interesting works that draw- upon Whitlock’s ex-
perience in Belgium but which have not been translated are Uprooted-
{New York: D. Appleton and Company, 1928}, and Trensplanted (New
York: D. Appleton and Company, 1627).. In order not to offend his Belgian
hosts by several unflattering poriraits of Belglan aristocrats projected in
Transplanted, he eventually changed its setting to France. This change was
unfortunate i the first place because it caused Whitlock great pain to
execute, in the second because his Belgian readers, taking for granted that
this' novel concerned the French with whom Whitlock spent his retirement
years, seem not to have suspected his original intent. Another possibility, of
course, is that at least a few of Whitlock’s Belgian readers recognized his
portraits of their contemporaries and enjoyed or failed to enjoy them in
discreet silence,

Concerning Whitlock’s agonies over his “Belgian novels,” see his unpub-
lished Journal, Brand Whitlock Papers, Library of Congress, Container 5,
January 30, 1925, and Container 44, December 14, 1926, among other entries,
New York Times, 25 May 1934, pp. 22-28.

L’Etoile Belge, 25 May 1934, p. 1.

See, for example, “Les Obséques de M. Brand Whitlock,” Le Petit Nigois,
27 May 1934, n.p.

Galeries des Portraits, Académie Royale de Langue et de Littérature Fran-
caises, No. 117 {Bruxelles: Palais des Académies, 1972), pp. 8375-97.

7. The above tributes, including guoted material, are found in Countess Carton
de Wiart, “Brand Whitlock,” Revué Générale, 15 July 1934, pp. 13-16.

8. For example, the Boston Transcript, 28 May 1919, p. 8 described Belgium
as “a document with a soul, the kind that make [sic] literature imperish-
able,” and Nation, 7 June 1919, p. 919 called it “a literary masterpiece by
a literary artist.” (Quoted from Eleanor Steffens, “Brand Whitlock: an Essay,
a Checklist, and an Annotated Bibliography,” Diss. Case Western Reserve
1972, p. 84, a remarkably thorough and helpful work.}

9. “I'o Rutger B. Jewett,” 7 April 1922, The Letters and Journal of Brand Whit-
lock/The Letters, ed, Allen Nevins (New York: D. Appleton-Century Com-
pany, 1936), I, 341,

YUk o

]
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10. La Nation Belge, 24 January 1922, p. L.
11. Le Soir, 16 June 1918, b. 8, cols. 1-3.

; Belge, 6 October 1922, p. 1. ] X
lli LGi;:ité:) ifﬁa;c;tra;tsg, IV, 393. The praises showered on Whitlock’s La Bel-

gique in Belgium were duplicated when they w:fe( ?g; (;))vegséll_(ac;céwzcils (}:ﬁsﬁ;
i e France, No. 1 ,-857-58,
French reviews, The Mercure de s O, B e i
lish version, called it the best book produced in :
lt)hetlfg1 vgvai- While the review dedicated to La Belgzqtfe in Le Figaro, 28 Jan.
12;22 D 2.sti11 chose to focus more attention on WIutlockl_gt;lze manztha:iszg
it i ing i 99 Janm. 1922, p. 2 pr
iter, the review appearing i Le Temps, .
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new life even to well known events. ¥ . . o. 163 (16%6),
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* - s r .
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llicl;zvulid begin the war again toMOITOW, toda)f if it could. :lfvhen will the
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14, “To Rutger B. Jewett,” 16 Dec. 1931, Whitlock Papess, I;lbrary of Congress,
go;ga:fe (:-oll'inz;':leuts ranged from the Boston Transcript’s assertion that noth.ing
- V\g'r:::lock had done approached this romance “in sheer beaut’y .of,concept:;:;
in slureness'of analysis, and in happy execution,” to Books’ judgment i,
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story.” See Steffens, Brand Whitlock, p. 139 quoting from Boston Trenseript,
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‘YVILLA CATHER AND THE
AMERICAN METAPHYSIC”

Barny Gross

Those critics who pay attention to Willa Cather at all agree
that One of Ours is her worst book. Reviewing it in Octoier
1922, ]ildmund Wilson called. it a “fat failure,™ her “least satisj
facFory performance.? Maxwell Geismar, who takes Cather more
senc.msl).r than most critics—devoting a seventy-page chapter to
her in his Last of the Provincials—thinks “One of Ours is Clzther’s
weakest novel.” Louis Auchincloss, in Pioneers and Caretakers;
A Study of‘Nz'ne American Woman Novelists, declares that “witI;
the. exception of One of Ours, [Cather] maintained an’e tra-
ordinarily high level in her fiction.” -

. Much of the negative response is clearly based on the con-
viction that a woman has no business writing about war, Wilso
attnbut?s the failure of the novel to “the special han.dica ol;
[Cather’s] hfwing to imagine her hero in relation to the orlc)leal
of the.: war.”® Edward Wagenknecht, in his Caoalcade of the
American Novel, attributes the failure of the last part—the war
part——.of”One of Ours to the fact that “it was not Willa Cather’s
material.”® ‘W, J. Stuckey, in his book on Pulitzer Prize novels—

One of Ours won the Pulitzer Prize in 1922—finds that “Miss -

Cathgr is unable to create convincingly her hero’s [war] experi-
ence. 7. Arthur Hobson Quinn, in American Fiction: A Histol;ical
a?ad Critical Survey, complains that “Miss Cather showed no spe
cial capacity for the description of the skirmishes in which Ilze;
hero figures,” Auchincloss considers the “fighting scenes in
Frallnce ce certainly not good when contrasted with those of
Erich Maria Remarque or Norman Mailer, but . . . not bad if

considered as exercises by a nonparticipant who has done her
research conscientiously,”

68
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Erich Maria Remarque, author of All Quiet on the Western
Front, all right. But Norman Mailer? Auchincloss’ - anomalous
and gratuitous mention of Mailer in the context of Woxld War I
novels unwittingly reveals the unadmitted bias behind all this
criticism: One of Ours is necessarily specious when compared
with “the real thing,” “the genuine article,” that is, with the testi-
mony of those—those men—who were really there, who really
fought the war. In his book The Twenties, Frederick Hoffman
argues that the “spiritual definition” Claude Wheeler achieves
before his death must be considered “the worst kind of contriv-
ance” because it “was so remote from contemporary accounts.”
Cather, after all, “had not fought the war . . . her descriptions
of battle were secondhand.” Hoffman concedes that “this need
not have been a fatal deficiency, for war had been brilliantly
described before by noncombatants.” What makes it fatal in
Cather’s case is that, according to Hoffman, Cather “could not
possibly have had an experience similar in kind to Heming-
way's.”1 .

Not possibly? And how valid are the firsthand experiences
of those whose accounts constitute the criterion to which One of
Ours is implicitly compared and in comparison with which it is
found wanting in credibility? Ernest Hemingway was, we must
remember, a very young eighteen when he finally crossed the
Atlantic in May, 1918. He was in the trenches for all of seven
days when, on July 8, he, still eighteen, was struck by the explod-
ing fragments of a trench mortar. He spent the rest of -the
summer in the hospital, he spent all the early fall on convalescent
leave, and returned to the trenches in October. The Armistice
was signed in November. And what of other contemporary
accounts—Three Soldiers, The Enormous Room? John Dos Passos
was twenty-one, E. E. Cummings was twenty-three when they,
sheltered Harvard Esthetes and decidedly noncombatant, drove

0
ambulances during part of 1917.

To the extent that the war experience is masculine, the criti-
cism of One of Ours is sexist. Not only did Cather, being a
woman, not fight the war; it is also assumed that, being a woman,
she could not possibly have had an experience similar in kind.
Perhaps we should not be surprised to discover the extent to
which sexism has conditioned the critical response to One of Ours.
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It is certainly not surprising to find it so blatantly expressed in

a letter Hemingway wrote to Edmund Wilson in 1923: .

Look at One of Ours. Prize, big sale, people taking it

seriously. You were in the war, weren’t you? Wasn’t that
last scene in the lines wonderful? Do you know where it
© came fr.om? The battle scene in Birth of a Nation. T identi-
fied episode after episode, Catherized, Poor wc;man she
had to get her war experience somewhere, ! ’

But it has also dominated the critici .
o t criticism and evaluation of
i(;fﬂ Cai_:h'ers \.wvork. Consider the final evaluation of hej?r»ih;) t]fa:.le1
spﬂlllzll-mja‘i Lz_ter(ajryrbﬂistory of the United States by the Misters
€I, Lhorp, Canby, Johnson, Ludwi ibso: i
tempt in the g'uige of praise: % s Gibson, faiat con

Her art was not a bj
g art. Tt does not respond to the
El?tugﬁ;d chs.ens;a gf Alcxllefrifan might and magnittl:de realized

- rected, and felt so strongly by such men i

. - » as S i
f}lla.lr Lewis in the same decades. . . . Her colleagues amoﬁlg
i e ;nen sweated sore” over that job, whereas her books
1se iree and are far more creative thap critical. She is pre-

]sielgatwe, almost_ antiquarian, content with much space in
ttle room—feminine in this, . , 1= '

by }\z}v;elzs :klluz acceptance of size as a standard, size determined
of et mzznsi:szfgzs :vsetxgd c{eflls strt())ngly about matters
sarily debars a Willa Catl’ler from :ﬁe ra:;cts’ ofymi?f;‘l :;:'n’  even
re !
i(;rerlwtelzlefznﬁlso :ef ;1;::)10;, and sc;ntenCES her to ’]that b:ii\f:tee?
re merely “ ive,”
presumably content with much s)lgacfizhﬁizlefilc;otiosfhwzo iy,
musty little room-—or is it tombP-—only antiquarians ’inhzbitl';Sty,
a,‘ldfselxif,gu?g doubt. But the‘ sexist bias is a symptom of a larger
o, ould argue, more grievous one, the American preference
Hyout over age, for experience over reflection, no matter how
}cia ow the experiencer and how shallow the experience, no matter
flow mature the rt?ﬂector and how profound the reﬂecti(,)n. Sweat-
ing over and feeling passionately about might and magnitude is
perf:ewed not only as masculine but as American; calm reflecti
on 1d¢as, ideals, vahues, especially if they are Iocaited in th ot
15 perceived not only as feminine but as unAmerican; Tflepzit;
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result is the disenfranchisement of an entire gender and of all
of those of the other gender who manifest similar preoccu-
pations, , o

The problem has always been with us. In 1940, in his essay

“Reality in America,” Lionel Trilling’ complained about the

American opposition “to the genteel and the academic,” the
American “alliance with the vigorous and the actual”®® the
American belief in “a thing called reality [which is] one and
immutable, . . . wholly external, . . -.-irreducible,” and the
American conviction that “the artist’s relation to reality [is] a
simple one [:] reality being fixed and given, the artist has but
to let it pass through him."** ' o

In 1940 Trilling’s jumping-off point for his attack on “the
chronic American belief that there exists an opposition between
reality and the mind and that one must enlist oneself in the
party of reality.™*® was V. L. Parrington’s Main Currents in Ameri-
can Thought. Trilling locates the poles at Parrington’s denuncia-
tion of Hawthorne and James and his praise of Dreiser.

According to Parrington, Hawthorne failed “to change fashioni
in creeds” and “remained cold to the revolutionary criticism [of
his enthusiastic contemporaries who were] eager to pull down
the old temples;”* he “knew no fierce storms™7? and preferred
the “barren field [of] the past.”™® As for James, “the ‘odors of
the shop’ are real, and . . . those who breathe them [are] guaran-
tee[d] a sense of vitality from which James is debarred. The idea
of intellectual honor is not real, and to that chimera James- was
devoted.”™® Thus, both Hawthorne and James are guilty of the
one “deadly sin”—a “turning away from reality.”

Dreiser, on the other hand, is praised for being “impatient
of the sterile literary gentility of the bourgeoisie . . . as if wit,
and flexibility of mind, and perception, and knowledge were to
be equated with aristocracy and political reaction,”™ What
faults Dreiser has are “accepted and forgiven” because they are
seen as “the sad, lovable, honorable faults of reality itself, or of
America itself—huge, inchoate, struggling toward expression.”®

His books have the awkwardness, the chaos, the heavi-
ness which we associate with “reality.” In the American
metaphysic, reality is always material reality, hard, resist-
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ant, u.nfonned, impenetrable, and unpleasant. And that
mind is alone felt to be trustworthy which most resembles

this reality by most nearly reproducin o
th
affords.?® P g the sensation it

This “indulgence . . . is extended even to the style of [Dreiser’s]
prose”** in that “whoever finds in [the ungainliness of Dreiser’s
style] any fault at all . . . is objecting to the ungainliness of realit
itself.” And that is because, Trilling argues, Dreiser “thinks a);
the modern crowd thinks when it decides to think: religion and
morality are nonsense, . ., tradition is a fraud.”®

Cafther is, in effect, the twentieth century’s Tawthorne. the

twe1.1t1et]-h century’s James. She is condemned for failing to ch’ange
fashion in creeds, for being cold to the revolutionary criticism
of her enthusiastic contemporaries who are eager to pull down
the old temples, for knowing no fierce storms, for preferring the
past, for devoting herself to the “unreal” idea of intellectual honor,
for believing. in religion, morality, tradition. Thus COmmittingT
iEhe deadly sin 9f “turning away from reality,” she is debarred
rom the_ American metaphysic articulated and personified by
those allied with the vigorous and actual, those enlisted in the
party of reality, those who, because they have, presumably
known the fierce storms, know that religion and fnorality art;
nonsense and tradition is a fraud. '

That is really what Wagenknecht is saying when he complains
that Cather could “use only the themes of her youth.”™” That is
ieally what Hoffman is saying when he complains that Cather

was unable to reproduce the vitality of her subject [the pioneers]
.——such as, for example, O. L. Rolvaag was able to give it in Giants
in the Earth” and that she “failed . . . to explore the facts of
modernism with the uninhibited honesty of a Hemingway.”2?
g‘hat is really what Geismar is saying when he complains tilat
her summary of ‘machine change’ in the West is curjously naive
and remote in comparison with Sherwood Anderson’s picture of
the same historical process in Winesburg, Ohio or Poor White”
and that “she is not only scornful of but hardly tries to under-
stand. e the increasingly respectable age of wealth and
machines.™ And that is really what Trilling—yes, even Lionel

Trilling—is saying when he complains that “it has always been -

a personal failure of her talent that prevented her from involving
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her people in truly dramatic relations with each other.” This
bias is extended even to the style of Cather’s prose: in 1926
Edmund Wilson summed her up by saying, “Willa Cather is a
good craftsman, but she is usually rather dull.”®* Though that

-“but” seems to intervene and qualify, what Wilson is really say-

ing is that such craftsmanship goes hand in hand with dullness,
as if to value such craftsmanship is to object to the ungainliness
of reality, the ungainliness of America.

At this late date it should not have to be said, but apparently
it does: One of Ours is no-more about World War I than Moby
Dick is about whaling or The Great Gatsby is about bootlegging,
than The Natural is about baseball or Henderson the Rain King
is about Africa. It is not about the war in Europe but the war in
the United States: the enemy is not the German Hun, the victim
is not the raped Belgium; the enemy is Claude Wheeler’s philis-
tin brother Bayliss and the materialism and avarice he repre-
sents, the victim is an American tradition that lies bleeding under
the greedy boots of a generation of Bayliss Wheelers. As Claude
says,

there isn’t much . . . in living at all, going on as we do.
What do we get out of it? . . . You wake up in the morning

'jand you're glad to be alive, it’s a good enough day for any-

7 thing and you feel sure something will happen. [But] it’s
all the same in the end. At night you go to bed—nothing
has happened. . . . If we've only got once to live, it seems
like there ought to be something—well, something splendid
about life, sometimes.*

The difference between Cather and the Hemingways, the
Dos Passoses, the Cummingses is not one of gender but one
of generation. If, as Hoffman says, “the young men went into
the war without a sense of tradition,”? it was because, two decades
younger than Cather, they did not know—could not know—that
there was an America in which something had happened, some-
thing splendid. Cather knows it and Claude can just glimpse it,

felt sure that when he was a little boy and all the neighbors
were poor, they and their houses and farms had more indi-
viduality. The farmers took time then to plant fine cotton-
wood groves on their places, and to set osage orange hedges
along the borders of their fields. Now these trees were all
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being cut down and grubbed up. . . . With prosperi

a kind of callousness; everybod})gi wanted topdesfg‘oytfhzagfg
things they used fo take pride in. The orchards, which had
been nursed and tended so carefully twenty years ago
were now left to die of neglect. It was less trouble to run
into town in an automobile and buy fruit than it was to
raise it. The people themselves had changed. He could
remember when all the farmers in this community were
friendly toward each other; now they were continually hav-
ing lawsuits; Their sons were either stingy or grasping, or

extravagant and lazy, and they were always stirri
trouble,? g 7" SHnE

From the vantage point of France Claude realizes that

there was no chance for the kind of life he wanted at home
Whe_re people were always buying and selling, building and
pulling down. He had begun to believe that the Americans
were a people of shallow emotions . . . and if it was true
there was no cure for it, Life was so short that jt meant
nothing at all unless it were continually reinforced by some-
thing that endured; umless the shadows of individual

existence came and went against a background that held
together.®s

He finds something that endures, a background that holds to-
gether, in the spectacle of thousands of anonymous and cbscure
farmboys and “roughnecks” and “low-brows” whose lives are sud-
denly given significance by the “fateful purpose” in which they
are caught up,

- For Claude—and, Cather wants to say, for all the Claude
Wheelers—it is a “miracle,” because it ensures the survival of
the race, of civilization itself:

No battle field or shattered country he had seen was as
ugly as this world would be if men like his brother Bayliss
controlled it altogether. Until the war broke out, he had
supposed they did control it; his boyhood had been clouded
?tnd enervated by that belief. The Prussians had believed
it, too, apparently. But the event had shown that there
were a great many people left who cared about something
else. . .. He knew the future of the world was safe;
the 'careful ‘Planners would never be able to put it into a
straight-jacket—cunning and prudence would never have
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it to themselves. . . . Ideals were not archaic things, beauti-
ful and impotent; they were the real source of power among

"~ men. As long as that was true, and now he knew it was
true—-he had come all this way to find- out—he had no
quarrel with Destiny.%® :

Cather could not and would not forget what she had seen,
deny what she had known. The experience, the reality of the
frontier' that she had witnessed in Nebraska “gave her mind an
abiding ‘image of . ... what so few have associated with the
pioneer tradition—of humanism,™* as Alfred Kazin has noted,
a humanism that is not to be confused with what is currently
called “humanistic” education which, as best as one can tell, has
something to do with being “humane,” “humanitarian”—kind,
compassionate, benevolent. Rather, it is. that rigorous system of
thought to which human ideals and the perfection of the human
personality are central and for which the values and standards
of the past are thought of and used as guides. It is the source
of what Kazin calls Cather’s “spiritual. clarity,” not merely a
matter of “cultivation and sensibility” but “of the imagination
and the will.” o o ‘ L

It is humanism that is under attack in the Prussian march
across Europe. It is humanism that is under attack in Bayliss
Wheeler’s ceaseless acquisition of land and things. And it is
the attack on humanism that Ludwig Lewisohn alluded to in
1932 when he wrote of Cather, “She has been fromi the beginning
concerned with the realities of the soul, which have been essen-
tial realities to her, and this is a great quality in her and in this
age almost an heroic one.”® .

In every age but, perhaps most particularly, in ours. ‘Recall
the scene in Saul Bellow’s 1970 novel Mr. Sammler’s Planet in
which Mr. Sammler, a European intellectual, a survivor of the
Holocaust, is heckled off the lecture platform at Columbia Uni-
versity by militants shouting, “Why do you listen to this effete
old shit? What has he got to tell you? His balls are dry. Hes
dead. He can’t come.”®_ Bellow notes that Sammler is" “not so
much personally offended by the event as struck By the will to
offend,” by the “passion to be real,” a “real” that is “brutal,” a
“real” that “accept[s] . . . excrement as a standard . . . together
with the idea of sexual potency.”® :This. “passion to be real”
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makes Sammler feel “somewhat separated from the rest of the
species, if not in some fashion severed—severed not so much by
age as by preoccupations too different and remote.”** This “pas-
sion to be real” makes no allowance for the possibility that “a
human being, valuing himself for the right reasons,” can achieve
and restore “order, authority.”#

In One of Ours a dissatisfied American farmboy finds right
reasons to live by and die for where his culture has failed to
_provide them and, in so doing, achieves and restores order, not
just in his name but in the name of that culture. That, finally,
is why the novel—and Willa Cather—is held in such low esteem.
Her insistence that there are right reasons to live by and even
die for violates and rebukes the American metaphysic, the Ameri-
can passion to be real, which rejects such preoccupations as
remote, rendering those who insist on them separate, if not
severed, from the rest of the species.

In 1932 Ludwig Lewisohn predicted that, because “claims
have been made for her which are childishly extravagant, .
it is more than likely that in the inevitable reaction against indis-
criminate touting the work of Willa Cather will suffer from undue
neglect,™* It has come to pass, but the touting was not indis-
criminate and the claims were not childishly extravagant. The
claims were made for her by an older generation, the generation
which, as Kazin puts it, had “to make room for Hemingway.” To
that generation, Kazin says,

her importance . . . was a simple and moving one: she was
its consummate artist. To critics sated with the folksy
satire or bitterness of the village revolt, she suggested a
preoccupation with the larger motives; to critics weary of
the meretriciousness of Cabell and Hergesheimer, she per-
sonified a poised integrity; to critics impatient with the
unkempt naturalism of Dreiser and Anderson, she offered

a purity of style.*®
But the very qualities which made Cather important to one
generation have made her anathema to subsequent ones.. Her
“purity of style” is interpreted as dull craftsmanship. Her “poised
integrity” is interpreted as inhibition, evasion, Her “preoccupa-
tion with the large motives” is interpreted as a “turning away
from reality.” And yet what was true then is true now. To those
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sated with satire and bitterness, weary of meretriciousness, im-

patient with the unkempt, Cather offers something better, some-
thing else. For those who believe that there are right reasons to
live by and even die for and spend their lives searching for them,

- for those who believe that the life of the mind and the spirit is

the essential reality, for those who believe order and authority
need not be strait-jackets and can make life livable, Willa Cather
is, like Hawthome, like James, one of ours.

Michigan State University
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THE EVANESCENCE OF WRIGHT MORRIS’S
THE HUGE SEASON

RicHARD DAVERMAN

At the beginning of the present time sequence of Wright
Morris’s The Huge Season (1954), Peter Foley—a self-effacing,
perpetually detached professor of dead languages—sees a picture
of his old college roommate, Jesse Proctor, on the front page of
the May 4, 1952 New York Times. Proctor is Professor Foley’s
opposite—a brash professional activist, a joiner of every move-
ment—and because of those crusades, he is sitting before Joseph
McCarthy and the House Un-American Activities Committee.
Upon seeing this photograph of Proctor, Foley throws into the
fireplace his life’s work: an unfinished, autobiographical novel
that focuses on Foley’s college experiences during the nineteen-
twenties. To Foley, the twenties was the decade of heroes. Due
to that heroic past, Foley considers himself “blighted.” He is a
captive of the past, a person unable to live his life in the present.
And the present, the bourgeois nineteen-fifties, is itself a pale
reflection of the past. Too late for the age of heroes, Foley lives
in the age of “bullshit,” By throwing his manuscript into the fire-
place, Foley throws off the stultifying hold of the past. But what
is the nature of his new understanding? And why does the picture
of Proctor in front of the McCarthy committee provoke it? Wright
Morris never explicitly answers these central questions of The
Huge Season. '

For many readers, frustrating loose ends like these are charac-
teristic of Morris’s fiction and represent flaws in his technique,
I would like to argue, however, that this ambiguity—the thematic
slipperyness at the center of each of his novels—provides their
leitmotif. Too often, I think, readers mistake Morris’s pinrposeful
ambiguity for an absence of form. Morris does not want to' re-

79
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duce the chaos of life into neat formulas, e suggests that life
cannot be described completely, each moment containing so much
content that the “truth” of that moment is no less than the sum
of each participant’s impressions plus whatever they missed.
Morzis says: “Since I find nothing simple, why should I simplify?*:
He tries to make his novels as iiultifarious as life itself. This
theory does not, of course, justify the sloppy structuring of a
novel. However, the evanescence of The Huge Season’s theme
demands a correspondingly ineffable structure,

That structure is complicated. Past and present exist side by
side through the novel. Morris alternates chapters entitled “Peter
Foley” with those called “the Captivity.” “The Captivity” bears
a resemblance to Foley’s unfiished manuscript, but it does not
contain the pieces which Foley quotes from his work, so, appar-
ently, they are not the same. “The Captivity” is a first person
autobiographical account of Foley’s early years. It recounts tlu;
past and explains why the past blights Foley, giving us the
material that the “Foley” sections contemplate. On the other
hand, the “Foley” sequence is a third person narrative that de-
tails Foley’s actions on May 5, 1952, the day after he sees Proc-
tor’s picture in the Times, Physically, F oley spends the day going
to New York City to see Proctor, but more importantly, these
chapters combine Foley’s thoughts on the present with his
reactions to the past. Both sequences work toward May 5, 1929
the day the twenties ended for Foley and Proctor, the syr’nbolié
center of the novel. The past sections move chronologically for-
ward, the present sections remember backward. By understand-
ing the acts of that day, Foley frees himself from the past. The
picture of Proctor causes the epiphany, but Foley must travel to
New York City to confirm its content. As the day progresses
Foley explains the captivity and the nature of its release, ,

To the characters of The Huge Season, the memory of the
past is so powerful that the present day world of their senses seems
unreal by comparison. This preoccupation with the real is
reminiscent of Plato, as Wayne C. Booth has pointed out.? Morris
dislikes the tendency of the modern age to identify the real with
the material level of life, Like Plato, Morris sees another reality—
the world of ideas—behind the world perceived through the
senses. He believes that ideas change the perception of physical

T
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réality, making thoughts just as important, or perhaps more im-
portant, than the empirical world. Often in Morris’s: fiction,
thoughts attain a near-physical state; the characters—and the
readers—think they perceive these ideas as tangible presences.
To Foley and Proctor, the past is real, but the present is not.

‘While ideas become increasingly palpable, the empirical world

grows more and more shadowy, changing according to the ob-
server, sometimes proving difficult to perceive at all. By using
their presence as a symbol, Morris raises the ontological impor-
tance of ideas.

At certain points in the novel, however, the past—an idea—
seems too weak to blight the characters of The Huge Season.
Why don’t they simply declare themselves free, forget the past,
and begin living in the present? Morris.uses the image of a
magnet to describe them, comparing the continuing hold of the
past to the lines of force which a magnet generates. The mag-
net’s lines of force are invisible, yet their effect on the filings,
arranging them into neat little rows, is clear. In the same way,
the twenties myth holds Proctor, Foley, and their friends in its
thrall, despite the fact that the force may not seem sufficiently
powerful to the materialist observer. Like the power of the
magnet or the hold of the past, the newspaper picture of Proctor
in front of the McCarthy committee seems too weak to provoke
Professor Foley’s response, Why does he throw his manuscript
into the fireplace? The reader must search through The Huge
Season to establish the lines of force,

1II

To Professor Foley and his activist friend Proctor, the past
cannot be separated from their college roommate, Charles Gans
Lawrence. Lawrence is the novel’s Gatsby figure: rich, mysteri-
ous, attractive, the man in the advertisements who has, apparently,
everything. Morris has long admired D. H. Lawrence, from whom
this Lawrence evidently acquires a name and some characteris-
tics, According to Morris, D. H. Lawrence lived his life in the
“immediate present.” He believed that good art would proceed
from a well-lived life, and accordingly, he attempted to live
sensually, not as an aesthete, Unlike many American authors,
Lawrence’s fictional interests did not turn from the confusing
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cross currents of the here and now to a simplified view of the
past or to the untrammeled purity of the wilderness.®* The
Lawrence of The Huge Season shares with his namesake the
dedication to living fully and to questioning conventions of
modern society. Referring to Charles Lawrence, Foley quotes
from his own book: “*. . . every generation must write its own
music, andif these notes have a sequence the age has a style’”
(104):# However, Lawrence does not represent pure action; he
is also dedicated to idea. Like Gatsby, Lawrence believes he can
transform the world into his platonic conception of it. He is a
‘man of action; yet his action proceeds from an incredibly strong
will which refuses to acknowledge ordinary human limitations.
He begins to play tennis only after a skiing accident left him
‘with an elbow that would not bend. According to Foley, Law-
rence . . . killed himself with thought . . . being as good as
dead once he had made the decision. The actual shooting little
more than an afterthought” (291) .Every one of Lawrence’s
acts is done with a touch of elan that sets it, and him, off from
the ordinary run of humanity. Lawrence plays tennis on a world-
class level, but he plays the game without ground strokes: the
‘ball never touches the ground on his side of the net. When he
meets a player of superior skill, Lawrence refuses to alter his
‘losing style and thus unnerves his opponent.. He wins the match
through sheer force of personality, not through technique. But
in Lawrence—and here is where he.becomes distinet from bhis
namesake—Morris embodies a theme that he finds common in
American literature: . . . the tendency, long prevailing, to start
well then peter out.”™ Already'in his sophomore year, Lawrence
-is ‘bored with tennis and-college. He engages in a- series of

increasingly self-destructive acts, until he is fighting bulls in ]

Spain.

Lawrence had read Gatsby and The Sun Also Rises; both had 3
a tremendous effect on him. He models himself on the Heming-

)

- way code hero, the person who trusts only physical sensations &

and basic emotions that are too strong to be articulated—in the
imagery of the novel, the things that arent bullshit. In many
of Morris’s novels, another novel floats between the lines. Because 3
of Hemingway and Fitzgerald, the twenties are no longer virgin
territory for fiction. For this reason, Morris writes about people‘;'
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who are responding to 'the novels of the period rather than to
the decade itself. Morris is not part of the contemporary absurdist
movement, but as this reflexive technique shows, he occasionally
exhibits some of their characteristics. -

~ After béing gored, Lawrence commits suicide, twenty-three
years to the day before Proctor and the House Un-American
Activities Committee appear on the front page of The New York
Times. Lawrence’s suicide cements his hold on the imaginations
of Foley and Proctor. As Professor Foley says, “The single shot
that killed Lawrence had crippled all of them™ (18). Professor
Foley seems more crippled than Proctor. - He lacks any engage-
ment with present day life. After Lawrence, nothing seems worth
doing. Throughout his life, Foley never dates, never engages in
sports, and worst of all, never publishes. In Europe, he half-
heartedly sends postcards to the girl back home, as if that will
take care of sex.. When his phone connection is cut before his
plans are finalized, Foley muses: “He was.free, he realized to
let the matter drop or to show up later. He was not committed.
A state of mind that came to him naturally” (82).

Unlike Foley, Proctor is active, but all of his actions are open
imitations of Lawrence. In college, Proctor begins writing a
novel in which the major character is a thinly veiled version of
Lawrence. Proctor knows that he is, in the terminology of the
novel, a “shit-heel,” because he uses Lawrence for his own pur-
poses, but he proudly says, “I'm going to write the greatest
book a shit-heel ever wrote” (181). He calls the novel “Queren-
cia,” after the place in the bullring where the bull feels safe.
Proctor quickly records Lawrence’s past and catches up with his
present. At that point, Proctor is stymied. After Lawrence is
gored, Proctor knows that the Lawrence character must die, that
any other ending would be false to the rest of his novel. But
Proctor is frightened of his growing power over Lawrence, and
rightly so. He is afraid that Lawrence may take a hint where
none is intended. And for that reason, the novel remains un-
finished. As Morris says in The Territory Ahead, putting down
the facts straight, without the intellectual intervention of -the
author, is a well-established -American - tradition. - For Morxis
t%n's lack of thought constitutes an intellectual and artistic;abdjca:
tion. He feels that technique must shape the raw material, giving
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it form, making it coherent. By themselves, facts never explain
the world: they must be ordered through technique to create a
statement.® Foley and Proctor write their novels hoping that the
meaning of the past will be implicit in the facts. Like anyone
reading their books, Foley and Proctor must get to the ends of
their works in order to find out what they are about. No wonder
the books remain unfinished. After Lawrence dies, Proctor takes
up the active life that he perceives to be the outstanding charae-
teristic of Lawrence’s short, heroic existence: he becomes involved
with, in turn, the Communist Party, selling canes at the World’s
Fair, the Civil War in Spain, and smuggling Jews into America
during World War II. Proctor is active but frenetically so, as he
takes up one cause after another, always searching for some
purpose.

Throughout the novel, Morris characterizes Proctor as a
martyr, a person who seeks self-slaughter rather than success.
In front of McCarthy, in the scene reported by The New York
Times, Proctor makes the commitiee laugh, Asked if he was a
member of the Party, Proctor responds:

“Back at that time, he replied, he had been a very good
American. A good American had to believe in something

- good, The Party had been it. It had been something in
. which a man could believe.

Did he mean to say he was no longer a good American?

If he was, he answered, he wouldn’t be here.

In Russia perhaps?

No, just in jail, he had replied.” (12)

To Foley, this sounds exactly like the Proctor he met as a fresh-
man in college, the person who mocked his own Jewish heritage.
In the novel’s climactic scene, Proctor reveals that the accident
in which he shot himself in the foot, ruining his career as a track
star, was not an accident at all. To no one’s surprise, Proctor
admits he shot himself purposely. He wanted to show. Lawrence,
he said, “. .. a Jew who could give it up” (274). In each case,
his martyr’s response allows Proctor to escape the risk of failure
by quitting at the outset. Before McCarthy, Proctor finesses the
committee with a laugh. His action will keep him out of the
fight, and it will not cause change. To his friends, Proctor con-
fesses that, given more courage, he would have shot McCarthy.

¥
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But he allows none of that anger to surface. In playing his usual
martyr’s role, Proctor indulges his tendency toward premeditated
ineffectuality.- o :
Foley recognizes the same impulse within himself. At the
end of The Huge Season, he thinks back to his own attempt at
action—a failure of course—when he wished to register as ‘a
conscientious objector to the draft. His lengthy, philosophic
appeal was never heard over the loud, irregular beat of his heart:
Because of his heart murmur, he was rejected by the draft before
he ever had a chance to resist. This leads Foley to decry the urge
to stay uninvolved, saying sarcastically: :

The doing of anything led to action, all action was
blended with evil, but one could be good, one could only
‘be good by sitting on one’s hands. Otherwise they would
get bloodied in an earthly, temporal fight ‘of some sort.
Settling nothing. For what was ever settled here on
earth? (300) - T

Here, Foley seems to be a disciple of Lawrence, as though, like
Proctor, he is fascinated with action. Nevertheless, he also states
that action by itself-is not enough—the epiphany brought on by
the picture of Proctor in front of the McCarthy committee and
confirmed by his visit to New York City, the major insight of
the novel: - :

Did they lack conviction? No, they had conviction.
What they lacked was intention. They could shoot off
guns, at themselves, leap from upper-floox windows by
themselves, or take sleeping pills to quiet the bloody cries
of the interior. But they would not carry this to the enemy.
That led to action, action to evil, blood on the escutcheon
of lily-white Goodness, and to the temporal kingdom
rather than the eternal heavenly one. That led, in short,
where they had no intention of ending up. The world of
men here below. The good-awful mess men had made of

it. (299-300) _ : _ _
In The Huge Season, action by itself is not enough. It must be
judged together with the intention which motivates it, an inten-
tion which must seek to engage life with the hope of changing it.
Foley quotes with approval the letter Héloise wrote to Abélard:
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““Not the result of the act but the disposition of the doer makes
the crime: justice does not consider what happens, but through
what intent it happens’” (273). Proctor and Foley had admired
Lawrences level of activity; Proctor attempted to imitate it
Foley was rendered catatonic by it. However, upon seeing the
picture of Proctor in front of McCarthy, Foley perceives that the
motive behind Proctor’s martyrdom and Lawrence’s suicide are
essentially the same: the refusal to involve themselves with life
in an attempt to make changes. Furthermore, they are repeating
themselves rather than responding to the present in ways that
are new. Both reasons are significant. _

Given Morriss platonism, activity is the level of observable
reality, the level which the materialist considers real. Intention
corresponds to the platonic level of idea which suffuses action
and changes it. Here is one example from the novel: in the course
of Foley's everyday life, he often runs across a tramp. At first
the tramp troubles Foley because he “seemed to have no pride”
(26), but as Foley continues to see the tramp, he comes to a
grudging admiration of the man: even at the laundromat, watch-
ing his clothes spin behind the glass door of the machine, the
tramp seems at- ease, especially in comparison to the harried
housewives who surround him. The words that Foley uses to
describe the tramp are “intact” and “self-contained;” the same
phrases that he uses to describe Lawrence upon his arrival at
college. In contrast, Foley, Proctor, and the later Lawrence skew
their activities by attempting to copy somebody else. Lawrence,
for example, accustomed to the flattering attention of his room-
mates, begins to imitate himself. He loses his self-possession and
becomes dependent upon the regard of others.

In this, Lawrence anticipates Gordon Boyd of The Field of
Vision (1956) and Ceremony in Lone Tree (1960). Like Boyd,
Lawrence possesses a great deal of promise when young. People
flock around him because of the aura of excitement which he
creates; he makes it seem as though “anything might happen,”
that the prosaic ordinariness of life might at some point be com-
pletely thrown over: But,'liké Lawrence, Boyd crosses some
invisible line of the mind and becomes a parody of himself. Boyd
attempts to fail, but since he knows only the clichés of failure,
his failuré never becomes complete. To the casual observer,
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Lawrence’s bullfighting is all of a piece with his.earlier exploits;
to the more experienced L.awrence-watcher; his acts are desperate
attempts to repeat former successes. He no Ionger_.tnes to do any-
thing new. Instead, he tries to create the impression of freshness,

while people who know him well perceive that he is copying

himself in increasingly self-destructive -acts., Aggi%,,.l_)otl)_i:fn.ita-
tion and self-destruction are important. By comm1tt1.ng sm.mde,
Lawrence attempts the gesture which will transfix his ‘f:l.l;ldlenc.?
cather than the authentic act which engages life meanmg.fully.‘
He joins what Foley calls, “The steady erosion of the hb(.ar?l
mind. Winant, Matthiessen, Forrestal . . " (290-91). Fo.r_i.the;r‘
parts, Proctor and Foley, both in their respective ways, mntat,e
Lawrence, Proctor through action, Foley by wearing Lawrence’s
clothes. Tt is not the actions themselves which condemn 'these
two, but the desire to imitate someone else. The level of inten-
tion-——an idea—is just as important as the aCt"it'se]f.

Because of Morris’s platonism, the figure of Lawrence creates
some confusion among readers of the novel. . Lawrenc? rt.ar.'[.(gs
himself out of time and becomes the eternal figure a.d.mlred by
his followers; therefore, he is considered to be a pOS'lﬁVS figure
by many critiecs—although usually with some r-eservahon. : There
are many things in The Huge Season that, like Lawrence, are
“out of time”; in fact, the contrast betwen the fixed and the
fluid is one of the dominant motifs of the novel, A p?ciiurga__qf
Lawrence playing tennis, for example, hangs over Foley's” be_t-i.
It is the moment stopped, frozen for eternity. Only ‘the ball is
in focus, its trade name clearly visible, while everything al:ound
it is blurred. Similarly, in Paris, Foley buys a post card p1cture
of the Seine, the shadows of the people walking by the river
preserved forever, the Seine stopped in its movement, even tl}ouigh_,
as Foley knows, it looks exactly the same todgy .whlle being
entirely different. Thus, Foley juxtaposes the mutable pr_esent
moment with the eternal, Lawrence, photoggaphs, and the.l?,ast
itself have one thing in common: they are finished and c_omple{f.c;?j
The arrangement of their parts is known. They can be. c‘.:)n;
templated—like art. As Foley tells his students, art has an im-
mortal status that transcends the mutable: :
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Once a work of art existed, he had told them, once it
had been imagined, truly created, it was beyond the reach
of vandalism. . . . The outward form could be shatteréd,
become smoke and ashes, but the inward form was radio-
active, and the act of disappearance was the transformation
of the dark into the light. Metamorphosis. The divine

- power of art. (110), :
The important words here are “imagined” and “truly created.”
By being imagined, these works enter the mind of the human
race and are passed down through succeeding generations. By
losing their physical properties, they gain power. But, these
works must be imaginative, not copies of something else. _

While in New York City, Foley, trying to kill a little time,
watches a Disney film entitled God’s Half-Acre, a film about
“the symbolic zero of Hiroshima.” Despite the tremendous
devastation which the radioactive cloud portends, it does not
seem so horrible to Foley: he calls it a “miraculous birth” and
compares it to a “flowering plant” (168)." Morris often uses
imagery of heat and light, destruction and creation. “All instances
of heat do not create light. Conversely, out of destruction some-
thing creative can grow: “In the light of this blast, in this moment
of revelation, they would turn from . . . [the past] .-, . and take
refuge in self-slaughter, or the ultimate truth” (169). Again, heat
or destruction are not good in themselves; they only make a
confrontation with “ultimate truth” possible. Lawrence’s suicide
is not the awesome act it seems; it is heat without light. It con-
tinues to have power over the minds of Proctor and Foley because
it is part of the past; thus, it is known and has been simplified,
Lawrene’s suicide does not have. the power of “truly created”
art because it is not imaginative. - .

During his visit to New York City, Foley remembers an extra-
ordinary vignette that revolves around this theme. It involves
his cat, back in Philadelphia, and a. chiprounk. The cat catches
the chipmunk, and Foley, expecting it to be dead, carefully
extracts it from the cat’s mouth. But the chipmunk is only play-
ing dead and, at the instigation of a light cuff from the cat, begins
a dance which allows the chase to begin again. Foley stops this
chase by locking the cat inside, giving the chipmunk a chance
to escape. But the chipmunk, apparently, does not want that
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opportunity.. Throughout the summer, the cat and chlpmunk
find each other® Even though the chipmunk seems. suicidal,
Foley considers the animal to be a positive evolutionary force.
Foley calls its behavior a mutation, similar in some ways to the
audacity which people like the early Lawrence show: . [The
incident with the chipmunk] led Foley to look into Darw.m -
and to spend nights brooding on a creative evolution of his Own.
Founded on what? Well, founded on audacity. The un,]’predlct-
able behavior that lit up the darkness with something new (167) .
The notion of audacity at times causes action, especially non-
conformist action, to be an end in jtself in Morris’s \ivork. For
example, the drunken sailor at the novel’s close plays his 'trumpe:t
in an archetypal “I am,” an artless blast that condemns Fole'ys
conformity, But as Foley continues his thoughts about the ch}p—
munk, he shows that audacious action is good only when it aids
survival: “If what Nature had in mind was survival, Ma1_1 _has
ceased to be at the heart of Nature and had gone off on a suicidal
impulse of his own. And Foley’s chipmunk, among others,. had
got wind of it” (168). Even though the chipmunk is a captive—
like Foley and Proctor—he engages life in order_tq continue, not
obliterate it, thus providing the antithesis to Lawrénce. -

In The Huge Season, the empirical level—ip this case, t.he
level of observable actions—must be judged in conjunction with
the idea which suffuses those actions—the desire to engage I.ife
imaginatively. Foley says: “You couldn’t call a man a captive
who had lost all interest in escape” (10). He doesn t need t.o
repeat the past, but he does not need to run from it elther.. His
life will consist of imaginative reformulations of his experience.
If he is truly alive in his imagination, he neec.i,not be :ilctwe
physically. Foley must, however, live his life in al.Jﬂl.ent}c re-
sponse to the moment and not cheapen it thmugh imitative or
suicidal gestures. His response must be new—it cannot.00py
something else—and it must be motivated by a healthy inten-
tion—it cannot seek self-destruction.

At the end of The Huge Season, Morxis describes the new

Foley: |
How explain that Lawrence, in whom the sun rose,

and Proctor, in whom it set, were now alive in Foley, a
. man scarcely- alive himself. Peter Foley, with no powers
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to speak of,"had picked up the charge that such powers
gave off—living in the field of the magnet, he had been
magnetized. Impermanent himself, he had picked up
this permanent thing, He was hot he was radioactive,
and the bones of Peter Foley would go on chirping in a
time that had stopped. No man had given a name to this
magnet, nor explained these imperishable lines of force,
but they were there, captive in Peter Foley—once a captive
himself. (306)

In this passage, Morris draws together some of the imagistic pat-
terns of the novel—permanence, radioactivity, magnetism, cap-
tivity—all things that have seemed negative throughout The
Huge Season. But Foley has transformed them into positive
forces, Morris does not say how this will manifest itself. But it
seems likely—and ironic—that he might finally write the novel
that he threw.away in The Huge Seasor’s early chapters. Now
he knows how to write it truly, imaginatively; he will no longer
attempt to salvage the facts, but will arrange the facts so that
the novel is a finished work of art.

-In many ways, The Huge Season is a difficult novel. The
character motivations, the elaborate time structure that sets past
and present off against each other, and the subtle nature of Foley’s
new understanding do not present themselves immediately. The
concept of “intention,” however, is no less airy than the novel’s
structure. If operates on a plane far less palpable than the physi-
cal. Just as Foley must look beyond action to understand inten-
tion, so the reader must look beyond appearance in order to
understand why the picture of Proctor before McCarthy changes
Professor Foley completely even though no external change has
taken place. The Huge Season is not a poorly motivated novel,
nor is it structured haphazardly. To give “intention,” the idea
behind the visible, the correct fictional treatment, the structure
of The Huge Season forces the reader to look beyond the visible
to see that Professor Foley’s change is entirely in his imagination.
He - can’ continue living exactly as he did before, but his new
conception of the world will transform each act, making his
life “real.”
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| CONSCIOUSNESS REFRACTED: ‘
PHOTOGBAPHY AND THE IMAGINATION IN THE
WORKS OF WRIGHT MORRIS

JoserH J. WYDEVEN

Photographs, perhaps more than the products of other artistic
media, defy generalization. We think we understand, or have
grasped, a portion of a civilization or a eulture, or the general
world view of a particular photographer—and then another
photograph comes our way, we turn the page, we see another
exhibit. Perhaps this is true because photography by its very
nature is equipped to exploit the adventitious and the circum-
stantial. A novelist or an artist in oil or water color, although he
may bring no more of his consciousness to bear on the final
product, yet must shape recalcitrant materials so that they reveal
his vision. The intentionality of the aesthetic is somehow more
convoluted in photography because in essence the camera already
begins with the given world in which we live our experiences.
Part of that aesthetic derives from the fact that the camera lens
is a technological imitation of a living organism. The dialectic
of the camera eye and human purposes creates an ambiguity—
an ambiguity which finds its peculiar way into the final product
which is the photograph-as-art.

This ambiguity has been the source of inspiration and inspired
theory in the works of Wright Morris, novelist and photographer.
Moris, in many of his works, deliberately mediates between
visual and expository media; at a fundamental level critics hdve
remarked that his prose is visual in intent and focus; on the other
hand, Morris has himself remarked that photographs need cap-
tions to be thoroughly understood in any historical sense. Thus
his novels rely on visual effects—the things Morris makes his
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readers see—and his photographs have almost always been com-
bined with prose texts. '

Tt is useful to break Wright Morris’ concern with photog-
raphy into four stages. Born in 1910, Morris first used the camera

_in 1933, on a wanderjahr in Europe. The photographs taken were

apparently “straight” and independent of any complex artistic
intention. The second stage began a few years later,,when Morris
conceived the idea of combining short prose texts with. photo-
graphs. He thought of his written texts as “condensed prose
pieces, lyrical in nature, in which I attempted to capture a moment
in time, or the verbal equivalent of a visible impression . . ., a
species of snapshots.” Morris’s first national publication was “The
Inhabitants” (1940), a photo-text experiment with photographs
and prose texts facing each other across the page. In his intro-
duction Morris protested against the use of photographs merely
as illustrations, and he argued that in his own work “T'wo separate
mediums are employed for two distinct views. Only when re-
focussed in the mind’s eye will the third view result.”® In 1946
Morris published the book-length The Inhabitants, a modified
and extended version of the earlier work. Two years later Morris
published The Home Place (1948), a striking photo-text novel
in which the photographs were coupled. with narrative. The
photo-text novel experiment was not repeated in The World in

- the Attic (1949) because of the difficulty experienced by the audi-

ence in making the two media cohere: the narrative time-flow
seemed contradictory to the photographic “still-life.”®

The third stage, beginning in 1954, has to do primarily with
priorities. Morris virtually withdrew from active photography,
apparently because his career as a novelist was taking precedence.
Readers of the novels of the early fifties, nevertheless, will recog-
nize that elements of the visual enter strongly into both the
content and the form of those books: the static panning “camera”
in the descriptions of The Works of Love (1952), the “photo-
graphic” properties of the mirror in the early pages of The Deep
Sleep (1953), and later the relativity of vision amounting to an
epistemology in The Field of Vision (1956). After 1954 Morris
did Iittle public work with the camera. There were two photo-
texts published later, but God’s Country and My People (1968)
added no new photos to those already published in book form,:
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and Love Affair:: A Venetian Journal (1972) used color photo-
graphs, taken as snapshots for “fireside, nostalgic viewing™ and
not initially intended for publication.

The fourth and final stage is Morris’s renewal of interest in
photographic theory and what may be called the metaphysics of
photography. In the wake of the hubbub over Susan Sontag’s
On Photography, Morris has contributed some important cau-
tionary notes on the culture which all but absorbs photographs,
often without digesting their true significance.®

Given this development, it is apparent that Morris’s work
in photography has been almost unique: .amid the welter of
academic and professional discussions of photographic practice
and theory, and more important, of the relationships between
photography and language, Morris is virtually alone in combining
language and photography in carefully planned and innovative
ways. Few other contemporary writers’ careers have been so
involved with the theory and practice of the visual as a means of
knowledge and a spur to the imagination. Photographers are
notoriously unwilling to discuss theory; and while many novelists
strive for visual descriptive effects, few incorporate visual con-
.cerns into their work in fundamentally epistemological ways.
Morris, that is, in both his novels and his photography, is pre-
eminently interested in the ways in which we see; and novels
like The Deep Sleep, The Field of Vision, The Man Who Was
There (1945), and The Fork River Space Project (1977) deal
directly with the theme of vision and its potential for further

-imaginative creation within human Iife.

To approach Morris’s photographs after reading his novels is
-to re-experience, almost as if through déjd vu, something of the
lives of his characters. The photographs enrich that experience,
giving it an anchor in reality, so that the photographs and the
prose reinforce each other, This sounds like a banal, obvious
statement, but the point is that Morris understands how easily
we take experience—objects, environments, stray artifacts pre-
-sented to consciousness—for granted, and the effect of his work
is to shock us into new recognitions. The photographs are par-
ticularly important in this regard, for they are speechless, and
they confront us with a world of the everyday which in normal
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life we have been trained not to see because the objects within
the photographs are mundane, out of style, even verging on the
obsolete. These photographs—and this is surely Morris’s inten-
tion—take us, once’ we allow them sway over us, into the realm

of the sacred—in Mirceau Eliade’s word, into the hierophantic.

As Morris told Peter Bunnell, many of the objects before his
camera serve as “secular icons,” having “a holy meaning they
seek to give out.”® ’

Morris’s photographs have long puzzled literary critics who
have appreciated the novels and have felt the need to come to
terms with the photo-texts as well.” On the other hand, perhaps
because of Morris’s insistence that photographs need words if
they are to tell us very much, few critics of photography have
commented on that body of work.® There are important excep-
tions, of course, but on the whole there has been little work done
on Morris’s photography which moves beyond the appreciative.
In the remainder of this essay I want to take one or two steps
further, first (in most cases) by severing the relations between
photo and text and then by using others of Morris’s texts to clarify
what I believe to be the artist’s intentions in the photography.
What this entails is a kind of typology of artistic motivations, at
least a clarification of some of Morris’s statements in relation to
some specific photographic texts. I want to break these motiva-
tions into three categories, according to Morris’ interests in,
1) “the thing itself,” 2) the idea of “equivalence” in photographic
practice, and 3) “metaphotography.” It should be noted that
these categories are hardly self-contained, and further, that they
are simply heuristic in nature. Individual photographs may be
inserted into other categories than the ones I employ. My inten-
tion is not to be definitive, buf rather to further critical thought
about the photographs which have intrigued readers and viewers
for so many years.

“The Thing Itself”

Morris, surely, is not deceived by this term, and on the whole
there are probably better ones: But the term has some validity,
if only because of its status historically in terms of ontology, and
second because of its recurrence in photographic journals and
discussions of theory. “The thing-in-itself,” says--Morris, “has
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my respect and admiration. To let it speak for itself is a maxi-
mum form of speech.” In photographic practice we have the
example of Edward Weston, who spoke of “the thing itself” found
in the viewfinder as a kind of metaphysical presence within the
object, the thing-seen-in-its-essence. Weston wrote in his Day
Books: “To see the Thing Itself is essential: the Quintessence
revealed direct without the fog of impressionism—the casual
noting of a superficial phase, or transitory mood. This then: to
photograph a rock, have it look like a rock, but be more than a
rock.—Significant presentation—not interpretation.”

“The Thing Itself” also recurs as one of five criteria isolated by
John Szarkowski to distinguish between photographic methods.
In Szarkowski’s usage, the “thing itself” refers more or less to
straight photography: “The first thing that the photographer
learned was that photography dealt with the actual; he had not
only to accept this fact, but to treasure it; unless he did, photog-
raphy would defeat him.” However, the photographer came to
understand “that the factuality of his pictures, no matter how
convincing and arguable, was a different thing than the reality
itself.”* The argument is often made that the camera cannot
depict “the thing itself,” precisely because by framing the object
and removing it from the world of real experience, it creates
rather an abstraction, removed from life. But the argument can
be turned about: by removing the object from time and allowing
continuous focus and frame, the camera frees us to see the object
as it looks (at least from one side), removed from subjective
obstacles to comprehension. Some readers will recognize in this
argument something of the viewpoint of phenomenology: to see
into the essence of something is to bracket off the personal and
reduce subjective distractions—to remove the “obviousness” of
the object in order to see it with fresh eyes. This—or something
similar to it——I want to argue, is the intent of some of Wright
Morris’s photographs. It is necssary only to add that Morris
makes no claim that the object is “real” or realistic in photo-
graphic, visual terms.

There are many photographs by Morris which fall into this
general category, and I have selected three which may be called
“institution” shots, for they picture for us the architectural places
in which lives are conducted within the human community.
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What these three photographs have in common is the fact that
all three are directly frontal in nature, with the photographer, in
Morris’s words, “face to face to the fact.™® In two of the three,
the structures are dead-center, clearly the point of focus. But

_more interesting, perhaps, is the fact that all three give the illu-

sion of depthlessness—an illusion which reduces the “realism”
of the objects and renders them in nearly surreal terms. The
starkmess of each of the structures is emphasized through the
photographic technique whereby the sky is darkened and given
the status of a backdrop, cold and flat behind the structures. The
frontal stance provides us with no inkling of what the structures
look like from the side. In “Wellfleet, White House,™? the surreal
quality is further manifested through the tree branches running
diagonally across the front of the house, appearing nearly as
silhouettes across the stark white of the house. This is a photo-
graphic effect often seen in Morris’s photographs—the sharp and
vivid contrast which emphasizes sheer black and white values
and reduces detail in the dark areas.

The objects in these three photographs appear to have no
substance or body; they could be flat-planed pictures of objects
rather than objects. One may attribute this quality, perhaps, to
Morris” attitude when facing the objects with the naked eye and
the technological lens. He took these photographs for a reason,
after all—and that reason may be deduced from his 1945 novel
The Man Who Was There. In that novel Morris writes of Agee
Ward, the man of the title who is conspicuous by his.absence,
but more important by his presence in the objects he leaves be-
hind. Agee Ward had slowly come to understand that he had
an overwhelming need to remember his past by describing those
objects of his past through paintings. He leaves one of his “can-
vasses” unfinished, for instance, because he can’t remember the
correct posture 0{ the objects:

One of the hardest pieces to fit has been the pump. It
has twice been in—and once erased out—for either the
barn is much too close or the pump is much too far away.
This problem may have more to do with the weight of a
full pail of water—fetched water—than it has with the
actual position of the pump. The only solution to this was
to draw both pumps in, reconsider the matter, and then
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take one pump out. This he did, but the pump that he left
was where no sensible pump would be. And the one he
took out was the pump in which he couldn’t believe.*

Memory, that is, confuses the felt pump with the one which
makes visual sense,

In later years Morris has expressed his interest in the “repos-
session” of objects through the photographic lens. Once he has
the photograph, he says, he no longer needs the object itself.1s
This is, in his words, an act of “salvage,” a motive to help the
world remember what it is busily discarding. The epigraph to
God's Country and My People is from Samuel Beckett: “Let me
try and explain. From things about to disappear I turn away in
time. To watch them out of sight, no, I can’t do it.”

For Morris, then, the photographs I am distinguishing as
contained in the “Thing Itself” category are direct “descriptions”
of things found in the world. The emphasis—as in the grain
elevator, “GANO”—is on the structure itself, not on its relation
to its environment (although the sky is crucial to all three of the
Images by reason of background spaciousness which dramatically
pushes the object into the surface foreground). These are objects
which, framed and centered as they are, call for ontological recog-
nition, not necessarily as real objects in the world, but surely as
objects which have validity in the imagination: the objects, that
is, are of the real world, but they transcend their status as “real”
in that world by showing us something of the play of the imagina-
tion upon these materials. Photographs in this vein would appear
to be ambivalent—even ambiguous—statements about the con-
trast between the object existing in the world and the object as
found and focused upon imaginatively. The “Thing Ttself,” that
is, has been taken over by the imagination, the resultant image
covered with a kind of dreamlike aura, a product finally of the
mind and of the chemical bath.

The Photograph as Equivalent

The concept of the “equivalent” has long been part of the
history of American photographic practice and theory, particu-
Iarly in the works of Alfred Stieglitz and Minor White, Stieglitz,
who had deliberately turned to clouds as subjects in order to
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counter criticisms that he “influenced” his human subjects to get
desired results, spoke of these cloud photographs as “equivalents
of my most profound life experience, my basic philosophy of
life.”*® The “equivalents” were attempts to reduce the expected
photographic content so that the viewer looked only at what lay
within the frame itself: the “extraneous pictorial factors interven-
ing between those who look at the pictures and the pictures
themselves” were lessened and the audience was free to look
precisely at what was there.”™ The photographs became nearly
abstract in nature, historical materials having been deliberately
extracted. It is significant that Wright Morris, too, began with
cloud photographs, although he was led quickly to move beyond
them to forms more immediately recognizable in the world at
large.'®

The abstract nature of the “equivalent” has been seized upon
by Minor White as the ideal occasion for “meditation,” with the
photograph the focal point for the viewer’s quite personal response
and mental activity. For White, such photographs involve a kind
of mystical transaction between the image and the viewer, with
the photograph a visual metaphor for a state of mind or an
emotion. He thinks of the “equivalent,” it would seem, as a
visual counterpart to T. S. Eliot’s objective correlative, at its
most successful an image which can call up similar associations
in the minds of different viewers. White has experimented with
many types of photographs in this mode, but very rarely has
utilized straight images, perhaps feeling—like Stieglitz—that
pictorial content is often too distractive.!®

Wright Morris’s photographs often have certain similarities to
those of Minor White in the“meditative” vein—with the im-
portant difference that Morris deals almost exclusively with the
given world, not in the abstract, but in the straight manner, often
with the camera directly confronting the objects of the world
through his typical “frontal stance.” Morris’s photographs in th.e
“equivalent” manner can be identified largely through their
anecdotal content. Whereas the “Thing Itself” photographs urge
a kind of aesthetic penetration on the part of the viewer, .the
“equivalents” have an interest in interpretation, the materials
laid out within the frame distinctly in relation to each other.
Often the photographs deal with a dualism of one kind or an-
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other; certainly the three I have selected as illustrations for this
category give themselves to such interpretation. We may find
Stieglitz useful once again in coming to terms with Morris; of
his “equivalents” Stieglitz says: “My photographs are a picture
of the chaos in the world, and of my relationship to that chaos.
My prints show the world's constant upsetting of man’s equilib-
rium, and his eternal battle to reestablish i.”° Wright Morris’s
“Baltimore Steps, Painted and Unpainted” and the photograph
of the houses with the cracked concrete in the foreground are
deliberately dualistic in nature and must be interpreted in terms
of the ongoing human endeavor to combat the forces of nature
in the interests of civilization and culture. “Baltimore Steps” is
quietly dramatic through the technique of juxtiposition. The
structure shown in the approximately right two-thirds is in need
of repair; it is the victim of poor maintenance over an extended
period of time. The brick and the wooden steps are weather-
beaten, in contrast to the carefully painted steps and the dis-
tinctive brick of the structure to-the left. Clearly, part of
Morris’s “meaning” here is that human nurture is required to
combat the weathering forces of nature left to themselves. The
photograph as a whole has much to tell us about degrees of pride
in ownership and the deliberate steps taken in the interest of
maintaining human culture through the upkeep of human dwell-
ings. Thus, the photograph is an “equivalent” in that it draws
attention, specifically and concretely, to the struggle between
natural and cultural values.

The next photograph ( Number 5), which appears in published
book form only in God’s Country and My People, makes a similar
kind of statement, although perhaps a bit more dramatically. It
deliberately employs what might be called a split-frame tech-
nique, with the two “halves” of the photograph held in juxta-
position. (Similar photographs, both well-known, which use this
technique are Stieglitz’s “The Steerage,” in which the two decks
of a ship are visually separated into a social class hierarchy; and
more dramatically, Eugene Smith’s photograph of a corpse
being shunted from the side of a ship into the sea: the photo is
divided diagonally in terms of both shade and structure, the
body a blur of white in sharp contrast to the darkness of the
ship and the water which Lies below.)* In the Morris photo-
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graph the dualism of nature and culture is once again apparent,
the upper approximate two-thirds representing the world of men
and women through the structures which nurturing civilization
has erected for their use, the bottom third showing the forces of

nature at work in the process of undermining that civilization.

Nature there—again through normal weathering processes—is
seen to be eating away at the concrete which shores up the houses
and keeps them from sinking into the ground—from whence, the
picture suggests, they came. Reader-viewers of Morris will
remember other photographs in this vein—in one case, of a house
apparently being pulled down into the eroded earth; in another
of a planed wooden board being reclaimed by the earth.2

Yet another example of “equivalence” is the well-known
photograph “Uncle Harry, Entering Barn” which concludes The
Home Place. This is one of the rare occasions when human
beings are found in. Morris’s photographic work, and this is
characteristic of the type in that we get no glimpse of the face,
and thus individuality is reduced for the sake of a more general
comment. That is, the old man represents something; his own
particular identity is not at issue. Here Uncle Harry enters the
darkness of the barn through an archetypal doorway. The mes-
sage need not be belabored; the quotation across the page in
The Home Place is sufficient:

Out here you wear out, men and women wear out, the
sheds and the houses, the machines wear out, and every
ten years you put a new seat in the cane-bottomed chair.
Every day it wears out, the nap wears off the top of the
Axminster. The carpet wears out, but the life of the carpet,
the Figure, wears in. The holy thmg, that is, comes natu-
rally. Under the carpet, out here, is the floor, After you
have lived your own life, worn it out, you will die your
own death and it won’t matter. It w111 be all right. It will
be ripe, like the old man.?

In summary, the three photographs I have selected as “equiva-
lents” have in common an important element of interpretation,
founded on what may be termed archetypal responses to human
experience. The viewer looking closely can see that the photo-
graphs mean to speak to the issue of human involvement in
natural processes, sometimes in terms of a direct dualism, some-
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times merely through the element of experience generalized in
archetypal, and therefore universal, terms.

The Photograph as “Metaphotograph”

What I am terming metaphotography in Morriss work is a
decided penchant for the self-conscious use of the camera to
comment on photographs as photographs or to draw. attention
to the photographer, though not always directly, in the produc-
tion of the final framed image. The clearest example of this is
“Model-T with California Top,” showing Morris's shadow in the
lower right foreground. This is a photograph, as Morris tells us,
he rejected as being inappropriate to his intentions when taking
it. It was only after several years that he accepted the result
for what it clearly showed.** According to John Szarkowski, the
photograph shows an object having its picture taken; the inclu-
sion of the photographer within the frame adds a ceremonial
significance: now the photograph is one of an interaction between
automobile and photographer, and the Ford appears posed and
proper as an object with a personality of its own.?* Clearly there
is a difference when the photographer’s shadow appears, for that
shadow adds an epistemological comment that would be lacking
if the car were shown alone. The camera itself becomes an im-
portant element in this photograph, for its presence informs us
that we are looking at a means of knowledge,

Another photograph, “Front Room Reflected in Mirror,” shows
another typical Morris interest—in mirrors, the mirror being “one
of the durable and inexhaustible metaphors we use in the inter-
pretation of what we think constitutes reality.”® Like the camera,
the mirror functions as a kind of lens, this one reflecting back
the objects of past experience. We know that the photographer
is present precisely because we are led to look for him: he must
be there, just beyond the mirror’s frame. In his 1953 novel The
Deep Sleep Morris has his character Paul Webb looking into a
mirror: “So he had looked at the bed, then he had turned and
faced the mirror on the dresser, where everything in the room
seemed to be gathered, as if seen through a lens.”* Morris makes
much of this relationship in the opening pages of the novel, and
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the mirror, like a lens, becomes a deliberate instrument for the
attainment of knowledge and clarity of thought.

Similarly, in this photograph, the mirror calls attention to
itself and the objects in the photographer’s immediate environ-

. ment. Wé might say that the mirror functions in much the same

way as a camera, focusing on historical materials and framing
them in the “viewfinder.” Looking at the photograph we are
led to considerations of time similar to those to which photog-
raphy itself has historically addressed itself: we are left with the
paradox that we are at this moment involved in time already
long past. The photographs on the wall and table, of course,
reinforce this view, but what seems most interesting is that by
framing the mirror within the rectangle of the whole image,
Morris moves us another step back into past time. Thus time is
spatialized—and that on several levels, and one recognizes an-
other of Morris’s concerns in his fiction. In Cause for Wonder,
for example, Howe meditates: “Due to certain accidents of my
boyhood I feel that time exists in space, not unlike the graphic
charts that hang on the walls of up-to-date schoolrooms. On
the charts the past lies below, in marble-like stratifications. ., .”*®

Perhaps the most interesting of the three selected for this
category is the photograph of a snapshot showing a family stand-
ing in front of a house. The snapshot is tacked up on what
appears to be the outer wall of a human dwelling. Again there
are several dimensions of time present in the image as a whole,
the first the time within the snapshot which obtained when it
was taken, the second the time during which the snapshot was
attached to the wall which forms the background, the third the
moment when the photographer snapped the image as we find it
now—and finally, the time of our present act whereby we view
the entire image.

The participants in the snapshot are lined up before the house
to have their picture taken. In the novel The Home Place, in
which this photograph appears, Morris makes much of the ritual
in which the family members comment, apparently, on the quality
of this snapshot’s endurance over a number of years. The snap-
shot is, as these characters remark, faded. One character, Clara,
remarks, “Most of us dead and gone, think it would be fadin’] . . .
Same as me an’ you are fadin’.”®® As a novelist, that is, Morris
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adds yet another dimension of time, that in which the novel’s
participants deliberately view their lives in the past as given
in a still image. And we, the readers of The Home Place, are
onlookers bringing our own memories to the interactions between
characters in the text, the photograph, and the content of the
photograph distanced through visual space as well as time. This
is a complex series of events, and it speaks clearly to Morris’s
“metaphotographical” -interests. Photographs are a means of
knowledge, but that knowledge is not easily acquired, and words
are. necessary to explain the complexities of what we see. What
Morris impresses upon us is that the art of seeing (through
photography) involves layers and layers of subtle interrelations.
Photography, finally, becomes an epistemological inquiry jnto the
means: of our understanding of reality.

Mention of various novels and Morris’s interest in time and
space within these novels makes clear how closely Lis fiction has
employed methods which were first the province of his photo-
graphic concerns. There is, of course, a great deal more evidence
for this “collusion” between Morris-the-novelist and Morris-the-
photographer than it is necessary to present here. My purpose
has been to urge the viewer to seek out further relationships
between vision and thought in Morris’s work. As his photography
has not yet been sufficiently studied, particularly in relation to his
novels, readers may find this attempt to view the photographs of
some use. As Morris remains one of the most important “visual
novelists” in our literature, we have need of a criticism which
more closely examines both his fiction -and his photography in
ways which reveal his work to us more completely and im-
medlately -

Bellevue College

Consciousness Refracted: Photography and the Imagination 105 .

1.

2. [Title unknown]



106 _ MIDAMERICA VIII §% Consciousness Refracted: Photography and the Imagination 107

3. “Gano” 4. “Baltimore Steps, Painted and Unpainted”




108 MIDAMERICA VIII Consciousness Refracted: Photography and the Imagination 109

5. [Title unknown] 6. “Uncle Ha@, Entering Barn”
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7. “Model-T, With California Top” 8. “Front Room Reflected in Mirror”
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SOME OBSERVATIONS ON WRIGHT MORRIS'S
TREATMENT OF “MY KIND OF PEOPLE,
SELF-SUFFICIENT, SELF-DEPRIVED,
SELF-UNKNOWING”

Kerra CARABINE

In a notorious sequence in the middle of Main Street, Sinclair
Lewis hangs on the slender frame of Carol Kennicott an essay
on Midwestern life and literature in which she is alleged to con-
clude concerning Gopher Prairie:!’ ' N

It is an unimaginatively standardised background, a
sluggishness of speech and manners, a rigid ruling of the
spirit by the desire to appear respectable. It is content-
ment . . . the contentment of the quiet dead, who are scorn-
ful of the living for their restless walking. . . . It is the
prohibition of happiness. It is slavery self-sought and self-
defended. It is dullness made God.

I begin with Lewis’s acid view of Main Street (typical of
course of the ‘revolt from the village’ which characterised the
work of such different writers as Edgar Lee Masters, Willa Cather
and Ilemingway) because his stance and fictional performance
are so diametrically opposed to Wright Morriss, The “unimagin-
ably standardised background” characterised by “a sluggishness
of speech and manners” is precisely the world Morris, in his Mid-
west fiction, chooses to explore. The figures who Lewis the
moralist scornfully pigeon-holes as “the quiet dead” are accepted
by Morris as “my kind of people, self-sufficient, self-deprived,
self-unknowing.” Moreover, and more importantly, they provide
the very foci through which Morris examines and presents his
version of Middle America and of the human condition.

- 115
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Lewis’s inability in Main Street to demonstrate an alternative
lifestyle (embodying the positives of “‘spirit’ and ‘happiness’”) to
that of ‘the quiet dead’, undercuts his confident moralistic stance,
and more significantly, betrays a writer who would not think
through the problem of craft his “version” of Middle America
sponsored. Morris in contrast is a bolder and surer writer than
Lewis because, as much of his fiction, essays, and photographs
show, he has grappled all his career with problems of technique
and vision which Lewis skipped. In fact Morris’s oeuvre con-
stitutes, from this perspective, -a sustained ‘presentation of and
commentary upon the demands. his attachment to his chosen
subject made upon his craft, and how his dedicated examination
of his craft revealed complexities he had intuitively believed were
‘inherent in his subject. ' f -

L The key figure for any examination of the complexities Morris’s
faith in both his subject (“my kind of people”) and his skill
revealed is “the father” who has haunted his fiction from the
beginning. I have therefore concentrated in the first part of this
‘essay on how Morris coped with, and finally mastered, the prob-
‘lems raised by and embodied in the “father” and in the second
“part, because I believe the great boon of Morris’s struggle was
the perfection of a voice and style supremely amenable to a rep-
‘resentation of his “kind of people,” I analyze at length one very
minor figure—Bud Momeyer of Ceremony in Lone Tree (1960 )—
who nonetheless serves as a fit embodiment of Morris’s fictional
“prowess. . ,
*As the .three quotations below illustrate, whenever Morris
confronts the figure of the “father”—whether in photo-text or
‘novels—he simultaneously exhibits his major fictional preoccupa-
:tions and rehearses the procedural difficulties he encountered in,
-and the solutions he discovered for, his chosen subject.

“"Where do you go except back where you came from?

T can't tell you how many people have lost track of
_ where they were going—how many people are not too
., sure of where they are from. -

- Dear Son—Have moved. Have mice little place of our
own now, two-plate gas. Have Chevrolet 28, spare tyre,
wire wheels. Crazy to bé ‘without it, now get out in coun-
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try, get out in air. Havé extra room,. WOuldn’t‘ ‘be so
crowded, nice and quiet in rear. Nice warm sun there every
morning, nice view in rear. Have plan to sell day old eggs
to high class Restaurants, Hotels. Soon send you to I‘.Iar-
vard—send you to Yale. Saw Robin in yard this morning.
Saw him catch worm:? . -

: ise. Adam
As you probably know, it is smart to atliyertlse darn
Brady did it when he wanted a wife, will .Br.ady did it
when he wanted an egg, as the only problem is in knowing

- what you want. Knowing, that is, how to put it in ten or

twelve words. But that can be quite a stickler. Take some-
thing like this: : S .

FATHER AND SON seck matronly woman.
take charge modest home in suburbs,

Was that what he wanted? Well, he thought it was.
But he would have to.wait and see what an ad like that
turned up. If what he said, so to speak, had covered: the
ground. On the advice of the girl in the office, he ran that
ad in the “Personal” column, as he was looking for some-
thing rather special, as she said. He gave his addres.s.,;gf,
course, as the Paxton Hotel. The lobby would be ]ust
the place for 2 meeting like that. It would not be necessary
for him to inquire what such 2 woman had in m;nd;} as it
was there in the ad, and all the woman- had to ‘d,(.’.’ was
answer it. . .. e o —

Whé;a you know what you want, perhaﬁs youistf_ll ‘have

to learn how to ask for it. -
| * FATHER seeks large matronly
woman to mother homeless boy.

Was ;chét too pléin? He would drop the large.. Some-
how, when he was 2 boy, matronly women were all large.

FATHER seeks matronly woman
as companion growing boy. ~
- Perhaps it was best to keep the father out of it.*

My father, from his irregular orbit, wrote Ius son pre-
‘dictable letters, drilling his periods through the free sta-
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tionery found in second-class hotel Iobbies, the stub pointed
pencil chained to the desk. Dear Son—Have found yoyu
new mother. Indicating he was lacking in neither faith
nor talent. Most of his letters were written as want ads:

FATHER SEEKS MATRONLY WOMAN
FOR HOMELESS BOY.

He looked for and found himself in the Sunday Ielp
Wanted column. His son, having in mind more readers,
addresses himself zo whom it may concern. He has spent
most of his life speaking up for people who would rather
remain silent (like his father) or live at peace with those
who cry for help only in their sleep.’

As the “voice over” legend of the first passage shows, Morris
firmly locates the meaning of his subject and of his artistic pur-
pose in that most venerable search of all in American life and
letters, namely that of identity, both personal and national.
Similarly- Morris’s cool ironies in the third passage do not dis-
guise the filial piety and the personal need which fire his artistic
resolve: in “speaking up” for the “silent” he is also enabled to
rediscover his own origins.® Morris thus believes as did Twain
and Sherwood Anderson before him, that because he was born
in “the navel of the great continental land mass” and because
that “navel” was also “beneath the buckle of my belt” he was
therefore in a unique position to explore the territory of the
American character.?

It is typical of Morris’s craft that even as early as The In-
habitants he juxtaposes the central question of his own fictional
career (“Where do you go except back where you came from?”)
with a demonstration of a fictional answer he discovered. The
letter locates the “home place” of the vernacular and is the
expression of the limited syntax of the voiceless which Morris
takes as his starting point. As the passages confirm, the problem
for the “father” and for the “son” (author) reside in the syntax
available to the former and usable by the son. The syntax of the
letters and the “ads” in which the “I” and the definjte and in-
definite articles are omitted, confirm his father’s “faith” in the
cliches of materialism and of the American dream to provide
‘himself with an identity and to draw his son back into “his irregu-

2
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lar orbit.” However, as all the passages illustrate, his “want ads”
are written by a man unable to articulate his wants: after all
“when you know what you want, perhaps you Stﬂl ,have: to learn
how to ask for it.” The father is therefore “maimed” by his syntax:

‘and yet the son, if he wants to “speak up” for his father must in

truth begin with the only syntax they.bave in common—that
embodied in the limited patterns of vernacular speech.?

It is remarkable that Morris as early as The Inhabitants pre-
figured his subsequent discovery of what he calls “a mind-blowing
statement” of Yeats in his last introduction to his plays.

‘... As I altered my syntax I altered my intellect’.

. . . It says simply that syntax shapes the mind, and it is
syntax that does our thinking for us. If the .words are
rearranged, the workings of the mind are mod1ﬁ'ed. Man
is not free to think, as he believes: he is free to think along
the lines syntax makes possible, as trains. commute to.those
points where the rails are laid down. He is more of-a
prisoner of syntax than of sex.’ :

Morris’s grasp of the resonances of this central insight is one
key to his achievement. His “kind of people” like th-e fathex; are
“prisoners of syntax”; they are locked in by the inev.ltglele ( s.eIf
unknowing”) belief in, and acceptance of the clichés which
encapsulate and entomb their experience.

The Inhabitants is a seminal work in Morris’s career- because
the dramatic monologues represent Morris’s experiments vnth a
whole range of voices which explore the potential avaﬂabﬂlt.y
of the vernacular for fictional purposes. The father’s letter is
more idiosyncratic than most of the pieces which attempt to
mimic the vermacular, but it is typical in that Morris deliberately
dons the straight-jacket of his characters” syntax in order to test
his own ability for verbal action. And he does pull off one Su'pe1:b
effort. The closing, seemingly inconsequential, “Saw Robin in
the yard this morning . . . catch worm,” records a s%mple.com—
pleted action which serves, simultaneously, to explain why th.e
father will continue to dream (he too, one day, may fulfil l.ns
reveries) and to point up his confusion of his mf.terial plans with
the natural spontaneous gesture of the “Robin.
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* .Yet despite .this felicity there are Several clear reasons why
Morris could not continue :to “speak up” for the father within
the strict boundaries of his syntax. Firstly, such a faithful mimicry
begins .either to demean.the' characters; or, if the author is felt
to be earnestly pumping “significance” into them he becomes like
Steinbeck a solemn bore. < Secondly, the. voice will quickly appear
mannered..” Thirdly..of course.the novel . will lack (as. Flaubert
who grappled. with similar problems feared) “the element of
entertamment _and ‘thus fail to hold the attention of “to whom
it may concern.”'! Fourthly the writer would ‘quickly discover,
as-did Will Brady, that the syntax of the “ad” had not “covered
the ground” of éither his desires-or his-designs..

The struggle with the syntax of his father, embodred in the
letter, prefigured Morris’s make or break attempt.throughdut the
middle and late nineteen forties to develop. in The Works of
Love “a fiction style ‘which opens up, reappraises, the familiar
cliched vernacular”; “a modified vernacular style to permit the
infrusion of tones, moods, and qualities: that ordinarily would be
excluded from the vernacular.,™? ‘The:.end .result is -Morris’s
version, of. the. free indirect style which Gertrude Stein played
with in Three Lives and which ]oyce mastered in Ulysses. As
the pun in the title of Morris’s Tnost recent rovel (Plain Song:
For Female Voices, 1980) acknowledges, thé free indirect style
is ‘a form of pldin song ‘whereby .the Vernacular provides the
basic beat, and the voicé of the author (to continue the ﬁgure)
provrdes counterpoint and descant. .

- Thus'in the passagé from The Works of Love the phrase as
you probably know, it is smart to advertise” remains on the -one
hand faithful to Brady’s sincerely hopeful focus-and to the words

“and values he earnest]y accepts ‘and seriously” reheaises; and on
the other deftly invites the reader to at once sharé and question
Brady’s- too ready acceptance of the clichés of - advertising:
Similarly Morns s bland representation of Brady’s sober appraisal
of his situation (“the only’ ‘problem is in knowing what you want”)
infiltrates an “ironic countefpoint - because - Brady’ s thought is
"(unconscrously) a ‘massive understatement of the central theme
of 1dent1ty Thus the gentle, but pamful play of Morris’s humour
1nv1tes us to aolmowledge ‘that, given Bradys past attempts
t “the works of love” no “ad” could -possibly “cover-the ground”
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of his persistent longing. Typically, as Brady ponders how
to “put it in ten or twelve words™ he allows Morris to quizzi-
cally infiltrate the “stickler” they both share as composers. Again
Morris, as ever, uses the g1r1 s ready cliché—"he was lookmg for
something Tather special”—“to permit the intrusion” of a wry,
life-enhancing comedy as we note how the girl (inadvertently)
acknowledges precisely why Brady (“a man with so much of
his life left out”) claims both the auther’s attention and our own.
But, too, we see, as Brady. literally cannot, that “to_put it in ten
or twelve words” is the beginning not the end of the enquiry, is
a source of, not the cure for, his problem. Brady’s problem (“it
was there in the ad”) is that “syntax shapes his mind” and that
neither the syntax of the ‘ad’ nor the clichés of the American
dream would enable him to recognize, let alone fulfill, his “wants.”

His creator is luckier. Because he believes that through voice
he learns what he feels and hears what he thinks” he can Wart
and “see” what his commitment to Brady’s- voice will “turn up.”

As Morris anticipated as he laboured for years at his work of
love—“speaking up for people who would rather remain silent”
(like Brady and his father)—he discovered “that in Brady’s
emotionally muted relationships and in his failure to relate to
others there was the drama, however submerged, of much
American lfe,”™ It is because Brady “personally” has always
been “out of it” as a lover and father that he becomes the type
of the Plainsman “West of the 98th Meridian” who “in the dry
places” (like the prophets of old) begm to dream” (p. 3). As
Brady’s attempts at “connection,” based on his nation’s ‘clichés
of self-fulfilment through material success continually collapse,
his dreams of “connection” become increasingly more s"peculative
and imaginative until by the end we almost believe that “the
man who was more or less by hrmse]f’ has both embodied and
transcended “the malady of his race.” We are almost persuaded
that Brady in his last role of Santa Claus (the world’s greatest
lover after all) justifies Morris’s noble contentron that he redeems
himself and all of us.”*®

That finally Morris’s use of and relatlonshlp to, Brady shows
signs of strain can be traced to the restrictions imposed by
limiting the focalization of the novel to a single, simple conscious-
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ness. Thus despite the authorial “ploy,” and much as I am moved
by Morris’s awesome commitment to Brady’s vision, and by his
determination. to persuade us of his discovery that Brady was g
fit medium for his-own imaginative capacity to wonder, pro-
foundly, about the human condition, nonetheless I remain aware,
especially when “the big things . . . happen to him,” of a dis-
junction between the imperative purposes of the author and
the muted gropings of Brady, between the amplifications of the
author’s voice and the restrictions of his characters” syntax.}?

One such moment occurs in the third section in The Works
of Love, entitled ‘In the Moonlight. The title is appropriate
because cut off from his young wife and the son who was foisted
on him by the young prostitute, Mickey, Brady sits alone one
night in his candling-room trying to figure why his “son” would
read Journey to the Moon. The sequence is too long to quote
in full but it clearly provides Morris with an opportunity to
rehearse, over emphatically and I think unconvincingly, his sense
of his fictional preoccupations and aims.

There before him lay the city . . . —where many thousands
of men, with no thought of the moon, lay asleep. He could
cope with the moon, but somehow he couldn’t cope with a
thought like that. It seemed a curious arrangement, he felt,
" for God to make. By some foolish agreement, made long
ago, men and women went into their houses and slept, or
tried to sleep, right when there was the most to see. . . .

. . . Without carrying things too far, he felt himself made
part of the lives of these people, even part of the dreams
that they were having, lying there, stranger, even, than a
Journey to the Moon.

- And the thought came to him—to Will Jennings Brady,
a prominent dealer in eggs—that he was a traveller, some-
thing of an explorer, himself. That he did even stranger
things than the men in books. It was one thing to go to
the moon, like this foreigner, a writer of books, but did
this man know the man or woman across the street? Had
he ever travelled into the neighbour’s house? . . . That
might be stranger, that might be harder to see, than the
dark side of the moon.

j§
:
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Perhaps it was farther across the street, into that room
where the lamp was burning, .than it was to the moon,
around the moon, and back to earth. Where was there a
traveler to take a voyage like that? Perhaps it was even
farther than twenty thousand leagues under the sea. Men
had been there, it was said, and made a thorough report
of the matter, but where was the man who had traveled
the length of his own house? . . .

. . . Was it any wonder that men wrote books about other
things? That they traveled to the moon, so to speak, to
get away from themselves? . . . :

When he returned the Journey to the Moon, he spoke
to Mrs. Giles, the librarian, and tried to phrase, for her, some
of the thoughts that were troubling him. Had any man
taken, he said, a journey around his own house?

Not for public perusal, Mrs. Giles said.

That would be a journey, he said, that he would like
to take, or, for that matter, a journey around his own son.
(pp. 134-5, 137)

Brady’s meditation is too overtly Morris’s self-conscious exhibi-
tion of the daring and “strangeness” of his own “traveling” (in-
cluding his visions of Brady). It over-solicitously confirms the
determination and visions of the author. For example Mrs, Giles’s
reply (“not for public perusal”) to Brady’s question “Had any
man taken . . . a journey around his own house” provides a lovely
joke, but Morris’s wit' does not disguise the fact that Brady’s
umembarrassed question is too “big” for him and too coyly self-
reflective on Morris's part. ‘

Morris laboured for years over, and wrote several drafts of,
The Works of Love. As he knew, the need to develop “a con-
sistency of tone” so as not “to question or ridicule the sober tenor
of Brady’s existence” was itself “a problem” and “a challenge”
because the reader’s attention must of course be held.’* More
important, I suspect, as a source of difficulty for Morris (and of
strain for the reader) is, however, that Brady inevitably sexves as
both protagonist and vehicle for commentary. And, on occasion,
as the sequence illusirates the two functions are at odds. Brady
is at once too sober and naive and too knowing; at once simple
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and at once thie. expression of Morris’s noble and profound senge
of the mystery and freshness of his chosen subject. The end resul
is that Morris does not escape either mannerism or solemn bore-
dom in such portentious moments as: “And the thought came to
him—to Will Jennings Brady, a prominent dealer in eggs—that
he was a traveller, something of an explorer, himself.”

1t is, of course, a mark of Morris's boldness as a novelist that
he faces up to these potential disjunctions in choosing Brady as
his focus in the first place: but it is no surprise that even a
novelist of his craft—given the difficulties Morris encountered
during the writing of The Works of Love—should set it aside for
two years and write Man and Boy (1951), the first of his “multiple
voice” fictions. '

Though in 1975 Morris found “it hard to understand the great
enthusiasm I brought to the multiple voice fiction I was once so
fond of” surely it is no accident that his greatest novels—The
Deep Sleep (1953); The Huge Season (1954), The Field of Vision
(1956), Ceremony in Lone Tree and One Day (1965)—are
“multiple voice” and that they are much less open to the “charges”
than can be brought against The Works of Love.*® This is be-
cause the more perceptive, or articulate or intellectual characters
{such as Webb, Foley, Lehmann and Boyd) are more natural
commentators upon the world they inhabit and observe than the
more inarticulate figures. Morris is therefore more able to “keep
the puzzle puzzling, the pattern changing and alive” because he
can leave his readers to bring the thoughts and preoccupations of
all the voices into their own “field of vision.””*" He can, too,
dramatise through consciousnesses almost as intelligent and as
quizzical as his own, the generating ideas of his fictional world.
We are thus enabled to measure the voiceless simple characters
(such as Mrs. Porter, Parsons, Lawrence, the McKees, Paula
Kahler, Bud Momeyer) against the more conscious and articulate
characters. (They are not necessarily, of course, more rooted
or more generous, stabler or wiser; and they usually have less
horse sense.) - : S )

‘It is not surprising then, that after grappling with the problems
Will Brady raised, that Morriss subsequent fiction treated: “the
self-sufficient, self-deprived, self-unknowing,” characters: with
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Jess self-conscious involvement and, because of his mastery of the
«multiple voice” fiction, with greater authority. To put it simply:
after The Works of Love he wove his patterns with greater ease
because he knew what he could and could not do with both his
simple characters and his intellectuals and artists. It is to the
most limited of Morris’s “self-unknowing™ characters I now must

turn.

I

Bud Momeyer, the postman in Ceremony in Lone Tree, is
regarded as so stupid by his long-suffering wife, Maxine, that she
thinks “No-one in his right mind . . . paid attention to what
Bud Momeyer said”; and even the equable, dull McKee finds
him so boring and infuriating that he imagines that “one day Bud
would say ‘how’s tricks, McKee?” and McKee would put his hand
on his head and squash that mailman’s hat like a pot down over
his ears.”®® One can hardly blame them. Bud spends most of his
time working at two jobs and his scant leisure hunting cats for
bounty with a bow and arrow rescued from a neighbour’s attic.
Yet, as I hope a close reading of the following passage will show,
it is a measure of Morris’s achievement that he can take the extra-
ordinary risk of committing his narrative to a voice of such mas-
sive ordinariness and yet still infiltrate “the intrusion of tomes,
moods and qualities” which engage our-attention and convince
us that Bud’s mundane life has been faithfully drawn and given
shape; and furthermore that it contributes without strain and
without an over-exhibited self consciousness, to the pattern and
significance of the novel.* ‘ : '

That was the sort of thing Bud didn’t know until his
route got back to normal, and Mrs. Milton Ashley had the
time to bring him up to ‘date on her son Milton, who was

- busy making a name for himself in the world. At the end
- of the war Standard Oil had sent him to the Far East with
his family. Before the piece -appeared in the Lincoln
Courier, most of the people on Bud Momeyer’s route knew
that Milton Ashley had received the Order of the Siam
Crown, Fourth Class, pinned on him in Bangkok by the
Ambassador himself. . If the letter was from.Milton, with



126

MIDAMERICA VII; §

one of those foreign stamps, Mrs. Ashley would open it 4§
there on the porch or ask Bud to step into the hallway 3
while she read it to him. Bud had been a classmate of 3
Milton’s at Roosevelt High., Milton came to school in his 3
mother’s electric car just before the bell rang, ate apples 3§
" during recess, and once a year had a birthday party to §
which Bud, being in his class, was invited to come, As far 3§

as Bud could recall, Milton had never actually spoken
to him. He had carried Milton’s mail for more than ten
years before the article appeared in the Omaha World-
Herald citing Milton’s achievements and listing his old
Lincoln school friends who would remember him. Bud

Momeyer’s name had appeared in that list. Several people
remarked on that and often asked Bud what was new 8

about Milton, as if he might know, and thanks to Mrs.
Ashley keeping him posted, he usually did. His children
were Wendy, Judy and Ronald; they had already flown
more than sixty thousand miles, which was the equal of
flying around the world two and half times. Mrs. Ashley
flew the children home to Lincoln for Christmas every
two or three years. Bud had met the children, always
surprised to see how pale they looked from such a hot

country, and Mrs. Ashley had referred to him as their 2

father’s old friend. Their mother was usually in bed when
he came by with the mail. When she and one of the chil-
dren were lost:at sea, Bud Momeyer was invited to the
memorial service, for which he had to go out and buy
another blue suit. His name appeared in the paper as an
old close friend. None of this was important or changed

his life or made him swell-headed or the like, but it was

the sort of thing he couldn’t explain to Maxine, Why he
would rather work than take a vacation, that is.

The Ashley family was just one of many that Bud j
Momeyer, in no way related, had somehow got to be part §
of. Take the coffee he had on cold winter mornings with #
Mrs. Rossiter, A woman of eighty now, almost blind, with 3§
one hip so bad she could hardly walk, yet as bright and §
independent as any person he knew. While she had her {

sight TV was a help, and in her seventies she had taken

to watching baseball, soon knowing more about the game :‘.
than most men ever did. All summer long he had to give §
her time to keep him up to date. When Milwaukee won §
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the Series, she had him in to eat a dish of prune whip in
celebration. :

Although he was married and the father of a daughter,
which were things he had in common with so many people,
Bud had more in common with their families than he did
with his own. His opinion was asked. Was it the uniform?
It helped. When they saw him without it, they never asked
him any questions.

When he didn’t show up, there were people who
phoned. He certainly knew their kids better than his own
kid, especially the ones who liked to walk along with him,
or those whose stories he got in detail from their worried
parents. Maxine hardly ever said a word to him. When
the mail cart came into his life and changed his old habits,
Bud had lain awake nights like some of the people who
talked to him. He wasn’t losing his life or his kid, but he
was losing everybody else’s, and in some strange way these
other families were his own. Their problems seemed to
be the ones he could help. When he told Mrs. Clayton
she was looking better, as she often was at nine twenty
in the morning, he didn’t have to be around at suppertime
when she Jooked much worse, The secret was in the mail
pouch. He had to move on. Only when the last letter was
delivered did he have to come home, The strangest feeling
Bud had had in all his life was when it occurred to him
that Maxine might be telling Mr. Pollard their mailman,
what she told nobody else. A bigger fool than Leo Pollard,
Bud Momeyer had seldom seen. (pp. 109-112)

This sequence justifies Eudora Welty’s appraisal of Morris:
“Laying sure hands on the daily is Wright Morris’s forte, What
the rest of us may have accepted too casually, he sets upon with
his own highly specialised focus.”® Miss Welty recognizes that
on the one hand in “laying sure hands” Morris effortlessly accepts
and has a ceremonial respect for “the daily,” and on the otheér
hand as “sets upon” captures, Morris’s “highly specialized focus”
also appropriates “the daily” for his own artistic purposes.

As we have noted the free indirect style enables Morris to
produce a counterpoint of two or more voices, The more mundane
the consciousness as with Miss Stein’s ‘The Good Anna’ and Bud,
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the greater the risks. There is (as'in The Works of Lowe) an @
absence of “action” (as event). As Flaubert recogmzed ‘painting
in monotone without contrasts” is “not easy,” and raises the con. 3
comitant danger that the author’s wrought “subtleties will be 38
wearisome.”® Or one might add, as with ‘The Good Amna’ we i

cease to hear her voice because of Miss Stein’s over insistent,
mannered modulations which draw attention to the authors
cleverness at the expense of the exhibited consciousness. Or, in
contrast, as with Joyce and Bloom, an occasional opacity, result-
ing from deliberately difficult transitions (allegedly) falthful to
Bloom s mind at play in the City of Dublin. -

" In common with his illustrious predecessors Morris d1scovered
(in Flaubert’s words) that “everything is a question of style.”
Thus though Flaubert chafes at “his uninterrupted portrayal of
bourgeois existence™ and though Bud can be seen to illustrate
“an unimaginably standardised background,” authorial “play” is
set against apparent dullness. “Having in mind” more readers
than Miss Stein, Morris avoids her mannerism because he plays
(largely) through Bud rather than with him. (We cannot, as we
‘have seen, say this of all of The Works of Love). And because
Bud is a “simpler” consciousness than Bloom (less alienated, less
quizzical and more committed to his clichés) and because he is
not used by Morris to elucidate his purposes Morris is rarely
‘either opaque or pretentious. The risk Morris accepts of course
is that he has less opportunity to dazzle than Joyce. Yet I believe,
as I hope my analysis will show, that no writer in English since
Joyce has employed the free indirect style with a more disturbing
“play,” of comedy, pathos and submerged menace than Morris.

The first cliché of the passage—Milton . . . was busy making
a name for himself in the world”—expresses personal and com-
munal values, and readily serves, we come to realise, as Mrs.
. Ashley’s comfortable and evasive explanation for her son’s failure
to return home with his family at Christmas, or even for their
funeral service when they die at sea. How dehcately Morris plays
off “in the world” against the resolute provmcmhty of “one of
those foreign stamps.” How apt the details are—"the electric
car” and “apples during recess’—which establish that Standard
. Oil had found a fit representdtive in this youth from a- frugal
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family who never played. Given Bud and Milton were class-
mates, how neatly Morris times his revelation that Bud can
soberly recall: “Milton had never actually spoken to him.” How
slyly Morris establishes (“Several people remarked .. . . and
thanks to Mrs. Ashley keeping him posted, he usually d1d”) the
mundane chain of gossip Bud so enjoys, then jocosely exploits
the only pun Bud would be capable of—"posted.” How seem-
ingly pointless is Morris’s bland acceptance of Bud’s sober recital
of the Ashley’s flying log, and then the shock as we learn laconi-
cally “she and one of the children were lost at sea.”

Bud so defers, so accepts the clichés of sentiment which
appear, so to speak, in ascending order of bathos (“Old Lincoln
school friends,” “their father’s old friend” and finally “an old
close friend”) that out of respect for his customer so blithely con-
fident of his attachment to her son he cannot remember talking
to and for a woman he has rarely seen (“[she] was usually in bed
when he came by with the mail”) he feels obliged “to go out and
buy another blue suit,”

The end of the first paragraph is pure Morris; ‘the sort of
thing he couldn’t explain to Maxme Why he would rather work
than take a vacation that is.” The transition is at once surprising
and funny, pathetic and inevitable: surprising and funny because
the link between the details released and the opinion expressed
seems so tenuous; pathetic because anybody, it would seem,
would need to break out of this round of dullness; inevitable
because the author has no successfully rehearsed, and colluded in,
the small sat1sfact10ns of a life built upon a pattern of acceptance.
Thus Bud’s “that is” serves to register his private sense of the
fitness and meaning of things which the quthor does not betray.

Bud would certainly seem to fit under Carol Kennicott’s um-
brella description of “a rigid ruling of the spirit by the desire to
appear respectable.” But as Morris develops the ramifications
of Bud’s “that is” we see that he sincerely believes with increasing
conviction that “The Ashley family was just one of many that
Bud Momeyer, in no way related, had somehow got to be part
of”; that he “had more in common with these families than he
did with his own”; that “He cerfainly knew their kids better than
his own”; and that “in some strange way these other families were
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his own”; and that finally “Their problems seemed to be the oneg
he could help.” As we recognize the justice of Bud’s satisfaction
(after all Mrs. Ashley and Mrs. Rossiter would vouch for his kind
assistance) we register, too, the pathetic and frightening lack of
“connection” between Bud and his family, Morris’s deliberate
tentativeness (“somehow,” “in some strange way”) is richly
suggestive®® It is faithful at once to Bud’s ready, if slightly
bewildered, acceptance of. the role his uniform and mail pouch
have sponsored, and to-Morris’s bemused recognition that this
mundane figure is simultaneously happy with and “maimed” by
his syntax. Surely, too, it is no exaggeration to note that Bud’s
groping sense that though “no way related” he had nonetheless
“somehow got to be part of” the Ashley’s, earns Morris’s respect
and wonder because locked in though he may be by his clichés,
‘Bud both embodies his creator’s sympathy and enables his author
.to search out, share and confirm his common identity with people
whose problems (like Bud’s, like his father’s) “seem to be the
ones he could help.” Truly, too, through a commitment to such
(“silent”) voices Morris could “learn what he feels and hear what
he thinks.” And what Morris feels and hears precludes both Carol
Kennicott’s brisk dismissal, Willa Cather’s abrasive scorn for (say)
Lou and Oscar, the mediocre petit bourgeois brothers of Antonia,
or Hemingway’s sarcasm at ‘the expense of “The Doctor and
the Doctor’s Wife’,*
~ Which is not to say, of course, that Bud is neither satirised
nor used as a vehicle for satire. The very fact that we have been
obliged to share the author’s blend of wonder and detachment
betore Bud’s half conscious knowledge and before the happy
compensations of his job means that, on the one hand we under-
stand why Bud lies awake at night worrying more about how
to rid himself of his new mailcart than about, say, his daughter’s
‘burgeoning sexuality or his wife’s loneliness; and on the other
hand we “hear what the author thinks” namely that it is not sur-
prising his more conscious characters such as Bud’s wife Maxine
-and Boyd endure, respectively, lives of quiet and unquiet despera-
-tion. Moreover it is not surprising given a world of kindly yet
unconscious Buds that, in his daughter Etoile’s words, it is
because “Nobody wants to know why” (p. 117) that a Charlie
Munger can shoot people like clay pigeons, or Bud’s nephew
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Lee Roy can run over and kill two bullies because he is tired of
being pushed around. It is not surprising in a world lacking in
fundamental human “connections” that modern “ceremonies”
are debilitated. It is no accident that we begin to feel that per-
haps Maxire is right to think “we’re all stark mad” (p. 91); and
that the nuclear explosion is an apt metaphor for a world in which
characters shelter behind clichés rather than confront the stark
reality of murder and the bomb. Yet, too, such has been the
generosity of Morris’s vision we recognise, unlike Boyd, that to

ask people to “WAKE BEFORE BOMB”.(p. 31) which is the
central motif of the novel, is to demand what they will not, and
perhaps cannot, perform. As Cowie in One Day (1963) realises
in 2 meditation central to an appreciation of Morriss “self-
unknowing” characters.®°

Increasing numbers had given up their conscious lives.
A non-conscious life they still lived, and the future Iooked
bright for non-conscious dying. But to be fully conscious
was to be fully exposed. Cause for alarm. As a matter of
survival one gave it up. At one and the same moment this
was an act of salvation and an act of destruction.

For Bud to confront the potential “destruction” residing in' his
habits would demand another syntax, and such a syntax would
destroy his “salvation” would destroy those connechons (how-
ever banal and dull), essential to his sense of “that is,” and to
his being in this world. :

In the broadest meaning of the novel the values and precarious
stability not just of Middle America, but of all mankind, depends
upon the half conscious acceptance of the communal clichés and
the small “daily” ceremonies they entail. This does not mean
that we do not wince as we realize that Mrs. Ashley can sin-
cerely believe that Bud, her morning confidante, is her son’s “old
friend.” Yet after all, as we realize with grim amusement, what
“connection” has the old lady with her son than the communal
acceptance of her son’s achievements recorded in the earnest
gossip of Bud, in the Lincoln Courier, and in the Omaha World
Herald? (Fame indeed for a son of Nebraska and rehearsed in
dead pan fashion by a famous Nebraskan son!)
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- 'The ptovinciality of the characters’ horizons is then at once
pathetic, comic and given the larger issues the novel raises, ter-
rible, even absurd: yet not dismissed. As Morns has said, and as
h1s whole career demonstrates:®!

I am a son of the Middle Border and however concealed

I represent a sensibility like Mark Twain’s right down the

~center. I will accept the absurd if I can see it in reasonably

" human terms, humanized essentially by humour. I will

“accept the absolutely grotesque if I can see it in a context
that makes it human,

Only then can he present “an authentic terror, one which you
cannot -dismiss as ridiculous or absurd.”*? Morris begins with
the mundane, with the syntax of the vernacular and reveals to
us, as he is so fond of saying, that “In the world of great fiction
nothing is so strange as the commonplace, the familiar.”** Think-
ing of a Will Brady, or a Bud Momeyer, nothing either is so
funny and pathetic, so grotesque and so ordmary, SO unnerving
and so authentically human.

It is Morris’s great distinction in Midwest letters that though
he is “a son of the Middle Border” he is also simultaneously the
inheritor of a European commitment to the novelist’s craft-and
of Lawrence’s noble sense of the novel’s vital importance in a
world where “ we cannot bear connectlon. That is our malady.”
To those who his fiction does “concern” we recognize that Morris
did not exaggerate when he claimed:

A successful passage in fiction for a brief moment completes
circuits that are usually broken, connects nerves and tissues

. we. didn’t know were there. We have the use, briefly, of
sensation, that are new, the tingling of life in a imb numb
with sleep

Keynes College, University of Kent Canterbury
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Wright Morris ’s Tfeatment of “My Kind of People” 133

4.

10.
11,

12,
13.
14.
15,

16.

17,

18.

19.

20.

2L,

22.

23.

The Works of Love, {New York: Alfred A. Knopf, 1852), pp. 175-177. All
page references in the text 'refer to this edition,

God’s Country and My People;, New York:  Harper and Row 1968) un-

paginated. The passage appears towards the end. It faces, appropriately, a
photograph of three makeshift, improvised mail boxes standing on a spot
which locks like a scrubby field rather than the side of a lane The home-
place of the vernacular awaits news from departed kin.

“I began to think about Brady in the mid-forties. . . , A few years before-,
my father had died in Chicago, and I was pondering his life and how little
I knew him. This Ied me to think about origins,” Conversations with. Wright
Morris ed. by Bobert E. Knolj, (meoln and London: University of Nebraska
Press, 1977}, p - -

“National Book Award Address March 12 1957 ” Cﬂuque 4 (Wmter 1961-

62), p. T4.

“The facing photograph is an anonymous city row-house, which because it
is seen in threequarter view and because the sidewalk cuts off into whiteness,
looks (to use Morris’s favourite phrase) both ‘in and out of this world.”

In his “The Writing of Organic Fiction’, Wayne C. Booth uses the phrase
“maimed woman” to describe Lois McKee of The Field of Vision and Cere-
mony In Lone Tree, and Moris acknowledges “That is the nght word
maimed” in Conversations, p. 99,

About Fiction, (New York: Harper and Row, 1975), p. 67.

Flaubert’s phrases. The Letters of Gustave Flaubert, 1830-57, ed. Francis
Steegmuller {Cambridge, Mass.: Harvard University Press, 1980}, p. 179,
Conversations, pp. 110 and 111, S .o
About Fiction, p, 138,

Conversations, p. T1.

One of three quotations on the flyleaf of The Works of Love is from Law-
rence: “We cannot bear connection—that is our malady.’

Conversations, p. T5.

The phrase “big things” is Wayne C. Booth’s Conversations, p. 77. Booth’s
lecture on ‘Form in The Works of Love’ reprinted in Conversations, (pp.
35-37) is a very fine appreciation of the novel,

Conversations, p. 77.

Conversations, p. 88. Morris’s remarks reflect his abandonment of the form
after One Day.

It is also no accident that Morris’s “multiple voice” fictions occupy only one
day, He is thus able to hold his characters to a horizontal time present in
relation to “narrative” and at the same time he can move “vertically” in
and through his characters’ consciousnesses and, in particular, their memories
of time past.

The phrase is Boyd’s in The Field of Vision (Harcourt, Brace and World,
Inc,, 1956), p. 155.

Ceremony in Lone Tree (New York: Atheneum, 1960), p. 70, p. 55. Al
page references in the text refer to this edition,

My discussion would be appropriate for scores of passages in Morris’s fiction
which speak through such (seemingly) ordinary, commonplace voices as
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29,
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Mr. & Mrs. Ormsby Man and Boy (1951); Mrs. Porter The Deep Sleep
(1953); the McKee's The Field of Vision (1958) and Ceremony In Lone
Tree; Laigi Boni and Wendell Horlick One Way (1965); Floyd Warner Fire
Sermon (1971) and A Life (1973; Madge, and Cora and Emerson Atking
Plains Song (1980)..

Eudora Welty, quoted on the back cover of the Bison paperback of One
Day, 19786.

The Letters of Gustave Flaubert 1830-1857, p. 179. Flaubert refers to his
struggle with Part II, chapter 3 of Madame Bovary.

Ibid.

Ihid.

Morris’s tentativeness can also perhaps be traced back to filial respect: “For

-my father, intimate knowledge -of another person was a form of forbidden

knowledge.” (Earthly Delights, Unearthly Adornments, p. 8). At moments
like this one realizes how Protestant Morris’s background was.

Lou and Oscar are presented as “little men” who seem to live only to ensure
Antonia’s position i¢ constricted and hopeless. In contrast “My Antonia™

. inspires the narrator’s pious wish to imitate Virgil and to be “the first to bring

30.
3l.
32.
a3,
34.

the Muse to my country” (My Antonia, Boston: Houghton Mifflin Co., 1918,
p- 264), That Mozrs avoids hoth zealous piety and withering scom is for
me a mark of his more just vision,

One Day (New York: Atheneum, 1965), p. 365.

Conversations, pp. 27-28.

Ibid., p. 17,

About Fiction, pp. 73-74.
Conversations, p. 119,

FROM CONROY TO STEINBECK: THE QUEST
FOR AN IDIOM OF THE PEOPLE IN THE 1930s

DoucLas Wixson

It has been many-years now since industrial workers were
common figures in American fiction. One of the best American
novels of the laboring man ever to appear was Jack Conroy’s The
Disinherited (1933). John Dos Passos called it “an absolutely
solid, unfaked piece of narrative.” Whit Burnett, editor of Story,
wrote: “It’s the nearest to an American Gorky I've encountered.
The Disinherited is a biography of most of America, pre-war,
war-boom, post-war, depression and awakening.”® Conroy’s cre-
dentials for writing American proletarian literature were impec-
cable. Conroy, the son of a miner in north-central Missouri who
was an official in the UMW, grew up in a mining camp, worked
in railroad yards and factories, and later edited The Anvil, a
magazine devoted to publishing descriptions of life in the fac-
tories, unemployment, and hunger, New writers like Erskine
Caldwell, William Carlos Williams, Nelson Algren, James T.
Farrell, Langston Hughes appeared in The Anvil. The worst days
of the Depression produced a crop of writers whose creative
fervor and spirit of rebelliousness would leave a permanent im-
pression on American literature. Their subject was experience:
what it was like to be a black in Alabama, jobless in Detroit, a
family on the road, on skidrow in Chicago. It was difficult to avoid
such experience in the early Depression. Fortune magazine ob-
served in 1932 that in the mining industry alone “1,200,000 souls
[are] dependent upon some 240,000 unemployed and distressed
bituminous miners, most of whom live in six states in regions
where coal mining is the only important enterprise, where mer-
chants are bankrupt, banks closed, schools without funds, and
once wealthy residents in actual want,”

135
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The Disinherited, as well as most of Conroy’s other work, is,
however, a great deal more than a chronicle of bad times among
workers in the 1930s; if it were only “proletarian fiction” it would
have perished long ago on the scrap heap of fiction dominated by
political ideology and fixed in moribund particularities. In fact
The Disinherited has come through eleven printings, has been
translated into many languages, and continues to be taught in
courses wherever there is interest in social realism, regionalism,
and documentary art,

Conroy’s The Disinherited is literary art of a particularly
American brand: it is rooted in American humor, the tall tale,
oral ‘narrative, popular tradition—and Whitman’s “democratic
vistas.” Like Whitman (and Emerson) Conroy identifies with
the common life; factory villages are as much a part of the whole
order of society as Manhattan avenues. Like Whitman too Con-
roy’s interest is in the native idiom, the common man’s speech.
Whitman wrote in his preface to Leaves of Grass:

" The English language befriends the grand American ex-
- pression. . .it is brawny enough and limber and full enough,
" On the tough stock of a race who through all change of
circumstances was never without the idea of political
liberty, which is the animus of all liberty, it has attracted
the terms of daintier and gayer and subtler and more ele-
gent tongues. It is the powerful language of resistance . . .
it is the dialect of common sense.

Conroy, like Whitman, captured in his art the rhythms and idioms
of the American language spoken by ordinary working people.
Like Twain he drew upon material from native legend and popu-
lar Jore.* Conroy created a new figure in American literature, the
migrant worker, a dispossessed Iaborer on the road in search of
a job, and with Iuck a new life. The collective experience of the
disinherited, Conroy showed, was not some isolated phenomenon
affecting a few unfortunates in society; rather it involved all
people, some through actual suffering, the rest because this experi-
ence entered into their imaginations, the effect of which would
have important consequences for American literature.

Similarly, the frontier experience had acted upon the imagina-
tion of the American people but with quite opposite results, The
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frontier expanded the American vista and created an Ameérican
myth of success gained through determination and luck. The
Depression, on the other hand, shattered this myth, calling in to
question the optimistic vistas of the American republic.” Both
experiences, frontier and Depression, had to do with fundamental
changes in the idea of community, and contributed a new popular
lore, a unique idiom, a myth, and a literature.. -

Conroy played a significant role in creating:a literature and
folklore that constitute an important legacy of the 1930s. Conroy’s
novels and short stories are not only grounded in native folklore
and popular tradition; he added to these traditions, most sig-
nificantly in the creation of an area of study called.industrial folk-
lore. Finally, Conroy’s two novels, The Disinherited and A World
to Win (1935), are closely linked to a great new American myth
that took shape in the 1930s, the search of a dispossessed people
for 2 new form of community. :

The first part of The Disinherited is set in a mining camp in
northern Missouri during the first decade of this century. The
actual Eagle Mine, as well as the one of Conroy’s novel, consisted
of a tipple and a semicircle of camp houses, at the extreme end
of which was Liam Byan’s Barroom, “a favorite haunt of the
miners.”® The mine manager was on friendly terms with his
miners who, despite unsafe working conditions (or perhaps be-
cause of them ), were relatively well paid. Most of the miners were
immigrants from Wales, Ireland, and England, who had arrived
by way of southern Illinois. They were veteran miners, skilled
in the traditional method which consisted of placing a shot,
digging out the coal, then hand-loading it into cars pulled. by
burros.

As late as the turn of th1s century near feudal conditions still
prevailed in certain mining regions of the Middle West. Indeed,
Conroy suggests this in his description of Monkey Nest, the
miners’ name for the Eagle Mine located near Moberly:

Cold and white like the belly of some deep-sea monster
incongruously cast out of the depths, the dump dominated
- Monkey Nest camp like an Old World cathedral towermg

over peasants’ huts. (p. 9)
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The. Disinherited describes the hand-loading era of coal mining
when little distinction existed between skilled and unskilled
workers. The shot-firer received an extra hazard bonus (and, like
Larry’s father, often met an carly death); but, in general, there
was no economic or social ranking among miners at that time,
Reflecting closely actual mining conditions The Disinherited por-
trays a close-knit, unstratified industry in a period when coal was
just beginning to compete with oil—and lose. The introduction
of machines, the jmportation of strike-breakers, and falling prices
of coal hasten the miners involuntary transition to alienated
factory work in northern cities.

When World War I sends young miners like Ed Warden to
France the breakup of Monkey Nest is already complete; only a
few scattered drift mines are still worked by individual miners
eking out a narrow existence. The Disinherited follows uprooted
Monkey Nest families into northern factory cities like Toledo and
Detroit to work on assembly lines in automobile plants—if they
are lucky. Unemployment grows steadily worse in the early
Depression until the tentative communities of displaced factory
workers in cheap real estate developments (with names like
“Rosewood Manor”) can no longer hold together. Henceforth,
the twice “disinherited” must drift as migrants in search of work
and a new community; or perish even as the timbers of the mines
they were forced to abandon are slowly crumbling,

Tn a qualified way Conroy’s Monkey Nest matches Herman R.
Lantz’s classic description of “coal town.” Lantz’s sociological
study of a southern Illinois mining village shows a community

poised between a vanishing frontier and an urbanized, popular $

society. Anglo-Trish and Italian immigrants have established pat-

terns that include a strong family life, communal spirit, and sense  §
of mining as a craft. Belonging to the frontier the mining cor- 3
munity exhibits the Jawless behavior of “wide-open” towns else-
where in the West, together with a cyclic pattern of economic

crisis and political radicalism. Lantz’s study treats the period

after 1914 when a growing sense of impersonality and resignation §
had began to alter the community’s traditional patterns, espe- j
cially its communal spirit. Smaller, more rural and isolated than j
Lantz’s “coal town,” however, Conroy’s Monkey Nest fits more 2
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closely Robert Redfield’s anthropological description of a “folk
society.”°

Characteristic of a folk society are the closeness of its con-
stituent families, their immediate contact with nature, and the
rich abundance of lore that springs from the contact; and the
communal life, In Conroy’s novel all these things are on the verge
of eclipse. Conroy, to borrow Granville Hick’s term for George
Gissing and Thomas Hardy, is a “figure of transition” recording
the conflict between change and changelessness.® Things are
passing even as the narrator in The Disinherited, Larry Donovan
describes them; economic downturns, industrialization, modernit;
touch even this tiny, remote community. From 1900 to about
1910, the period during which Larry is growing up in Monkey
Nest, mines were shut down as strikes throughout the mining
industry brought turmoil and scabs into coal communities. Work
conditions deteriorated quickly; accidents increased and pay
lowered as unemployed and inexperienced workers gravitated to
the mines in search of work. A scheme of payment encouraged
speed and negligence with respect to safety. After the strike
was broken strike-breakers settled in the community and union
members left for other occupations. Conroy describes these radi-
cal alterations, the disintegration of a rural folk community and
the rise of an urbanized mass culture in which members of the
older community must first find a job and beyond that a place in
the yet undefined new form of community.

Like D. H. Lawrence, Richard Llewelyn, Thomas Hardy, and
many other denizens of folk communities undergoing radical
transformations Conroy experienced the early stages of transition
to an industrialized society where mass culture competed with
and nearly extinguished older popular traditions.’* Monkey Nest
was still close to nineteenth century American popular tradition,
such ag the tall tale, frontier humor, popular legend, superstition,
and popular comedy, when Conroy was young. Lawrence rejected
l.the mining community of Bestwood, coming to recognize its
importance in his art only later in his life; Conroy, on the other
hand, never really broke away in spirit from his early experience.
Conroy’s writings chronicle the changes wrought in the people
who move from primitive folk communities such as Monkey Nest
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into the cities to find work in the factories. Rather than portray-
ing the eclipse of native popular tradition in the transition to
urban culture, as Hardy did, Conroy traces its re-emergence in
the factory, on the road, and in new fragmentary communities
wherever laborers struggled to maintain a life that was not totally
alienated from what they had experienced as children in com-
munities such' as ‘Monkey Nest. And by preserving, however
tenuously, their traditions and values nurtured in places -like
Monkey Nest they might preserve themselves from the effects
of rootlessness and alienation characteristic of the new urban
dispossessed. At least this is the message we perceive through the
figures of Larry Donovan who at the end of the novel returns
to Monkey Nest, renews his ties to the past and ventures forth
again to seek social and political change in the company of Hans,
a Liebknecht follower in the Spartacist Revolt of 1919.

In many important ways Conroy’s work as a novelist is the
literary equivalent of work undertaken by folklorists, notably
George Korson, in their search to capture the last survivances of
native folk culture. In 1926, when Conroy was first formulating
the shape his own work would take, Korson’s first mining folklore
research appeared in the United Mine Workers Journal, followed
soon after by his classic study, Minstrels of the Mine Patch, and
in 1943, Coal Dust on the Fiddle. In his study of Pennsylvania
mining communities Korson concluded that miners were folk
since “(1) Their songs behaved like folksongs. ‘Their homespun
ballads spread in the charactertistic way of folklore. . . . The
songs and ballads which sprang from_the soil of the anthracite
coal region have in them the crude strength, the naturalness and
the freshness of things that grow out of the earth’. (2) Miners
were isolated in remote villages, set apart by harsh, dangerous
work, and they retained an old life-style.”** A limitation on
Korson’s work, which brilliantly gathers together the legends,
superstitions, customs, songs, and ballads of miners, is that beyond
seeing industrialization as a threat and reason for the decline of
folklore he was unable or unwilling to recognize its transforma-
tions in urbanized milieus. What he viewed as commercial, or
linked to radical ideologies, he rejected out of hand. Conroy, on
the other hand, perceived the messages in the folklore and experi-
enced first-hand the symbiosis of folk and mass culture. Rather
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than dismissing new forms of popular expression he saw that some
exhibited the vigor, freshness, and directness of the folk experi-
ence he knew from instinct. The Disinherited abounds with min-
ing and railroad lore as I have already indicated; but the popular

culture of ‘the dispossessed workers in the cities appears with

greater frequency and power after the first part of the novel
when Larry Donovan leaves Monkey Nest, spends a brief stint
in the Wabash railroad shops, where the lore and language are
rich and traditional, and then joins the millions of jobless on the
road, seeking a new life in some distant factory city.

Several currents flowed together in the early 1930s—as Conroy
was gathering material in factories for his writing—which would
alter radically the mainstream of American literature. Arlin
Turner, the late American literature specialist, tells us about a
new ingredient in American letters: “It was about 1930 that
Constance Rourke, F. J. Meine, and Napier Wilt discovered the
native humor and began dusting it off for others to study, notably
Walter Blair, who followed second in what has become a dynasty
of scholars working in this humor in Chicago.”* While folklorists
gathered materials Lewis Mumford, Howard W. Odum, B. A.
Botkin, and others were defining the nature of regionalism and
beginning to bring attention to literature, folklore, and art rooted
in place and local particularity. In Missouri, Conroy’s contem-
porary and friend, Thomas Hart Benton, was at work studying
the “American Scene.” “By 1931” Matthew Baigell writes, “the
desire to find American roots for an American art culminated in
a determined search. That year the term ‘The American Wave’
was coined to describe both a movement and an attitude working
toward -an art which could express without foreign influence the
spirit of the land.”* The Depression gave impetus to regionalism;
it forced writers to stay at home; then recovery measures under
the New Deal, such as the Works Progress Administration, paid
them to re-evaluate their regional and national identity. State
guidebooks, mural art, and collections of oral history and folklore
resulted from New Deal art and writers” projects. Like Twain
and Melville before them, Benton and Conroy understood that
America is' a land where work is, in Irving Howe’s words, “the
ground of character, the shaper of life.””* While Vance Randolph
collected songs and ribald tales in the- Ozarks, and B..A. Botkin
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published his annual Folk-Say, Regional Miscellany from Norman,
Oklahoma—two men who were to play a role in Conroy’s life and
work—Conroy edited The Anvil from his rural address in Moberly,
Missouri. In an effort to help create a working-class literature
Conroy sought authentic portrayals of the dispossessed who la-
bored in Southern cotton fields, in Detroit and Toledo auto fac-
tories, Des Moines steel mills, and Hannibal rubber heel plants.
The American literary mainstream of the 1930s experienced an
awakened interest in the common man’s lot, the small town, and
regional particularity, such as shaped the work of writers in ob-
scure towns like Moberly and Oxford, Mississippi.

Conroy went into the factories again in 1938 when Nelson
Algren helped him find a job on the Illinois Federal Writers’
Project in Chicago, whose head was John T. Frederick, a regional-
ist and scholar and former editor of Midland magazine. Partici-
pating in a “Staff Conference in Industrial Folklore™ in July of
1939, Algren and Conroy proposed a collection of industrial folk-
lore, similar to These Are Qur Lives which the Southern F.W.P.
had recently published.’ The proposed volume was never com-
pleted, owing to the dismantlement of the Project when war came,
but Conroy’s fieldwork, often conducted in bars on North Clark
Street where workers gathered, did appear in B. A. Botkin’s
A Treasury of American Folklore in 1944. Further, it provided
material for very successful children’s stories, such as The Fast
Sooner Hound, which he wrote in collaboration with the Black
novelist, Arna Bontemps. Conroy never abandoned the spirit of
community and cooperation nurtured in the coalfields.

Following his dispossessed worker along the highways and
in boxcars to the factory cities Conroy showed that myth-making
and tall tale telling continued in industrialized America wherever
men felt the urge to entertain with stories that would stretch the
imagination of their fellow workers and introduce an element
.of play in monotonous jobs. Conroy’s industrial tales place the
backwoodsman, to use Constance Rourke’s expression, in the fac-
tory. Davy Crockett becomes the “Sissy from Hardscrabble
County Quarries”; Sam Patch is transformed into “Eddie La Breen,
the High Diver,” and so forth. Humorous characters, drawn after
native American models of frontier humor, had earlier appeared
in Conroy’s work as I have tried to indicate. The “Barker” of
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The Disinherited is a rootless migrant worker who puts the bite
on auto workers. “I got a $75.00 pay waiting for me out at Flint,”
he says.

but I'm damned near deadbroke. Got hi-jacked in a joint
in Hamtramck. I just lack two-bits of having enough car-

. fare to get home. If youll lend me the guarter, I'll send
you a dollar by mail. First time I ever had to do this. I've
been walking up and down here trying to screw up courage
to ask somebody.”

The Barker is one of the “rootless drift” (Rourke’s term) who
follow in the wake of the itinerant factory worker. Such charac-
ters were part of the American scene in the Depression, just as
“scalawags, gamblers, ne’er-do-wells, small rapscallions, or mere
corncrackers” had been in the frontier.'8

But a more important contribution to American letters, or at
least one that has left a more profound impression on American
life, was Conroy’s creation of the migrant worker as.a memorable
figure in American literature of the 1930s. The Disinherited antici-
pates Constance Rourke’s appeal for a literature as native art
which through the use of the “environmental subject” would
help our culture define itself.’* Rourke argued that the “center
of growth of any distinctive culture is to be found within the
social organism and is created by peculiar and irreducible social
forces.”® The migrant worker, the road, the quest for a new form
of community that would not altogether efface the best elements
of the old, these are Conroy’s contribution to a new subject-matter
in American literature shaped by the social forces and native
cultural traditions of the 1930s.

The Disinherited describes the breakup of an older, close-knit
community and traces the course of workers to northern factory
cities where they are eventually laid off and forced in the initial
years of the Depression to make their way back home on the
road as best they can. Conroy writes:

As the factories closed or cut their forces and hours, the
exodus from the city increased in volume. We lived by
the Chicago pike, and had nothing better to do than to
watch the procession pass. Some in shiny new sedans but
more in asthmatic antiques, creaking under burdens. of
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furniture, bedding, lares and penates, children, and even
Kentucky hound dogs, their long ears flying like banners
in the breeze. (p. 224)

By the time Conroy wrote A World to Win (1935) the migrant
worker was a common figure in the landscape of the Great
Depression.

A World to Win describes a migrant family, packed into a
deteriorating Model T, gone West to search for work, leaving
behind ugly factory cities and decaying mines. In Utah the family
finds temporary work in beet fields owned by a Mormon bishop
who describes the dispossessed Missourians thus:

Transients. They came in this morning and I hired ‘em
to help in the beets.” Better than hirin’ Mexicans, I reckon.
Plenty of the saints need work, but most of “em are too
lazy to work in beets. Besides, the woman needs to see a
doctor. They've five children with them, and they can work
in the beets the same as the Mexican children, I guess.
That’s the way lots of the white families work it when they
want to lay up a nest egg for the winter. Only the two
littlest ones would only be in the way and ruin more than
they’d thin.?*

Terry Hurley, the father of the migrant family, has two sons,
Robert and Leo, whose paths divide after childhood, remain
separate owing to conflict between the two half-brothers, and
finally join again as-a result of circumstances at once grimly real
and humorously ironic. While Leo looks for work in the West
with his family, Robert hopes to become a writer, frequenting a
bohemian milieu in St. Louis. Leo fails to get work and Robert
does not become a writer; but both succeed in realizing a more
significant purpose during the bleakest years of the Depression:
a spirit of “brotherhood” and unity that extends beyond to people
like themselves everywhere. The most striking passages in the
novel concern the Hurleys’ experiences as migrant workers in the
West. As such, A World to Win bears comparison with Stein-
beck’s The Grapes of Wrath, which realizes artistically the great
potential Conroy’s story of “fivver tramps” held as subject-matter
for modern mythmaking.

i
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Conroy’s novel takes the Hurleys (Terry, Leo, Leo’s wife Anna,
and their five children ) west in the Ford to California, supporting
themselves by odd jobs wherever there is work, but unwilling to
scab in a Butte mine. Following a rumor of work in California
Jettuce fields the Hurleys arrive only to find a strike. Unlike the
Joads the Hurleys still have a home, no mattexr how hopeless, to
which they may return. Conroy writes:

They saw the vigilantes rounding up strike leaders and
sympathizers into a cattle car for shipment out of the state.
Trying for odd jobs, desperate, trying to get back to Green
Valley, the only place they knew to go now, and all the
time Anna nearing her hour. (p. 292)

The quest of Conroy’s migrant workers for employment in the
West turns into an anxious retreat to Missouri in the feeble
Model T. The Hurley’s flight homeward, like the Joad’s odyssey
West, is an account of unwelcomes in small towns, a gasping and
wheezing engine, grim circumstances and courage. Anna, like
Rose of Sharon, gives birth to a stillborn child, but then dies
cruelly in a ditch. By accident Leo joins in a protest march and
becomes a fugitive. Like Tom Joad he discovers a purpose in
helping his fellow unemployed workers. It is interesting to com-
pare Leo’s newfound purpose with Tom’s declaration to Ma Joad.
Leo says,

Some time we'll go down to the city halls ever'where, and
we'll go inside ¥ stay. We won’t come ouf no more, and
then women won’t have t’ die in ditches like my Anna did.
If she was the only one, I'd say it didn’t amount t' so much
only t me and her and her children that’s left without ’er.
But they ain’t nothin’ just or right about a world that lets
such things go on. But they’s millions like Anna was and
like I am, and we ougn’t t’ never stop fightin’ long as such
things keep on. And we won’t. (p. 337)

Tom Joad: (p. 337)

I'll be everwhere—wherever you look. Wherever they’s
a fight so hungry people can eat, I'll be there. Wherever
they’s a cop beatin’ up a guy, I'll be there. If Casy knowed,
why I'll be in the way guys yell when they’re mad an’—
T'll be in the way kids laugh when they’re hungry an’ they
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know supper’s ready. An’ when our folks eat the stuff they
raise an’ live in the houses they build—why I'll be there.2

Despite the remarkable similarities in their conversations Leo re-
veals none of Tom Joad’s perception of a higher faith in or
identification with “the people.” The people whose cause Leo
takes up are simply others like himself and Anna. Steinbeck’s
version of “the people” is mystical, idealized. Conroy’s is forged
on the anvil of lived experience. Steinbeck’s art occasionally runs
the risk of sentimentality; Conroy’s art employs realistic methods
that juxtapose folk imagination, vernacular expression, literalism,
and grotesqueness. Apart from the less distinguished, often pure
“road documents” of Nathan Asch, James Rorty, and others,
Conroy’s depiction of the migrant worker on the road was the
most compelling and significant antecedant of Steinbeck’s to
appear before The Grapes of Wrath in 1939.

All great social and economic upheavals in the past have
caused itineracy; indeed the picaresque novel was born in such
circumstances in 16th century Spain.?® As early as 1892 a folk
poet named Sam Walter Foss celebrated the disenchanted worker,
disappointed in his search for work in the city.** The “Wobblies”
in the early part of this century made the itinerant laborer a topic
of folksong and ballad.?® Dorothea Lange’s and Walker Evan’s
photo documentation of the migrant worker in the 1930s are
viewed today as art; yet the suffering the Federal Security
Administration photographers attempted to record was intended
as social realism, not as a matter for a detached aesthetic.?®* Con-
roy’s genius lay in recasting the quest theme of the dispossessed
out of native materials, Steinbeck lifted Conroy’s itinerant
worker into the realm of myth and epic, a dispossessed people in
search of a new life and a new community in Caanan.>” Conroy
had taken the road before Steinbeck to portray through literary
narrative the idiom and experience of the American worker.

H. L. Mencken had early recognized the power and authen-
ticity of Conroy’s writing, publishing his stories alongside those of
another young author who sought an authentic idiom and myth
for his people, William Faulkner. Given his own considerable
work on the spoken American language Mencken was doubtlessly
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impressed by Conroy’s use of language which draws upon the
resources of orality characteristic of a folk society and working
class milieus. In the manner that Benton reworked native ele-
ments in his American Scene paintings Conroy refashioned speech

- to symbolize everyday events and the lives of ordinary people

within a social context. Mencken’s influence on Conroy was to
correct an inclination toward orotund phrases, lapses into stylized
literary diction drawn from his early admiration of Macaulay
and Browne. Apart from these occasional stylistic incongruities
Conroy’s language was so effective that contemporary critics,
when The Disinherited first appeared, praised the novel for its
vividness and truth. “In remarkably vivid prose,” John Chamber-
lain wrote in The New York Times,

the world of the working stiff jumps at you from the pages
of The Disinherited, carrying with it the smell of burning
chemicals, of cheap gin mills, of flop houses, the sound of
rasping saws, the discomfort of cold winds off Lake Erie,
the troubles of second-hand cars and of shoddy love. affairs
snatched at whenever one is not too tired from the daily
grind.28

When The Disinherited appeared again in the early 1960s in a
new edition Warren Beck, a Faulkner specialist, wrote:

The workers seen in this novel are patient yet not without
dignity, resilient under disaster, genial and helpful to
companions who lived with them. They seem more real
than Steinbeck’s or Dos Passos” commoners, less forced into

thematic melodrama, more representative of a sturdy indi-
vidual life, . ., .**

While Steinbeck was writing The Grapes of Wrath Conroy
gathered new materials for a study of rural migration of workers
to the cities. His search for authenticity of expression and experi-
ence inevitably led him into documentary art3® As if to refuse
the temptation of fiction Conroy accepted a Guggenheim in 1935
to study the Negro’s flight to Northern industrial cities. Teaming
up with Arna Bontemps while on the Illinois Writers' Project
Conroy wrote They Seek a City (1945) which later revised and
expanded became Anyplace But Here (1966). Conroy’s natural
sympathy lay deeply with the people, not “the people,” He could
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not ignore the fact that their homelessness contmued to be a social
fact and that the blacks probably suffered more than the whites.
. Life and work are one for Jack Conroy; and this fact alone no
doubt steered him in a course away from literary. narrative after
his second novel, A World to Win. Circumstances were such that
Steinbeck carried the migrant worker to. greater literary recog-
nition than did Conroy. What we have, nonetheless, in The Dis-
inherited, A World to Win, and his short stories are great and

lasting artistic achievements.®
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. THE WESTERING EXPERIENCE IN FULTON COUNTY,

INDIANA: A HISTORICAL STUDY IN MIDWESTERN
AMERICAN CULTURE '

RoBERT GLEN DEAMER

There are two major sources for the study of the cultural
history of Fulton County, Indiana. In 1909 a newspaper editor,
Marguerite L. Miller, of Rochester, Indiana, was inspired to
collect personal narratives by Fulton County pioneers. She then
printed these narratives in a two-volume book which she titled
Home Folks: A Series of Stories by Old Settlers of Fulton County,
Indiana. One other personal narrative by an original settler,
Benjamin C. Wilson, was printed in the Rochester Union Spy in
1875, and has been reprinted by the Fulton County Historical
Society. In addition to these stories by early settlers, the student
of Fulton County’s cultural history now has a volume of sixty-six
family histories titled Fulton County Folks, published in 1974
and written, for the most part, by members of the various fami-
lies.! While the material in these two books is not as extensive
as one might wish, it does provide the essential story of Fulton
County from its first white settlement in the 1830s; and, placing
the books side by side, what one really has are two sets of
memories: memories of nineteenth-century Fulton County and
memories of twentieth-century Fulton County. To study the
memories recorded in these two books, and to compare the two
books, is, as I hope to show, one effective way of discovering
some of the root-values in rural Midwestern culture and of gain-
ing a sense of the quality of life, past and present, in a fairly
typical Midwestern county.

I should perhaps state at the outset that I tend to be negative
about Midwestern history and culture. I believe that Warren
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French is right when he describes the Midwest as “a culture that
has always piously overprompted itself and produced little that
creates any sense of the central role of sacrality in expanding
human experience.”® And I have found nothing in Home Folks
or in Fulton County Folks to abuse me of this view. With rare
exceptions, the stories told and the sensibilities revealed in both
books are startlingly devoid of truly cultural values. I mean by
this that there is no evidence in either book that Fulton County
“folks” ever formed a meaningful relation either to the land
which they sought or to one another as members of an integral
society. The evidence is quite the opposite. As such, what these
books actually attest to is the failure of Midwestern culture—or,
at least, the cultural failure of one Midwestern county.

That failure began with westering, with the American dream
of building a new, better, freer life in a virgin land. The westering
experience in Fulton County is of course recorded in Home Folks.
There is, however, a significant, unintentional irony in the very
title of this book—for most of the Fulton County settlers were
not home folks in any truly westering way. As Max Westbrook
has pointed out, the founding of a home is potentially, ideally a
sacral act, and it is the defining act of American westering: “A
home . . . represents for the sacred man the ordering of one’s
family under God; and the founding of the home is comparable
to God’s original act of bringing order out of chaos. To the
profane man, a home may represent [solely] a financial invest-
ment. . . . To found a home in a sacred way is to tap primordial
energies—within one’s self and within the universe—and to relate
the home to the real. To consider a home an investment is to
serve profane values, to divide one’s self from regenerative con-
tact with the original.”® Coming into a new country, building log
cabins in the virgin wilderness, the Fulton County westerners
were of course fronting a unique chance to found their homes
and to relate to the land in a sacred way. At the very same point
in our history an archetypal American westerner, Henry David
Thoreau, was doing exactly this at Walden Pond.* And at least
one Fulton County family, the Rannells—who left Virginia
because they found slavery intolerable—were also doing so.
“[Flreeing his slaves and pushing out into a new country, “The
Great Republic of the West,” as he was wont to call it,” William
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Rannells built a “house of logs, such as was generally found in
the far west in those days [1838].” By 1842 a new “house was
finished—large, substantial, and the counterpart, as far as pos-
sible, of the old home in Virginia.” The story of the Rannells—
which contains vivid and affectionate memories of both a daughter

~ and a grandson of William Rannells—makes it clear that westering

for this family was indeed meaningful. They founded in Fulton
County a Southein, family-centered, genial, truly cultured way
of living—minus the slavery which they had repudiated.

With the exception of the history of the Rannells family,
though, the homesteading recorded in Home Folks was darkly
willful and acquisitive—profane rather than sacred. Most of the
Old Settlers™ stories show them viewing their relation to their
new homes and to the new land solely in terms of economic
aggrandizement. For this they should perhaps not be blamed
too harshly, since a goading pressure for economic success is
part and parcel of American democracy; and I am not suggesting
that these settlers should have been as conscious of the spiritual
possibilities of westering as the man who—unknown to them—
was just then building a hut at Walden. But I am surprised, even
disappointed, by the absence of any sense of novelty or excite-
ment or exuberance in their accounts of the westering experience.
“The country was new,” says Job V. Pownall; “therefore a wilder-
ness and swamps. We therefore contracted ague, and had it to
our satisfaction.” This seems to be about all that the Old Settlers
thought about the newness of the country. And the references
to the actual homesteading experience—clearing the land, build-
ing log cabins—are equally vapid. William A. Waxd, for example,
does not find the experience even worth writing about: “To go
into the details of constructing a home, clearing land and the
many privations sustained by my people, would lengthen this
effort too much.” Benjamin C. Wilson does describe the home-
steading process, noting very matter-of-factly that “We settled
right in the woods; not one foot of land was cleared on our claims
prior to our coming.” But all that he really cares to emphasize
about this experience is how hard it was: “I want to say just here
to those of the present time [1875] who are complaining about
hard times and the hardships they are enduring in order to get
a start in the world, that you have not yet taken one lessen [sic]
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in hard labor or experienced any such thing as hard times.”s
Again, I have no wish to deny that homesteading was hard, but
it seems to me that, with only a little imagination, it could have
been something more, too. It is clear that these settlers did not,
like Thoreau, go to the woods because they “wished to live
deliberately, to front only the essential facts of life”; and it is
equally clear that, living in the woods, they did not experience
the “forest-change” which Frederick Jackson Turner so fondly
proposed as the essential characteristic of frontier life. They
knew what they wanted—land ownership, economic aggrandize-
ment—before they reached the Fulton County frontier, and they
never wavered in their wholehearted dedication to this major
goal. The constant theme—the fundamental value—in both Home
Folks and Fulton County Folks is “Progress.” As such, both books
abundantly illustrate the truth in John Ditsky’s reminder that
“we have created this our culture almost exclusively out of the
matter of male intellectuality, a raw and rugged assertion of will
like the firearm over the fireplace.”™

Westering in this sense, as an assertion of will merely, leaves
no room for transcendence—for the impulse toward spiritual
renewal and rebirth which lies at the heart of America’s westering
dream—or for the creating of a cultural landscape, a vibrant,
living sense of place. None of the settlers seem seriously to have
wondered about themselves in relation to the virgin land: they
wanted simply to make the land productive and themselves pros-
perous. Although he was “not quite six years of age,” George
Perschbacher “walked every step of the way from York county,
Penn., to Indiana.” Eventually his father “bought eighty acres
north of [the] Tippecanoe river. . . . It was a dense forest,
covered with tall timber of beach, walnut, oak, [and] ash.” When
George, his older brothers, and his father finally reach their new
home (1845), the essential reason for their long journey is sud-
denly and starkly revealed: “We were well pleased for it was
the first foot of real estate [that] we [had] ever owned.”® Like
most of the Fulton County settlers. Perschbacher speaks from the
self-satisfied, sharply limited point of view of one who has Made
It, successfully homesteaded, in a new country. There is, no
doubt, something to be said for a fierce determination to survive
and to prosper—but successful homesteading alone can not, and
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did not, create either an admirable culture or a cultural land-
scape. Take, for example, the settlers’ attitude—often inimical,
rarely more than indifferent—toward the wild animals in “what
was then called Tippecanoe country.” “I have seen from two to

~ three deer in a drove,” says Perschbacher, “but as there were no

hunters in our family, they were of little use to us.”™* Or: riding
horseback, Jonas Myers’ father discovered a black bear—even then
(1839} a rare sight in Fulton County. “Ie called a dog which
chased the bear up a tree. Securing a club, Father climbed the
tree and struck the bear on the head, and when it fell to the
ground, the dog killed it.”*# No mysticism, no mythology in Fulton
County about Old Ben or about the spirit of the wilderness!

I see the problem here as the one which Max Westbrook has
analyzed in his stimulating book on Walter Van Tilburg Clark:
American democracy, with its “awesome demands” for personal
responsibility and personal success, places the individual “in a
profane rather than a sacred relation to his world.”® This was
clearly the case in the settlers’ attitude toward their new home,
the new land, the new landscape. It was even more clearly the
case in their attitude toward the original inhabitants—the Pota-
watomi Indians—of Fulton County. For the evidence is strong
that—as earnest and earnestly progressive democrais—the set-
tlers were compelled, blindly compelled, to transform Fulton
County into an image of the prosperous agricultural Garden that
they remembered having left in New York or Pennsylvania or
Ohio. And this meant that the closer-to-home image of The Old
Northwest as “territory,” Indian territory, had to be changed. It
quickly was.

I shall never forget [says William A. Ward] with what deep
regret I witnessed my red brethren bunched together and
driven like cattle from their native land, to a place selected
for them by the Government, beyond the “Father of
Waters.” Among them were my boyhood playmates and
staunch friends, whom I regarded with brotherly affection,
and who held a friendship for me equal to kinship. Out of
their kindly disposed feeling for me, they had offered me
gold and enough land to make me a wealthy man, had I
taken advantage of them, which I am glad to say I refused
to do, notwithstanding that I was repeatedly urged to ac-
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" cept their generous offers. They were gathered together,—
the chief [Menominee, who had been bound hand and foot
and thrown into a log jail atop a wagon], braves, squaws
and old men—some walking, some on ponies, some in
wagons because [they were] too old to walk, and sta_rted
westward on their long journey. For more than a mile I
followed them out of town [Rochester] fully determined
that T would go with them, my mother following and as
much determined that I should return home.**

Ward’s regret is genuine and causes his writing suddenly to gain
impressive strength; but his sorrow could neither appease the
disgraceful, tragic event nor alter its cultural consequences-for
Fulton County. The event—which Ward witnessed as a mnine-
year-old boy—was, after all, the infamous Trail of Death (1838)
during which the last of the Potawatomi in Marshall and Fulton
counties were driven single-file through the small frontier town
of Rochester, and all the way to Kansas. Ostensibly, this march
West was in accordance with a legitimate treaty—one which
Chief Menominee had not signed in the first place; in actuality,
it was the consequence of the settlers’ insatiable greed for land.™
This image of the Potawatomi being marched through the frontier
settlement stands, then, at the threshold and at the heart of Fulton
County’s history—an image that haunts Fulton County “fo’lks” to
this day; an image that residents with roots in this county’s past,
myself included, would like to forget, and cannot forg?t. WlthOut
necessarily accepting the ontology of D. H. Lawrence's view that
“the unappeased ghosts of the dead Indians act within the uncon-
scious or under-conscious soul of the white Americans, causing
... the Orestes-like frenzy of restlessness in the Yankee soul, the
inner malaise which amounts almost to madness, sometimes/[,]”
or that the American landscape “is full of grinning, unappeased
aboriginal demons,”® one can see very clearly that the removal
of the Potawatomi is the crucial event, a watershed, in t_he his-
tory—social, economic, cultural—of Fulton County. I mean by
this that the Indian removal left the settlers alone and free to
pursue the commitment to cash-crop farming, to business, an'd
to Progress which was their forémost reason for coming West in
the first place. Their urge to change the “territory” could now
be gratified withoﬁt resistance; a profane, and typically Mid-
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western, attitude toward land—agriculture as business—would
be permanently established.

Indian removal achieved, westering—such as it was for these
Midwestern pioneers—ended, there is not much more to be said
about Fulton County. What we have, again, is the poverty of

" a culture with no impulse toward transcendence, toward, that is,

a truly westering experience. Thoreau went to the woods “to
transact some private business” related to “the importance of a
man’s soul and of to-day”; but the Fulton County pioneers went
to the woods for business, indeed. Not surprisingly, then, in
1875 the oldest living settler, Benjamin C. Wilson, gave a pep-
talk to the fellow citizens of his county, assuring them that “It
is progress and improvement that makes wealth” and that “There
is . , . a future for Fulton county that we know not of, in which
the coming generation will far excel the present in wealth and
personal enterprise.” Indeed, “If we could have even at this late
day a through-line railroad, Rochester would soon hum with
manufactories and general industry, the population would be
doubled in a remarkably short time and citizens who are now
worth hundreds of dollars could count their wealth by thousands.
The farmer would find a direct market for all his produce, and
for his wheat, corn, oats, potatoes, etc., he would receive the same
prices paid at other county towns. Not only this but his farm
and timber land would be increased in value from 25 to 50 per
cent.”” Wilson’s dream-image of Fulton County as a wealthy,
progressive agricultural and industrial—as opposed to a truly
agrarian—society is, historically, a central myth of Midwestern
American culture, a myth that he dwells upon lovingly. For
only “Those who have had the experience”—he claims—can
“comprehend the change that [Fulton County] has passed through
from a howling wilderness, possessed almost exclusively by savage
Tndians, who practiced all manner of barbarities, to a fertile
county, inhabited by a moral, intelligent, wealthy and progres-
sive- people.”*® True enough, perhaps—but Wilson’s astonishing
lack of insight into the moral and cultural realities of the very
history that he helped to make does not speak well for the quality
of the westering experience in Fulton County.

And we are living with the legacy of this experience—a
bitter heritage. Perhaps our present vapid, secularized, atomized,
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commerce-oriented society can not be traced solely to the failureg
of our first settlers; but they did begin a tradition of cash-crop
farming and economic individualism which, in the American
Midwest, has yet to be changed. The record of this impoverished
heritage, for Fulton County, is Fulton County Folks. Here are
the up-to-date stories of the most prominent Fulton County
families, and there is simply very little in all of these stories of
any real interest or importance: no fresh experience to be related,
few lives of a quality that compells or inspires. How can there
be when the values by which a people lives are still those which
Benjamin C. Wilson urged them to pursue: business, progress,
wealth? Home Folks has the intrinsic interest of having been
written out of the actual westering experience: Fulton County
Folks is only, as I have said, the record of the failure of this
experience. One thing that Fulton County Folks does, though, is
to illustrate Frederick Jackson Turner’s insight into one aspect
of the American “wilderness experience”: it bred the ideal, the
myth of the self-made man.'® This is what, on the evidence, still
moves, still motivates the people of Fulton County. Everywhere
in Fulton County Folks there are proud references to certain
self-made men—~farmers, merchants, businessmen, doctors—and
indeed some of these stories are, in themselves, quite remarkable.
But we have long been aware of the cultural limitations of the
self-made man, and of a society committed solely to this ideal ®
One is reminded of Santayana’s observation that a truly attractive
culture requires “the love of a certain quality of life, to be main-
tained manfully”; that “the prize of life [is] worth winning, but
not worth snatching,”?* This is what most of the fixst settlers
forgot when—seeking land ownership more than they sought a
new landscape or a new life—they came into Fulton County;
and this is what most of the people of Fulton County, trapped in
the Midwest’s myth of progress and economic success, seem still
to forget.

If we are going to talk seriously about the culture or the
cultural heritage of the Midwest, it seems to me that we are
going to have to get back to the quality of individual lives, For
the people of Fulton County this would mean remembering that
at least one pioneer, William Rannells, did not come to the county
solely for land; or that a struggling doctor, Winfield Scott Shafer,
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not only visioned but actually founded Rochester College; or
that Marguerite L. Miller single-handedly preserved their early
history in Home Folks; or that Col. Isaac Washington Brown
dedicated his life to working and speaking for the saving of
‘birds. “It is this life of the individual, as it may be lived in a
given nation, that determines the whole value of that nation,”
as Santayana said; “and America will not be a success, if every
American is a failure.”” The same is true of the American Mid-
west.? ' '

Rochester, Indiana
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211,
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BARTON+ FREDe THE DEATH OF THE SAJLOR®S WIFE. {PCEYRY) GREAT LAKES REVIEW, S (WINYER 1979},
T6e

BASTING: ALAN: FARMING AND THE ROOSTER*S DENi PUTTING THINGS TOGETHER. {PLETRY) GREAT LAKES
REVIEW: & (WINTER 1979}, 7i-¥2.

BATES, BETTY. MY MOM. THE MONEY NUT. (NOVEL} NEW YORK: HOLIDAY HOUSE. 1979

BAUERs DOUGLAS. PRAIRIE CITYy IOWA. (BIOGRAPHY):(ESSAYS) NEW YORK: PUTNAM'S., 1979, [IONAl.
(PRAIRIE CITY, IOWA).

BAYENCLs CAMPBELL, SOUNOING THE SILENCE: HISTORYs (POETRY) PRAIRIE SCHOONERs 53 (SUMMER 1979).

120

BAXTERs CHARLESs THE HART CRANE PCEMSa (POETRY) MINNESOTA REVIEN, 13 (FALL 1979} 40, [(CRANE.
HAART) «

BEASECKER+ ROHERT ANO PADY. DONALD EDITORS. ANNUAL 8IBL1OGRAPHY OF MIDMESTERN LITERATURE:
1977 (BIBLIOGRAPHY) MWIDAMERICA & {1970). 160-81.

BEASLEY+ CONGER JR. OVER DESOYD'S BOWES. (PCETRY) B801SE. IDAHO: AASAHTA PRESS+ 1979

BEHM, RIGCHAROs MDVINGi HOMECOMING. (PDETRY) COTTONWDQD REVIEW, NO. 2@ (PALL 1979} S5—6.

BEIDLER., PETER G+ AND EGGEs MARION F. YHE AHERICAN INDIAN IN SHORT FICTION. {FICTIGN).
(NOVELS) METUCHEN: NJ: SCARECRGW PRESS, 1979

BELLOMW; SAULs A SILVER DISH. (FICTION) NEW YORK: ALBONDGCAMY PRESSy 1979«

BELLOW. SAWL. NOBEL LECTURE. [ESSAYS} NEW YORK: TARG EDITIONS, 1979.

fHELLOW,: SAUL<}e ANTI-SEMITISM AND PERSECUTION COKPLEX: A COKMENT ON SAUL BELLOW®S THE VICTIM.
&y NILSEN: HELGE KORMANNs {CRITYICISM) ENGLISH STUDIES: &0 (APRIL 1979), 183-9f.

{BELLOWs SAULa)e BELLOW*S MOSES HERZOG. 8Y GOLDMANs LIELA (CRITICISH) EXPLICATOR: 37 (SUMMER
19790+ 264

(BELLOW, SAUL.). BELLDW'S ALTERNATIVE TO THE WASTELAND:Z ROMANTIC THEME ANC FORM IN HERZOG. BY
CHAYKEIN, ALLANs (CRIVICISM) STUDIES IN THE NOVEL, L1 {FALL 1979), 226-37.

(BELLDOW: SAUL.). CONSCIOUSNESS FILLS THE ¥OID: HERZIOGy HISTORY. AND ¥HE HERG IN THE MODERN
WORLDe« BY MELLARDs JAMES Ma [CRITICISM) MODERN FICTION STUDEIESs 25 (SPRING 1979},
TS—91+

(HELLOW, SAULs). CRIFICAL ESSAYS ON SAUL BELLOW. 8Y TRACHTENBERGs STANLEY EDe (CRITICISM),
(ESSAY5) BOSTON: GeKs HALLjy 1979.

{BELLDOW. SAUL.). JEWISH AND HUMAN SURVIVAL ON BELLOW®*S PLANET. BY WIRTH-NESHERs: HANNA AND
MALAMUT » AMOREA COHEN. {CRITICLSM) WNODERN FICTION STUDIES, 25 USPRING 197S)s 59-T4.

IBELLON, SAUL.}e SAUL BELLOW: HUKBCLOT'S GIFT==THE CONEDY OF HISTORY. BY NEWMAN. SADIE.
{CRITICISM} OuJy T2 (DECEWBER 1979}, 79-87.
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(DELLCW,s SAULedw SAUM. DELLOWS IN CEFENSE OF MANe BY CLAYTONy JOHN JACOB. (CRITICISMY).
H & UNIVERSITY PRESSs 1979
(ELE:;:E“;:SI‘.’?;‘- :’::l::‘l’ OF DR. TAMXENZ MATTER AND MAHNER IN SEIZE THE DAYs BY MOAAHG: GILEAD,
(CRITICISM) MODERN FICTION STUDIESs 25 (SPRING 1979}: 103-16.
fOELLOM. SAULs)« THE BALANCE SHEET OF LOVE: MUNEY AND ITS MEANING IN BELLOW'S HERZOG. BY
TICISN) NMAL+ 2{a) 1978, ITEM 29.
(EEL:z:“:S;A:::]:C::E UNSUCCESSF:.I. SEARCH FOR "PURE LOVE®* IN SAUL HELLOM®S HERZOG. B8Y CH»\‘\'KIN.
Ne (CRITICISM) NMAL. 2(4) 1978, ITEM 27. -
IEEL:‘I:J:c SAULa}s THREE HEN.DN THE MOONI FRIEDNAN, UPDIKE. BELLONs AND APDLLD ELEVEN. 8Y
MESHER. DAVID Re (CRITICISM) WASHINGFGON STATE UNIVERSITY RESEARCH STUDIES, A7 {JUNE
&6T=TSe . .
SENRé::?,;DﬂN Me AND ANDRENS, BRUSEs JOENT WORDS. {PDETRY) COLUMBUSs GHI LUNA BLSONTE
PRODUCT IGNSs 1973.
SENNETT s JOHN n: EATING TOEJAM; FODT MEAT; FOOT CLIPS. (POETRY) COMMONPRESS. 14 119790
BENNETTs JOHN M+ EZ SLEEP (FCETRY) OXYHORON, 1 (1979). o
BENNETT» JOKN Me FLIES TICKETS. {POETRY} WHITE WALLS. NO. 2 [{1979}.
BENNETT, JOHN M. FOOT MEAT HEADs (F’BETR:) LgCAl&nDR;Z?i.g;gglﬁl 1979
JOHN Me I SAW A SKULL. (POETRY} NEQ. - -
BBEE'::IE"I-":: JOHN H.- LIP1 BEAY WY GHEST. (POETAY) TESTLUSE HAGAZINE, 1{3).: 1979.
BENNETT, JOHN Mo LOST AND FOUND TTMES 2. (POETRY) REVISTA CLASIFICADAs 1 (197%)+
BENNETT s JOHN M MAXING BOOK. (POETRY)} 9TH CRITICAL ASSEMBLINGs 1979
BENNETT. JOHN Ma NOTEL MOODSa (PDETRY) FORMAT, 2(4) 1979
BENNETYs JOHN M. NIPS N LOVE. (PCETRY} ELADf?;7g’(IG?§l. ,
BENNETT+ JOHN M+ POP EYEe (POETRY) IRONs 27 -
BENNE‘I’T: JOHN Jl: SHDPP!N; AXIS: DAEAM LOT. (PBE"‘Y,. LOST AND FOUND TIMES. NDS« 6~T7 (1979}«
BENNETT, JGHN Na THIS IS A HIRROR. (F?E:;l .I::;C(f)i;;::)(lﬂ?gln
TT. JOHN M. TRY SUICIDE. {POETRY * - .
:::::‘"’: JOHN M. WISUAL PGETI‘!Y REFLECTED. {POEYRY) WEST COAST POETRY REVIEW. H5{3V+ 19794
BENNETTy WARHAEN SEE HEMINGWAY » ERKES;-
RKEY, JOHK €. SEE DREISER, THEODORE.
g:ruuu: RONALD S. nacgu,aw; KENYON REVIEW: THE VIEW FRON YHE SIXTIES. (CRITLCISM) SEWANEE
REVIEN: 87 (SUMMER LS793s 500-507, {PERIODICALS) »
RNSTEIN. GEME M SEE ALYMAN, ROBERT.
g:n:a. EL;AMR. FINDING THE WORDS« {POETRY) SACKRUT REVIEW. 1 (SPAING 1979), 21-22+
BERRY¥. ELEANDR+ HAND AND EYE. (POETRY] SING HEAVENLY NUSEy & CWINTER L979)e 1213
PERRYy ELEANOR. MULTIPLICITY. {POETRY) CANADIAN FORUM. APRIL 1979 -
{BERRYMAH: JOHN:)« BERAYMAN?S BABY TALK: TRUEFIN WEFT'. BY FINNEY: KATHE CAVISe. {(CRITICI
NMAL & (WINTER 1979}, ITEM 1.
BILLINGSLEYs DALE SEE CLENENS» SANUEL L.
RKs DOUGLAS A SEE CONNORs THOMAS.
2:.!]:{. ALEXANDER IIle NDON‘LANDING- (PDETRY) MICHIGAN OUARTERLY REVIEW. 18 SPRLNG 1979), 176s
BLAIR+ WALTER SEE CLEMENSs SAMUEL L. -
USAN L. SEE CHESMUTT. CHARLES WADD! B
:t;:?.N:RBERTu THE HOUR DF SUNSHINE NOWa. {SHORT STORIES) CAICAGO: STORYPRESS, 1978 .
BLYy ROBERT. FEELING AT HCME IN THE BODYs (PDETRY} GEORGIA REVIEW. 33 (SPRING 1979}, 108.
BLY: ROBERT«. THIS TREE WILL BE HERE FOR A THOUSAND YEARS. [POETRY] NE¥ YORK: HARPER AND ROW.
1979«
B0GANs JIMe THE DESCRIMINATIONS: VIRTUOUS ANUSEMENTS AND WICKED DEMONS. (POETRY} COTTONWAOD
- FALL 1979)s 30-32.
BOI.E:val’i:l‘. ::RV?‘GI‘.DRY DAY« {NOVEL) NEW YORK: RANDON HOUSEs+ 1979y [GHIO).{ARDENs OHIO).
BORDENs WILLEAM. AT THE INDLAN WRITERS CONFERENCE+ [SHORT STORIES) FAEE PASSAGE.: NO. a8
SPRING 1979)
EUIL;H‘ SHEILAS S:JITE FOR THE COLD I[N SUMKERS GYPSIES LEAVING THE SAD CAFE. (POETRY} GREAT
LAKES REVIEWs 6 (SUMMER 19791+ 92-04.
E HEMINGWAYs ERNEST»
:g:LEng‘:‘CﬂsﬁAGHESSM- OESCENY OF MAN+ (SHORT STORIES) BOSTONI ATLANTIC-LITTLE. BROWN+ L1979+
BDVI.E: Y. CORAGHESSAN. SYONES [N MY PASSWAY. HELLMOUND ON MY TRAIL. [SHORT STORIES)
RILYs NOe 46 £FALL 1979}y 24248,
BDYL:’.“:‘:‘zEA:H;SSAI‘i- 1 DATED JANE AUSTEN. (SHORT S5TORY) GEORGIA REVIEW. 33 (SUMNER 1979}y
41620
lER‘OBURV.'RlY-I- THE MARTIAN GCHRONICLES AND JORGE LUIS BORGESs BY VALLISs NCOEL Ms (SCIENCE
FICTION} EXTRAPOLATION. 20 (SPRING 1579): S0-59.
ERADE;‘ TOMNs LAMENTATIONS AND FONDEST DESIRE. {SHORT STORIES) KANSAS QUARTERLY. 11
(WINTER-SPRING 1979}, 129-40«
HRANCHs EDGAR M SEE CLEMENS.: SAMUEL L.
BRANSs JO SEE BELLOWs SAUL.
BRAYs ROBERT SEE GRIERSON« FRANC::;DD”HE
RENNAM+ STEPHEN C SEE DREISERs -
:R:NNI-.VITO JOSEPH. THE BIBLIOGRAPHIC CONTROL OF AMERICAN LITERATUREs 1920-197S.
(BIBLIOGRAPHY) METUGCHENs N3 SCARECROW PRESS. 1979. o
BRESLIN. CATHERINE: UNHOLY CHILD« {NOVEL)} KEM YORK: DIAL PRESS, 1979: (HINHESQOTA). NGLISH
(BROOKS, GWNENDOLYNM.)s GWENDOLYH BROOKS® CHILDAEN. BY STRUFHERSs AKNe (CRITICISM)Y TOWA El
BULLETINs 29 (FALL 1979}y i5-16s
(ERODKS« GIE:JDULTN;)- GLR INTERVIEW: GWENCOLYN BRODKSe BY SROWN. MARTHA He+ AND ZORN» NARILYNs
RAPHY) GREAT LAKES REVIEMW, & [SUMMER 1979) s 4B~55s .
anum:?l:gzngﬂul:. THE FABULQUS CLIPJOINT. (FICTICN}. (MYSTERY FICTION) BOSTOGNI GREGG PRESS.
1679, (CHIGAGOD] «
BROMN, MARTHA H. SEE BROOKSe GWENDOLYH«
EACWNINGs ROBERT PACK SEE CLEMENS. S;NUEIE;;
BRUCCOLY» MATTHEW J SEE FITIGERALDs Fe - .
BUETTNER: SHIRLEY+ DISCOVEREDF OUTSIDE EVERY WINDOW IS A FLOWER; WHITE CREEKs (POETRY}
(MOOD REVIEMs ND= 21 (FALL 1979). .
BUNC:?‘Iggl’OI-:N- LANB'; QUARTERS FOR MATTHEW, AFTER EGUINOX} THE DRIVERS ?lGGING GARLIC; THE
OBJECTS; EVENING. (PDETRY) 30 KANSAS POETSs EOa Da LOWe LAWRENCEs KS: COTTCNWQOD
REVIEW PRESSs 1979 5-Te
BURLINGAME, ROBERT+ LISTENING TO THE KANSAS WINDs (POETRY) KANSAS GUARTERLY. 11
WINTER-SPRING 197904 Z1l=
BURT: ;ﬂNERTHE PDDI_HALL.’ {POETRY) KANSAS QUARTERLYs L1 {MINTER=SPRING 1979}y 21% oF
BUSHy CYNTHI1Ae THE PERISHABLE PRESS LIMITED. {BIOGRAPHY) ,{BLIBLIOGRAPHY ) [CRITICLISH) BOOKS
I0WA 29 (NOVEMHER 1978}, 3652«
CALDERMOOD, CARMELITA SEE HEARST. JARES
CAMP, DENNiIS SEE LINDSAY, VACHEL. ;
CAMF;I:IN- DANIEL R AT THE WINDOW; SLUEBERRYING: LES FEUILLES: RECAPITULATION: THE SURVEYe
[(POETAY) SYNCLINE. NO. 3 19793+ 10-14.
32
CAMPION. DANIEL R+ FOR JOANNe (PDETRY] GRAVIDAs NOD« 16 (SPRING 1979}
Cl“PlDN: DANIEL R: JAMAICA; TEMPORARY MEASURESs. CPOETAY) MAXY 'S JOURNAL+ KOs 3 (1979}, 28-27.
CAMBION. DAMIEL R. NEW YORK, 1915« {POETRY} STOKEs NOe 12 (1979)s 38.

Annual Bibliography of Midwestern Literature: 1979 165

CAMP1ON, DANIEL Re NEW SHOES; IT COMES AS NO SURPRISE. (POETRY) SLICK PRESS: NOa
1979).

CAMPIONs GANIEL R. THE BARKEEP'S TESTIMONY. {(POETRY) MATIe« NOa LS {DECEMBER 1979)s 1.

CAMPION: DANIEL Re UNTITLED——SUBTITLES. (SHORT STORIES) AIEEE: NOSe 7-8 (1979), a1.

CANTONL: LOULS J+ AFTERNOON KNOWLEDGE; CELESRATIONSEVENTIDE. (POETRY) EBULLETIN OF THE
NATIONAL CONGRESS GF ORGANIZATEONS OF THE PHYSICALLY HANDIGAPPEQs 16 {SECOND—THIRD
QUARTER 19791s 41 104 .

CANTONI» LOUIS Je ANID THIS ENFOLDING CALH. (POETRY) BARDIC ECHOESs 20 [JANUARY-MARCH 1979).
COVER .

CANTONI» LOUIS J. BELOVED: RAPTURE. {POETRY) DRIFTWOOD EASTy 7 (DECEMBER 1979), 14e

CANTONIy LOUIS ,J+ BLESSED VIRGIN MHARY: TOYOHIKO SAYOH'S LUTE. {POETRY) POET. 20 (AUGUST 1979).
26.

CANTONEy LOUIS Js BRING ON THE DREAMS. (POETRY} DETROIT NEWS, 21 OCTOPER 1979, 10-Ca

CANTONI, LOULS J. CELEBRATION. {POETRY} POET, 20 {APRIL 15979}, Té.

CANTONIL, LDUIS J. CLOUDSCAPE; R.Ra CROSSING. [PDETRY) GRIFTNODD EASTs ? (JUNE L979), 28.

CANTOND+ LOUIS Ja DECLLARATION; QUEST. (POETRY) DRIFTWOOD EAST, 7 (SPETEMBER 1979}s 61

CANTONI+ LOUTS J« DESIDERATYMS ENVITY; JUBILATION; YOUR SNILE. (POETRY]) BULLETIN OF THE
"NATIONAL CONGRESS OF ORGANIZATIONS OF THE PHYSICALLY HANDICAPREDs 16 (FOURTH QUARTER
19790 To10413.

CANTONI, LOULS Js DING AN SICH; QUESTION. {PQETARY) POEY. 20 tOECEMBER 1979), AT.

CANTUNI, LOULS J« DISCOVERY. (PCETRY) NEWSLETTER OF THE WAYNE STATE UNIVERSITY EDUCATION
ALUMNI ASSOCIATICNy, OCTOBER 1979s Se

CANTGNLs LOULS J. DOCUMENTARY: GRADUALLY THE DREAMS CHANGE: PATCHWORK. (PGETRY) PEMINSULA
POETS. 34 (FOURTH GUAATER 197%). 11-12.

CANTONI+ LOULIS Je EXTREMES: LONELINESSs {(POETAY) BULLETIN OF THE NATIONAL CONGRESS OF
ORGANIZAT[ONS OF THE PHYSICALLY HANDICAPPED. 15 (FIRST QUARTER 1979)+ 7.

CANTONIy LOUIS Jo FEINALLY; HAYING JUST DIED] MERGING! SOMNAMBULIST. (POETRY) MODERN [MAGESs
HO+ 45 {1979), 2. 19.

CANTONI. LOULS Ja« FOR SYLVIA QN YOUR TWENTY-SECOND BIRTHDAY. {POETRY} PENINSULA POETS, 14
(SECOND QUARTER 19279), 15.

CANTONL: LOULS Jv FOR LUCILE ON MGTHER*S DAY. (POETRY) NODERN IMAGES: NO. A7 (1979), 10.

CANTENI+ LDUIS Jv FRUITION] THE WORRIED CHOREOGRAPHER. (POETRY) SGUTH AND WEST, 16 (FALL
1679}y S1-%2.

CANTUNI+ LOUIS Ja GRADUALLY THE DREAMS CHANGE. (POETRY) FCRT SNITH. ARI SQUTH AND WEST, L979.

CANTONI+ LOUIS Ja HEADING HOME. CPOETRY} NEWSLETTER OF THE NATIONAL ASSCCIATION OF THE
PHYSICALLY HANDICAPPEDs 8 (WINTER L979)s 0.

CANTONI, LOUIS Je I TDO HAVE A FACE. (POETRY) NEWSLEYTER OF THE NATIONAL ASSOCIATION OF THE
PHYSICALLY HANDICAFPED. 8 {FALL 1979), 17+

CANTONIs LOUIS Je. INTROVERTS; KOALA. {POETRY) KODERN IMAGESs NO« 43 (1979} 55. 8.

CANTONI. LOUIS 4. DAK IN SPRING; VERNAL POND. (POETRY} GUSTOs 1 (WINTER 1975)+ 59

CANYONI. LOUIS J. PROFESSOR OF ESOTERIC LANGUAGES; WHETHER HOTEL OR MOTEL. (POETRY} GRYPHOM,
5 [MARCH 1979J, 8-9.

CANTONI, LOVIS J+ SHOW TRAIN. (POETRY) BAROIC ECHOES, 20 (OCYOBER—DECENBER 1979). B6.

CANZONERI+ ROBERT. HUMAN VOICES. (SHORY STORIES) SOUTHERN REVIEW: IS {JULY 1979). 657-664

CARKEET, DAVID SEE CLEMENS, SAMUEL L.

CARKEET, DAVIDs NOQ PEANUT. (SHORT STORIES) KANSAS GUARTERLY. [1 (SUNMER L979)+ 77-80,

CARTER, JARED. ANOTHER CITY. {POETRY} GREEN'S MAGAZINE. T (SPRING 1979)+ 16s

CARTERs JARED. CLARK STATION. (POETRY) INCEANAPOLIS BROAGSHEET: & C(FEDRUARY—MARCH 1979), 10a

CARTER, JARED. DU-WAH-DIDOLE. (POETAY) GAAVIDAs 16 (SPRING 1979). 2&a

CARTER: JARED. EARLY WARNINGs (POETRY) DALEVILLE, IN: BARNNOOD PRESS CGOPERATIVE:s 1979.

CARTER, JARED. [N THE NORTH PASTURE. (PCETRY) ENAGES. 5 (SPRING 19792+ 3.

CARTER, JARED. MEDITATLON: OBJETS DVART] FOLLOWING THE ANIMALS. (PUOETRY) SOUTH DAKOTA REVIEW,
17 (SPRING L979}. 17-19.

CARTER: JARED. MISSISSINEWA COUNTY ROADs (POETRY} PEMBROKE MAGAZINE. 11 (1979)s 1854

CAATERs JAREQ. 0LO TIMERS. {PCETRY)} KARAMU: & (FALL 1979). 7.

CARTERy JAREDs SECOND SHEET. (PUETRY) BITSy 10 {JULY L979)+ 8.

CARTER: JAREC. SHOW. (POETRY) MISSISSIPPI VALLEY REVIEW, 8 (SPRING L979}. a45.

CARTERs JARED. THE FIRE'S DREAH. (POETRY) NIMAODs 23 {FALL-WINTER 1979). 39.

CARTER, JAREDs THE MEASURING. {POETRY) SO0U'WESTERs 7 (SPRING 1979), &-7a

CARTER. JAREQ. WEATHER PROPHET. (PGETRY] SQUYWESTERs 7 (SUMMER 1979). 29,

CARTER: RUBERT L. FEDERAL WRITERS' PROJECTS IN THE MIDWEST. (BIBLIOGAAPHY}.{CRITICISHM]} SSML
NEMSLETTER, § SPRING 1979 1—4+

{CATHERs WILLA AND DREISER. THEDDORE:j}s+ ADDENDA YO YHE BIBLIOGRAPHIES OF CATHER, CONRAD, DE
FCOREST, DREISER. FORSTER« HARDY: HAWTHORNE. LONDGN» NORRIS: POEs WHARTONs AND
WHITMAN. BY MONTEIROes GEURGE. (BIBLIOGRAPHY) PAPERS OF THE BIBLIOGRAPHICAL SOCIETY
OF AMERICA. 73 {OCTOBER=DECEMBER 1979}, 478-31.

(CATHER. WILLA«}« "FTHE THING KOT MAMED* IN THE PROFE5SSORYS HOUSE™. GY WILD: DARBARA.
{CRITICISM) WESTERN AMERICAN LITERATURE: 12 (FEBRUARY 1978)s 262~T4.

(CATHER. WILLA.}« A DEDICATIGN TO THE MEMORY OF WILLA CATHER. 1873-1947. BY PARKS: B Ko
(BIOGRAPHY) ARIZONA AND THE WESTy 22 {AUTUNN 1979). 211—14.

(CATHER. WILLA.}. THE DUAL NATURE OF ART IN THE SONG OF THE LARK. BY MOSELEYs ANN.
{CRITICISN) WESTERN AMERICAN LITERATURE: 14 (SPRING L9791, E9-32.

(CAVHER, WiLLA.). THE CENTRAL ANOROGYNOUS CHARACTERS IN KY ANTONIA« 8Y CODPERy CLARA B
{CRITECISM) IJAS, S(2) JULY 197%9. 65-67.
(CATHERs WILLA.). WILLA CATHER*S GUTS AND REVISIDNS IN THE SONG OF THE LARK. BY HAYECK, ROBIN
AND WOODRESS. JAMES. ICRITICISM) MODERN FICTION STUDIES. 25 (WINTER 1979-60). &651—50.
(CATHER: WILLA«}e WILLA CATHER'S ARCHBISHDPI A WESTERN AND CLASSIGAL PERSPECTIVE. BY MURPHYs
JOHN g+ [CRITICISM) WESTERN AMERICAK LITERATURE: 13 (SUMMER L978), 141—50.

(CATHERWOOD » MARY HARTWELL.le MARY HARYWELL CAVHERWOODTS DISGUISED HANDBGCKS OF FEMINISHs BY
TREECE: PEGGY Ba ICRITICISH} MIDWESTERN MISCELLANYy 7 (1979}, 7-id4a

{CATHERWOOD+ WARY HARTWELL AND OCORSEYy GECORGE AMOSs+). "IN CANAAN®*S LAND™: IMAGES OF GRANVILLE,
OHIO. BY SEATON. BEVERLY. {CRITICISM)} OLD NORTHWEST. 5 [(SPRING 1975} 3-17.

CAUNs JOHN. A DREAM OF BUTTERFLIES. {PDETRY} KANSAS QUARTERLYs L1 [MENTER-SPRING 1979), €2-832.

CHACKDs DAVID. PRICE. [NOVEL) NEW YORK: 5T+ MARYIN®S. 1979, (OHIO).

CHATFIELDy HALE. WATER COLORSs {PODETRY] GULFPORT, FL: KONGLOMERATI PRESSs 1979

CHAVKIN: ALAN SEE BELLOW: SAUL.

CHAVKIN, ALLAN SEE BELLOW. SAUL.

CHENETIERs HARC SEE COCVER+ ROBERT.

CHERNOFF, MAXINE. UTOPIA TY STORE. (POETRY) CHICAGOD: YELLON PAESS. 1979.

CHERRY, KELLYs AUGHUSTA PLAYEDs [NOVEL) BOSTONI HIUGHTON MIFFLIN, 19794

CHERRY, KELLY. CONVEASION. {SHORT STORIES) NEW PALTZ, NeYe! TREACLE PRESSs 1979

CHERAY: KELLY. LETYER TO A CENSOR. {POETRY) GEORGIA REVIEW. 33 {WINTER 1979}, 784-BS.

CHERRY, KELLYas THE DAY THAT wALDO DID IT. (SMORT STORIES) GALLIMAUFRY, NO. 14 (1979)s 1851-56.

(CHESNUTTy CHARLES WAGDELL+)+ MYTHIC PATTERNS IN CHARLES WADDELL CHESNUTT'S THE CONJURE WOMAN
AND OVID'S METAMORPHOSESe BY MYERS.: KAREN MAGEE. (CRITICISN) BLACK AMERICAN
LITERATURE FORUMs 13 {SPRING 1979): 13-17.

{CHESNUTT+ CHARLES WADDELL.). "A BETTER MOUIETRAP! WASHINGTON®S PROGRAM AND THE COLONEL'S
DREAM. BY BLAKE, SUSAN L. (GRITICISM} CLA JOURNAL. 23 {SERTENEER 1979): 49-59.

10 [MARCH
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{CHESMUTT. CHARLES WADDELL.)s THE MASK AS THEME AND STRUCTURE: CHARLES w. CHESHUTT'S “THE
SHERIFF'S CHILDREN™ AND MTHE PASSING OF GRANDISON®s BY DELMARs Pa JAY. [CRITICISM)
AMERICAN LITERATURE, S1 (NOVEWBER 1979). 364=75.

[CHESNUTT, CHARLES WADDELL«}. CHESNUTTYS FRANK FOMLERI A FAILURE OF PURPOSE. BY HARRIS,
TRUDIER. (CRITICISM) CLA JOURNAL, 22 [MARCH L979)s 215-2Bs

(CHOPTIN: XATE.). FEMINIST OR NATURALIST: THE SOCIAL CONTEXT OF KATE CHOPIN'S THE AWAKENING.
HY WALKERs NARCYs [CRITICISH) SCUTHERN GUARTERLYs: 17 (WINTER 197%}s 95-103.

(CHOPINe KATEs)s THE BOY'S QUEST IN KATE CHCPIN'S WA VOCATION AND A VOICEM. BY SKAGGS. PEGGY.
CCRITICISM) ANERICAN LITERATURE, 51 (MAY 1979}y 270-76s

CHRISTMAN, ELIZABETH« FLESH AND SPIRIT. (KDVEL} NEW YORK: MORROW. 1979, {(OHIO).

CITIND: DAYIDs AFTER. {POETRY) UNICORN, B {SPRING L979), 4s

CITINDy; DAVID. ALL OTHER DRIFTERSs (POETRY) MISSISSIPPI VALLEY REVIEW. 8 (SPRING 1979)s S59.

CITIND, DAWID. ALREADY. ANOTHER BHY. SNOW, {POETRY} WILLONW SPRINGS MAGAZENEs NO. 4 {SPRING
19791 9

CITINO. DAVID. ANNUNCIATION. {POETRY) SILVERFISH REVIEW. 111} 1979, 24.

CITINO, DAVID: APARTy BETNEENs AGAIN. (POETRY) DESCENT, 10{2) 1979 30.

CITINO, DAVID« CHALLENGING SITUATION NO. &1 THE HAND] SEAS AND FORESTS, LIGHT AND LOVE: THE
HERMIT: CHALLENGING SITUATION NOe 93 THE CORPQSANTi HALOS FLAMEs PALMS, FISTS AND
NAMES: THREE NIGHTS; INCUBUS. (PGETRY) WISCONSIN REYIEW, 13(4)} 1979, 2-6.

CITINO: DAVID. COMING HOME AGAIN: THREE PLOTS FOR TELEVISIONs (POETRY) IMAGES, 6l2} 1979, 8.

C1TIND. DAYID. DAUGHTERI THE CHILDTS LAMENTILAMENT OF THE CHIEF*"S SON: SNOWFALL. (POETARY) SAN
JOSE STUGIES»s S (MAY 19793, 42-43.

CITINO, DAVID. ESSAY EXAMINATION] HISTORIA HATURALIS. (POETRY) 5T+ ANDREWS REVIEW, 5
[SPRING-SUMHER 1979)s 64+ 1054

CITING: DAVIGa. EVERYGNE ULDER DEAD. OR ONLY SLEEPING. (POETRY) NEW KENT OUARTERLY, & (SPRING
197914 36.

CITINGs CAVID. FOLK HUMOR. CPOETRAY) POETRY NOWs 4{4) 1979. B+

CITINGs CAVIDa GLASS, CORPSEs THE EYETOOTH OF A HOG. (POETRY) SOUTHERN POETRY REVIEW: L9
(SPRING 1579)a 32e

CITIND, DAVID. HEN. [POETRY) FOCUS—MIDWESTs I3 (AUGUST 19791+ 3l.

CITING, DAVID. INTERFERENGE-NODTES. {PCETRY) BOX 749: 2{2-3) 1979, 99-

CITINDy DAVID. LAST RITES: INSTRUCTIONSs (POETRY) LITERARY REVIEM, 22 (SPRING 1979). 327-28.

CITIND, DAViDs LEARNING TD LOVE NE; THREE SHACONSs (POETRY} POETRY YEXASe 3{l) 1979, 24-25.

CITINO. DAYIDe LETTER FROM YHE SHAMAN ND. 3% TO BANISH A GHOST{ WALNUT. (POETRY) LOULISYILLE
REVIEWs NO. 6 (SPRING 1979)s 16-17.

CITING. OAVIG. LIVING ON YHE BORDER. (POETRY! SDUTHWESY REVIEW. &3 [SPRING 1979}, 165,

CITINGs DAVID. HAP READING. {(POETRY} WEST ERANCH+ NOs § 11979)s Tla

CITINO, DAVID. HARY'S SECOND CHILD. (POETRY) HOLLOW SPRING REVIEW OF POETRY. 3itl, L979.

CITINDs DAVID. MARYSVILLE TO MARION« MICMIGHT. (POETAY] KUDZU» NOs B (WINTER 1978-T9).

CITINGs DAVID= KAY 193 tELESTINEs POPE AND MARTYA. (FOETAY) DHIO JOURNAL. 5 {(AUTUMN 1979).: 13.

CITINOs DAVIDa POEM TO A ORAWER FULL OF EYEGLASSES. (POETRY) DALHOUSIE REVIEW, 59 (AUTUMN
1579), 4T1a

CITIND, DAVID. POSTERZI MONSTER MOVIE: 1956. C(POETRY) SOU*WESTERs 7 {FALL—WINTER 1979), 1G.

CITINO, DAVID. PRESSING YOUR LUCKS MARCH 83 JOHN OF GODs (POETRY) FIDDLEHEADs NQs 123 (FALL
1979) . 68-6F.

CITINO. DAVID, RITES: TG PROTECT YOU FRUM YOURSELF. (POETRY) PIKESTAFF REVIEW, NOw 1 (SUMNER
15791 12.

CIYING. DAVIO. SHADOW. (POETRY) BITYERRDOT, NO. 6% (AUTUNN 1979}, 6«

GCITIND, DAYID. SNOW. [POETAY) HOLLINS CRITIC. 16 {OCTOBER 1979k 11,

CITING: DAVID. SUSANNA. (POETAY) HOLLOW SPRING REVIEW OF POETRY, 3{2} 1979, 45~47.

CITINOs DAVID4 THE CALL3 SEPARATION. {POETRY¥} COLORADO-NOATH REVIEW, 17 (NINTER 1979}. 33-34.

CITINO. DAVID. YHE PERFECT HOST ENVERTAINS. (POETRY) GREENSOORD REVIEW: KC. 25 (WINTER
1$78-79)s 11

CITINO. DAVID. THE RETIRED PASTOR CELEBRATES CHRISTHAS: THE MARTYR. (POETRY] POEF AND CRITIC,
11{1} L9TSs 20-22.

C1TING, DAVIDa THE SIN-~EATER. [PUOETRY) HIRAM PCETAY REVIEN. NOa 26 (SPRING-SUMMER 1979). 16.

CITINO. DAVID. THREE KINDS OF LAUGHTER; THE SENTENCE; JANUWARY 17: ANTHONY. PAYRON OF
GRAVEDIGGERS: THE PILGRIMAGE. (PUEYRY) SUN: A MAGAZINE OF IDEAS, NOs 42 1979. 26.

CITINO. GAVID. TO BECOME A SAINT: ZITA, PATRONESS OF DOMESTICS. (POETRY) GHIO JOURNAL: S
(SPRING 197914 7a

CITIND. DAVID. TO GROW HOLY. (POETRY) SIND-—LITERARY JOUANALs 9L33) 1979, 134

CITINO, DAVIO. TRUSTING MY HANDS. (POETRY) BUCKLEs 3 (FALL-WINTER 1979-80).

CITINO, DAVID. UNDER THE VOLGANO. (POETRY) SOUTHERN POETRY REVIEW: 19 (FALL 1979). 8-9.

CITINO, DAVID. WHERE NG SON CAN EVER DiE; NURSERY RHYMES. (POETRY) LONG POND REVIEN: NO. 5
119791, 7T-B.

CITING, DAVID« WISHES. {POETRY) FULPs 501} 1979, 32.

CLARK, MICHAEL. WISHSONE= (SHORT STORLES) ANN ARGOR REVIEN, NO. 29 (1979)s 68-73.

CLARKs S L SEE SEELEYv NABEL.+

CLAYTCNs JOHN JACOB SEE BELLOW. SAUL.

GLEARY. JOMa THE BEAUFORT SISTERSe [NOVEL) NEW YORK: MORROW, 1979 (KANSAS CITY. KO.),
(HISS0URL) .

ELEMENS+ SANUEL Ls MARK TWAIN'S NOTEBDOKS AND JOURNALS. VOL+ a2 (1883-1891)4 ED. BY ROBERT
PACK BROWNING. (AUTOBLOGRAPHY) BERKELEY. CA: CALIFORNIA UNIVERSITY PRESS: 1979.

(CLEMENSs SANUEL Le}s PARLOR TALK IN MARK TWAIN; THE GRAKGERFORD PARLUR AKD THE HOUSE
BEAUTIFUL. BY SCHULTZs LUCILLE M. {CRITICISM] MARK TWAIN JOURNAL. 19 (SUMMER 1979).
13-19.

(CLEMENS, SAMUEL L.). MARK TWAIN: A REFERENCE GUEDE. THIAD ANNUAL SUPPLEMENT. BY TENNEY.
THOMAS Ar (BIBLIOUGRAPHY) AMERICAN LITERARY REALISM: LB70=1910. 12 {AUTUHN 1979).
175-277.

{CLEMENS, SANUEL L.). MARK TMAIN AS A LITERARY COMEDIANs BY SLOANE. DAVID E. E. (CRITICISHM).
{BIOGRAPHY) BATON ROUGE: LOUISIANA STATE UNIVERSITY PRESSe 197G

{CLEKENS+ SAMUEL L3)a GAMES PEDPLE PLAY IN HUCKLEBERAY FINNe BY SHEAR. WALTER. (CRIICISM)
MIDWEST GUARTERLY. Z0 (SUMMER 19793y 378~93.

{CLEMENS: SAMUEL Ls)a WYOU'LL BE SORRY WHEN IM DEAD®: CHILD—ADULT RELATIONS IN HUCK FINN. BY
ORDAKL. KEITH M. (CRITICISM} MODERN FICTION STUDIES. 25 (WINTER 1979-801, 513-24.

(CLEMENS: SAMUEL Lals THE PROPER PILOT: A NEW LOOK AT =0LD TIMES ON THE M1SSISSIPRL. BY
KRAUTH. LELAND. LCRITICISM) WESTERN I[LLINOLS REGIONAL STUDIESs 2 (SPRING 197%9).

22-69.

(CLEMENSs SAMUEL L.}. USES OF THE BIBLE IK HUCKLEBERRY FINN+ BY MCCULLOUGHs JOSEPH Ba
{CRITICISM] MARK TWAIR JOURNAL: 19 (WINTER 1978-79). 2=3»

(CLEMENS, SAMUEL La}s MARK TWAIN: HUCK FIKN4 AND JACOB BLIVENS: GILT-E0GEDs TREE-CALF
MORALITY IN THE ADVENTURES OF HUCKLEBERRY FINN. BY KOLBs HAROLD He [CRITICISM}

VIRGINIA QUARTERLY REVIEW. 55 (AUTUMN 1979], 653-69.

(CLEMENS, SAWNUEL La)s WAS HUCKLEBERRY FINN WRITTEN. BY BLAIR: WALTER. (CRITICISH} MARK TWAIN
JOURNAL» 19 (SUMMER 1979)s 1-3.

{CLEMENS, SAMUEL L.). EARLY TALES AND SKETCHESs YOLs+ 1! 1851-1064 (THE WORKS OF MARK TwAIN.
V0L, 1%5). BY BRANCH. ECGAR Ms (NOVEL).y{SHORT STORIES) BERKELEYs CAZ CALIFORNIA
UNIVERSITY PRESSs 197%.
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{CLEMENS: SAMUEL 3 ,.). MARK TWAIN IN CINCINNAYLI: A MYSTERY KOST COMPELLINGs BY BAKER, WILLIAM.
(CRITICISM) AMERICAN LITERARY REALISM, 1B70-1%910s 12 (AUTUHN 1979). 299315,

CCLEMENSs SANUEL La)a "STANDARD AUTHORS % [N HUCKLEBERRY FINNe BY BILLINGSLEY+ DALE 8.
(CRITICISH) JOURNAL OF NARRATIVE TECHNIGUE. 9 (SPRING 1979}, 126-31.

(CLEMENS: SAMUEL L.)s THE GIALECTS IN HUCKLEBERRY FINN. BY CARKEET. DAVID. {CRITICISM]
AMERICAN LITERAYUREs SL {NOVEMBER 1979), 315~32.

(CLEMEHS, SAMUEL La}s MARX TWAIN'S NOTEEOCKS AND JOURNALS. ¥OLa+ 3 £1883-1891}+ BY BROWNING.
ROBERT PACKa (AUTOBIOGRAPHY) BERKELEY: UNIVERSITY OF CALIFORNIA PRESS, 1979, (MARK
TWAIN PAPERS) .

(CLEMENS, SANU?I. Lela DARKNESS AT MOGRNING! THE BITTERNESS IN HARK TWAIN'S EARLY NOVEL TOM
SAWYER. BY FEENEY, JOSEPH Ja {CRITICISM) MARK TWAIN JOURNAL 19 {wINYER 1978-79) s 4=5.4

{CLEMENSs SAMUEL Le). THE MARK TWAIN LEGACY FOR PRESENT-DAY SCITORS AND COLLECTORS. BY GERBER.

LE“;S:N g- (::BL_IQGRAPHI‘] LITERARY RESEARCH NEWSLETTER. 4 (SPRING 1979), 59—66.

icl = SAMUI La)e TWAIN*S PUDD*NHEAD WILSON. BY G BERT
T beelir iy ALEs RO L+ (CRITICISM) EXPLICATOR.

CCLEMENSy SAMUEL Ls+)» MARK TWAIN'S LAST YEARS AS A WRITER. BY MACNAUGHTONs WILLIAM Ra
(CRITICISM) « IBIDGRAPHY) COLUMBIA: UNIVERSITY OF MISSOURI PRESS: 1979

CCLEMENSs SAMUEL Las)+ HUCKLEBERRY FINN AND THE TIME OF THE EVASION. BY GOLIN. RICHARD AND
GOLLINs RITA. (CRITICISM} MLS @ {SPRING 1979) s S5—154

{CLEMENSs SAMUEL L.Js+ NARK TWAIN ARD THE ANXIETY OF ENTERTAINMENT . BY FETTERLY. JUDITHS
{CRITICISH) GEORGIA REVIEWs 33 (SUMMER 1979), 382-91,

CLINEs CHARLES. A BOYa (POETRY) GREEN RIVER REVIEW: 10 {SPRING 1979), 140

CLINEs CHARLES+s A PROFESSOR'S YOMATO PLANT. (POETRY) POET, 20 {OCTOBER 1979}y &7

CLINEs CHARLES. AUGUSF MOCN. (PDEYRY) MODUS OPERANDI, 10 (JULY-AUGUST 197914 15.

CLINE: CHARLES: ALACK WALNUT LEAVES. (POETRY) NORTH AMERICAN MENTGR. 17 {FALL 1979}, 39.

CLINE: CHARLES. BLACKEERRIES. (POETRYJ HORTH AMERICAN MENTORy 17 (WINTER 19791: €.

CLINE, CHARLESa. CALL OF THE WOODS. {(POETRY) NORTH AMERICAN MENTOR, 17 {SPRAING 1979), 27.

CLINE, CHARLES. CHRISTMAS CONNECTTQNs {POBTRY) HOOSIER CHALLENGERs 3L {WINTER 1979)s 50.

CLINE: CHARLES. GRACKLES+ EPOETRY} CANADIAN POETS ANGC FRIENOGSs EDe Ea S5Te JACOUESs SAULTE STE.
MARIEs ONTARIO: LAURENTIAN VALLEY PRESS, 1979+ 65.

CLINEs CHARLES. MEGITAVION AT A SPRINGa (POETRY) POET, 20 {JUNE 1979}, S4-55,

CLINEs CHARLES. OUR FAKILY'S FIRST 8URN TG DEATHI A SUMNER'S TALE. (POETRY) VOICES
INTERNATIONAL s 14 (SUMMER 1979). 26-27.

CLINE+ CHARLES. PREDATORS. (POETRY} POET, 20 {FEHRUARY 1979)s 18a

CLINEs CHARLES. QUESTIONS FOR THE SNOW. (POETYRY) FRANCESTOWNs NH: GOLOEN GUILL PRESS: 1979.

CLINE: CHARLES. TIME. (POETRY) LYRICAL VOICESs ED. LaBe YOUNG: KNGXVILLE, TH; YOUNG
PUBLICATIONS, 1579: 282.

CLINE+ CHARLES. TO BE A PARENT: TENY MEETING DANCERi HERITAGE+ {(POEYRY) THRESHOLOs ED. 5sBe
JENSEN. BROQKSIDEs HD: MODUS OPERANDI PRESS. 1979

COHEN» KEITHs TRANSIT. (PGETRY) WORLD. NO. 39 (1979), 19,

COHENs XEITH, TRUE STORIES: POLLY. (SHORY STORIES) MADISON REVIEM. | {SPRING 1979}, 131-140.

COHNe ALAN M SEE VONNEGUT: KURT.

CCKERs CLARKe. GOIRG WINTER, {POETRY} KANSAS QUARTERLY, L1 (SUMNER 197%), 89.

COLBYs JEAN. APPARITIONS OF EARTH. {POETRY) KANSAS GUARTERLY. 11 (SUMHER 19793y 49.

CCHLEYs NANCY SEE HEMINGWAYs ERNESTS

CGNK:E-ZS- STEVEN. JAN: 167 JANe L7i APRIL 4i KAWABATA. {POETRY} SCREE. NOSe 13—14 (1979} .

CONKLEs D+ STEVEN. SALVATIONG QCTOSER 25; NOVe 2; SALT CREEK SATORI{ CHU-TUAN: SNOWSCAPE.
(POETRY) PLUCKED CHICKEN: Nla 5 [AUGUAT 19T9}y 624 664 708 72.

CCONNELLs EVAN 5+ JRela EVAN S. CONNELL JR.'S MRS. BRIDGE AND MR. BRIDGE: A CRITICAL
OCCUMENTARY. BY WHITEs RAY LEWIS. (BIBLIOGRAPHY) MIDAMERICA & (1979), 141=59.

(CONNCRs THOMAS.). WHO WROYE THE O[ARY OF THOMAS CONNOR. A FUR TRADE MYSTERY. BY BIRKs
DOUGLAS A AND WHITE. BRUCE Ma (CRITICISM) MINNESOTA HISTORY. 46 (SPRING 19T9).
170-88+ (MINNESQOTA)a

CCHRAD, HARNABY SEE LEWIS, SINCLAIR.

CGNHD:;7;ACK- A JACK GCNROY READER. E0. JACK SALZMAMs (SHORT STORIES) NEW YORKZ BURT FRANKL [N«

.

CONTOSKE. VICTOR SEE OLSGh, TOBY,

CONYOSKE, VICTOR. JOUAMEY WEST| NIGHY ON THE PRAIRIE: MEADDWLARK: CHANBER MUSIC; TEETH.
(:ggl’ﬂ“) 30 KANSAS POETS: EU4+ D. LOW. LAWRENCE, KANSAS: COTTONNCOD REVIEW PRESS,

1 » B=lis

CGNTOSKI. VICTORs NAMESs {PODETRY) ST. PAUL, MN: NEW RIVERS, 1979.

CCOPERs CLARA H SEE CATHER., WILLA.

(COUVEARs ROBERT.}s COOVER ET LYHISYOIRE. BY CHENETIER, MARC. {CRITICISM] DELTAs NO. 8 (MAY
1979, 205-40.

(COOVER. ROBERTas}e LES JEUX DE L*ENGNCIATION OAMS ™PANEL GAMEM. BY ARMAND, MONIQUE.
(CRITICISM) DELTAs NO» 8 (MAY L979). 189-203,

{COOVER, ROBERT.). ROBERT COOVER'S PLAYING FIELDS. BY WINEAPPLE, BRENDA. [CRITICISM) IOwWA
REVIENs 10 (SUMMER 1979}, &6~73.

(COOVER+ ROBEATa) . ROBERT CUOYER*S FICTION: THE NAKED AND THE MYTHIC. HBY HUME, XATHR¥Ns
CCRITICISM} NOVELD A FORUM ON FICTIONs 12 (MINTER L974), 127=48.

COREY, STEPHEN SEE WRIGHTy RICHARC.

CATTON®LOOD, SALLY. BREAD. {(POETRY) PRA{RIE SCHOONER, 53 (SPRING 1979). 70«

COTTONWOODs SALLY. JEANNED MEN AND WOMEM. {POETRY) PRAIRIE SCHOOMNER: 53 {WINTER 1979), I52-53.

COUGHL INy WILLIAM J. THE STALKING MAN. {ROVEL) NEW YORX: DELACURTEs: L1975, (MIDWEST)a

CCUTURIER+ MAURICE SEE GASS. WILLIAM.

COWLEY: MALCOLM SEE DREISERs THEDDORE .

COXs DON RICHARD SEE FARRELL s JAMES T

€OXs JOELe OTO CHIGF*S SONG; NEIGHEBORHGOO: WASTELAND. (POETRY} 30 KANSAS POETS. ECe Ow» LOWa
LANRENCE: KANSAS: COTTONWOOOD REVIEW PRESS: 1979, 12~13.

(CRANE:, HARTul}a THE UNIVERSAL DRUM: DANCE [MAGERY IN THE POETRY OF ELIOT: CRANEs RDETHKE. AND
WILLIAMS. 8Y RODGERSe: AUDREY Ta {CRITICISM) UNIVEASITY PARK: PENNSYLVANIA STATE
UNIVERSITY PRESS. 1979«

CROMIE, ALICE. LUCKY TO BE ALIVE. (NOVEL) NEW YORKI SIMON AND SCHUSTER. 1979, (ILLINOIS).

CROSSs RICHARD K SEE EBERHART» RICHARD.

(CROTHERS RACHELa)s RACHEL CROTHERS: BY GOTTLIEBs tOIS Co {BIOGRAPHY} BOSTON: TWAYNE
PUBLISHERSs 14979.

CURRYs DAVID: CONTENDING TO BE THE DREAM {POETRY) S5T. PAUL, MN: NEW RIVERS PRESS, 1979.

(CURWDOD's JAMES OLIVER«)s MICHIGAN'S FORGOTYEN SON=~JAMES QLIVER CURNOOD. BY HEPLER. JOHN.
{BIOGRAPHY Iy {CRITICISH) MIDNESTERN MISCELLANY. 7 (1979}, 25-33.

CURZON: DANIEL. SOMETHING YOU DO IN THE DARK. (NOVEL) PORT WASHINGTON, NY: ASMLEY BOOKS, 1979

(DEYROITs+ MICHIGAN) ¢ [MICHIGANDA

CUTLER, BRUCE. COMFORTS OF AN EGG. (POETRY} PRAIRIE SCHOONER: %3 (FALL 19793, 258,

CUTLERs BRUCE. YOUR NUMBER; BIG SKYs SWITZERLAND] BAMNHOF PERN] THE RECREATION. {POETRY) 30
KANSAS POETS. ED« Do LOWe LAWRENCE, KANSAS! COTTONNOOD REVIEW PRESS: 1979 1s~16.

OACEYs FLORENCE. THE SWOONs [POETRY) MINNEAPOLIS: MINNESOTA WRITERSY PUBLISHING HOUSE AND THE
KRAKEN PRESSs 1979.
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DALTON+ OOROTHYs THE LONERe {PDETRY) KUDZM4+ NQa 9 (SPRING 1979).

DALTONs DUROTHY- THE WIDOWER. {POETRY)} POET LGREe 74 (FALL 1979)+ 126.

DANA, ROBERT PATRICKs IN A FUGITIVE SEASON. {POETAY} 10WA CITY: UNIVERSITY OF 10WAs WINOHOVER
PRESSy 1979

DARRIDs WILLIAM,s THE BLOODING. CMOVEL) NEW YORK: BANTAM BOOKSs 197%. [KANSAS)<{CROWLEY FLATS,

. KANSAS) «

DE GRAZIAy EMILIDs A MINNESOTA STORY. {SHORT STORIES) RED CEDAR REVIEW. L3 [SPRING 1979).
4259, ’

OFE GRAZIAy EMILIO~ MARKING TIME. (SHORT STORIESE HARBINGERy 1{2] 197%, 51-56.

DE .GRAZIAs EMILLO. PROFESSOR OF DESTRE. {PDETRY)} CAREETON HISCELLANY: 17 (SPRING 1973), #46a.

DEGRUSCNs+ GENE+ SHOESy EGG SHELLS, AND CAREFULLY LABELLED HEADS] COG DAYS IN THE COAL CANP.
CPOETAY) 30 KANSAS POETSs ED. Ds LOW. LAWAENCEs KANSASS COTTONWOOD REVIEN PRESS,

1679, 174

DEKXERs GEORGE SEE HEMINGWAY, ERNEST. -

DELATTREy PIERREs LUCIANAZ FROM THE CAMPESINO JOURNALS. {SHORT STORIES) TEXAS QUARTERLY:+ 21
LAUTUNN 19781, 36-52.

DELAURENTISs LOUISE BUDD. LETTER TO THE MAN IN THE HOON. (POETRY) KANSAS OUARTERLYs 11
CSUMMER 19790+ 76«

DELMAR: Pa JAY SEE CHESNUTTs CHARLES WADDELL.

DEVANESANs JAYAVANTHY SEE HEMINGWAY, ERNESY.

DEVANESANy JAYAYANTHY SEE LEWISy SINCLAIR AND FITZGERALDs Fu SCOTT AND HEMINGWAY» ERNEST.

DICKSCNs JOHN. VICTORIA HOTEL. (POEYRY) CHICAGO: CHICAGD REVIEW PRESS. 1979+

015CHs THOMAS M. ON WINGS OF SONG. [NOVEL) NEM YORK: 5T« MARTIN'Ss 1979, (IDWAF({SCIENCE
FICTICND»

DOMINEC: Rs Aa THE ATTENDING PHYSICEAN. {NOVEL) NEW YORK: HARPER AND RON: 1979 (OHID).
{MYSTERY AND DETECTIOND. i

DONALDSDN, 5CATT SEE FITZGERALD. Fe SCOTTa

{DORSEY. GEORGE AMOSals HIN CANAAN®S LAND®: IMAGES GF GRANVILLEs OHIDa EY SEATON, BEVERLY.
(CRITICISM) GLD NORTHMEST. 5 (3PRING 1979}y 3-17.

OOXEYs WILLIAM 5 SEE VONNEGUT. KUAT. .

DRAKE+ ALBEAT . ONE SUMMER. {NOVEL} ADELPHI., HD: WHITE EWE PRESS+ 1979.

DRAKEs ALBERT. REACHING FOR THE SUN. (POETRY} WOODINVILLE. WAT CAUGHIRG BEAR PRESS, 1979. -

ORAKE, BARHARA. DEAR JANEYe (POETRY} HAPPINESS HOLDING TANK: KOs 20 (FALL 1979).

DRAXEs HARBARA« LIFE IN A GOTHIG NOVEL; THAT WE FLEW AT ALL. (POETRY) WRITER'S FORUM. Kd. &
[FALL 1979). -

DRAKEs HARBARA. LOST NETEQRITEy THE. (POETRY) MISSISSIPPL MUDs NO» 20 {1979). 38.

(DRELSERs THEQDORE=)s« ADDENOA TG THE BIBL JOGRAPHIES OF CATHER+ CANRADs DE FOREST» DREISER.
FORSTERs HARDYy, HANTHORNE, LONDONs RORRISs FDEs WHARTONy AND WHITMANe BY MONTEIRO.
GEORGE. (BIBLIDGRAPHY) PAPERS OF THE BEBLIOGRAPHICAL SOCIETY OF AMERICAs 73
{OCTOBER-DECEMBER 1L979)s 4TEB—EB1.

{DREISERs THEODCORE.)+ AN EVENING AT THEDDORE DREISER"4. BY COWLEYs HALCOLK. (CRITICISN)
MICHIEGAN QUARTERLY REVIEW, 1B C(SUMMER 1979), AG1=94. .

(OREISER,; THENOORE.}a. THE HEINEMANN EDITICN OF SISTER CARRIE. BY BERKEYs JOHN Ca AND WENYEAS:
ALICE Me (CRITICISM] LIBRARY CHRONICLE. 44 (SPRING 1979)+ 43-70.

{CREISER: THEOOOREa)« NICHOLAS BLDOD AND SISTER CARRIE. BY WEST, JAMES Le We ILLs (CRITICISH)
LISRARY CHAONICLE: 44 (SPRING 1979). 22-42.

{DREISER: THEODORE.:}a« THE SISTER GCARRIE SCRAPBOOK. BY WESTLAKEs NEDA He (CRITICISH} LIBRARY
CHROMICLE sy 44 (SPRING L979)» 71-84.

(DREISER, THEODGRE«)s SISTER CARRIE AND ThE TOLSTOYAN ART1ST. BY SREMNANy STEPHEN C.
(CRITICISM) WASHINGTON STATE UNIVERSITY RESEARCH STUDIES.: 47 (MAACH 1$79), 1-1&.

{DRE{SERs THEDDORE=}s DREISER*S VIEWS ON ART AND FICTION. BY MOOKERJEEs Re N {CRITIGCISM]
AMERICAN LITERARY REVIEW. 12 {AUTUNN 19791, 338-42. ’

{DRETSERs THEODDRE.). YOUNG DREISER: A CRITICAL STUDYs 8Y HAKUTANI« YOSHINOBY. {(GRITICISN)
RUTHERFORDs NJI FAIRLEIGH DICKINSON UNIVERSITY PHRESS. 1979,

{UREISER, THEODORE.}. NOYES OF THE ORIGIN OF SISTER CARRIE. BY RIGGIO: THOMAS P. (CRITICISH}
LIBRARY CHRONICLE. 44 (SPRING 1979)+ T=264

(DREL{SERs THEODORE). SUICIDE AND SOCIAL CRITICISH: DURKHELM, DREISER. wWHARTON: AND LONDON.
BY SPANGLERe GEORGE Ma {CRITLICISM) AMERICAN QUARTERLY. 3L {FALL L979)s 495516

{OREISERs THEGDORE.)» THE ACAD TO AN AMERICAN TRAGEDY. 8Y WURAYAMA: KIYOHIKG. (CRITICISM}
HITOTSUBASH] JOURNAL OF ARTS AND SCIENCES, 19 (NOVENBER 1978). #40—5le

OU BREUVILs LINDA. CROOKED LETTERa [MOVEL) NEW YORK: BELMONT TCWER, 1979 (MISSOURI)[MYSTERY
AND DETECTION) S

DUFFEYs BERNARD SEF SANDHURGs CARL

(DUNBAR+ PAUL LAURENCE.). PAUL LAURENGE DUNBAR. BY REVELL. PETER. CCRITICISM)»{BINDGRAPHY)
BOSTQN: TWAYNE PUBLISHERS: [979.

(DUNBAR: PAUL LAURERCE+)+ PAUL ‘LAURENCE DUMBAR:I A SINSER OF SONGSe BY MARTIN, HERDERT
WOODWARD. {CRITICISH),{POETRY) COLUKBUS: STATE LIBRARY OF OHIGs 1979«

DUNNING+ STEAPHENs ABOUT THE GRAVE OF EMILY«. (POEYRY) CHARITON REVIEW. S {FALL L979}s 77=78.

DUNKINGs STEPHEN. BIRTHDAY 80Y. {POETRY) BIG NOON. 2{1} 1979. 68+

OUNKING: STEPHEN. END OF THE WORLD IS. {POETRY) NEW MEXICO HUMANITIES REVIENs 2(2) 1979, 24«

DUNNING. STEPHEN. HAMOFULS OF ¢%a (POETRY) ATHENS. OH: CROISSANT. 1979.

DUNMINGs STEPHENe PLAYERa. [POETRY) NEW LETTERS, 46 (FALL 1979), 42«

DUNNINGy STEPHENs SPRINGTTME. SWALLOWING GENTLY: SURAPRISE. LIKE A FLY. [PGETRY]) SOUTHERN
POETRY REVIEW. 19(2) 1979: 10-11.

DURANGs REGIS SEE GASS. WILLIAM.

OYBEKs STUART . HRASS KNUCKLESs (POETRY) PITTSEURGH, PAS UNIVERSITY OF PITVSBURGH PRESSs L97%e

EASTMAH, ROBERT. FENDULUMs; (HDVEL) NEW YORK: HARCOURY BRICE JOVANOVICHs 1979, (CLEVELAND.
GHIO} »{OHIO)»

{EBERHART+ RICHARDa)}. RICHARD EBERHART: READING GOR'S5S FINGERPRINTS. BY CROSS.s RICHARD K.
{CRITICISH),{ BIDGRAPHY]+ (POETRY) CONCERNING POETRY. 12 (1979)s 13-20.

EGGEs MARICN F SEE BEIDLER. PEVTER G+

ELDER+ KARL» AN [DEA OF HAPPINESS. (POETRY} COTYGNWOOD REVIEW, NOa 21 {FALL 1S79), 75-T6e

ELDER+ XARL» STANDING IN LINE FOR FOPCORM. [POETRY) KANSAS OUARTERLY: 11 (SUMMER 197_91' F0.

ELLEDGEy JIMa A PERFECT LOVE. (POETRY) SPUGN RIVER QUARTERLYs 4 (WINTER 1979)s AT.

ELLEDGEs JiMe AT HOME IN $00OKM. (POETRY} NOUTH OF THE DRAGUNs 2 CJUNE 59793, 10.

ELLEDGE,y JIMa COMEDIANe {POETAY) SUNRISE: NOs 2 (1979)y 1ll.

ELLEGGEs JIN+ EPISODE. (POETRY) OVERTURES, 1(1) 1979, 43.

ELLEDGEs JIMe JOGGER AND THE JUGGERNAUTs (POETRY} NEWSARTs HOa 6 (AUGUST 13791, 57«

ELLEDGE, JiMs VOUCOUIENNE Ta VOUOOUIENNE. CPOETRY) RHING. 2{2) 1979, 28-29.

ELLIOTT+ HARLEY. HOW TQO TURN TUWARD THE SECRET LOVER; GOING MAD WHILE DRENKING TEA WITH
STRANGERS: THE HACK ROADS TOUR: AFTER PICKING ADSEHIPS] SMOKING RED LIGHTS. (POETRY)
A0 KANSAS POETS, EDs. Ds LOWe LAWRENCE, KANSAS: COTTONWOOD REVIEW PRESS. 1979. 15-21.

ELSTEIN: ROCHELLE § SEE FITZGERALD, F. SCOTT.

ENGEL.» BERNARD F SEE LIHCCLM: ABRAHANG

ENGEL s BERNARD F SEE HOWELLS, WILLIAM DEAN.

ENGLE. BEANAARD Fa. NOTEBGOK FULL OF MRY. {POETRY) UNIVERSITY COLLEGE QUARTERLY: 24 {JANUARY
1979) s 2l
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ERVIN. JEAM ED. THE MINNESOTA EXPERIENCE: AN ANTHOLOGYs (POETAY),(F
MINNEAPOLIS, WNI ACAMS PRESS. 1979, J. F. PONERS. PARKS. snn(':;ufc;:g::;;:K:::L:;:TIES’
SINCLAIR LEWIS, F SCOTT FITZGERALD, GAROL BLY. MARGARET CULKIN BANNING, GEORGE
VIZENOR, MERIDEL LESUEUR, EMILIE BUCHWALD. EMILIO DEGRAZIA. ROSEAT TREUER. SHEILA
ALEXANDERs PAUL GRUCHOW. PATRICIA HAWPL, FREDERICK NANFRED) .

ESBE?::EN. BARBARA JUSTER. POEM FOR MY FRIEND THE POET. (POETRY) IOENTIFY. 14 (SPRING 1979)s

.

ETTERy DAVE. ALLIANCE ILLINOIS. (POETRY) ANN ARBOR: NI3 KYLIX PRESS. [979.

ETTERy DAVEs BLIZZARD NOTES. (POETRY} SPUON RIVER GUARTEALY, 4 (WiNTER 19793.

ETTER, DAVE. CORNCOO DOLLS: CARNIVAL ON EYE STREET. (POETRY) APPLECART. NOa 1 [2979).

ETTERy DAVE. CORNFIELDS. (POETRY} PEORIAy [L: SPOON RIVER POETRY PRESS. 1979+

ETTER: DAVE. FLOWERS AND SMOKE: FOUR ROWS GF SWEET COAN; ENNYLOU: GREAT-GRANDNOTHER'S SPEECH
ON CHRISTHAS EVE: OGWNTOWN: BARN DREAMS. {PDETRY) ANN ARBOR REVIEWs NG« 28 (1979)

:IIE:. gav:. FREIGHT TRAINS IN WINTER. {PUETRYJ MADISON REVIEW: 2 (WINTER {979-80)e
=Ry AVEs JACK—Q*—LANTERNS; SAY». WHAT®*S COING ON HERE; B
MARCH. (PUETRY) IMAGES. 6{1) 1979. FREF PLCKLE PUSS: THREE FOR THE KONTH 0F

ETTER, DAVE. JANE'S BLUE JEANS; LIVING IN THE MIDDLE. (POETRY} POETAY: 134 (MAY 1979}, 98.

ETTERy DAVE. NORWEGIAN PICNIC3 ACROSS THE COUNTY LINE. (POETRY) WINNEBAGD PHOENIX, APRIL 1979

ETTERs DAVE. OLD KING COAL. (POETRY) POETRY NOW+ 4{3) 1974. °

g;::. ::vz. RIDING THE ROCK ISLAND THROUGH KANSAS. CPOETRY) I[OLA. WI! WOLESONG. 19794

* VE+ THE STONE WITH NO NAME: H -

No DAVE. THE STOME wIT E: BILLBOARD; ROSE PETALS. (PGETRY) PRAIRIE SCHOONER. S3

g;z«. DAVE, THREE SPARROWS: NATURE STUDIES. (POETRY} POETRY NOWs A(5) 1979.
Ry CAVE« TRAIN WRECK: TALKING YO THE OWNER OF A NIGHT
A DAVE= TRALN WRECKS TAL 1GHTCLYUE IN EAST OUBUQUE. [POETRY)

EVANSs DAVID. FIGS. (POETRY) CHARITON REVIEM, 5 (SPRING 1579).

EVANS: DAVIO., SOKETHING THE RAIN; DAISY BECKER. (SMHDRT STORIES) FREE PASSAGE. NO. 8 (1979).

EVANSy DAVIO. THE FACE. {POETRY} BLUE BUILCINGS, NO« 2 (19793,

EVANSs ELIZABETH 5EE LARDMER: RINGGOLD WILMER.

EVANS. NARL. NICCOEMUS QUARTETTE. [POETRY) CREAY LAKES REVIEW. & C(SUMMER 1979} 75-T8e

EVANSy Ta JEFF SEE FITZGERALDs Fu SCOTTS

EVANS, Ta JEFF SEE HEMINGNAYs ERNEST.

{FARRELL+ JAMES Tu.). A WORLD HE NEVER MADE:Z THE DI

. RTICHARD. (CRITICISM] CLA JOURNAL, 23 (5597:“3:?::59?‘: ;;ff:.t' FARRELL. BY cox, ooN

FARRELLe JAMES Tas)s FOR JIM FARRELL"S FUNERAL. BY MCCAR -
YCRK REVIEW OF BOCKS. (NOVEMBER 8. 1979), 52. THCr MART. (RIOGRAPHYI . (ORITUARY) NEW

(FARRELL+ JAMES Tal}u JAMES Ta FARRELLs 1904—-75. BY KAZIN+ ALFRED: (BIOGRAPHY)«{CRITECESH) NEW
YORK TIMES BOCK REVIEW. 84 (16 SEPTEMBER 1579), 9+30.

FEEMEY, JOSEPH J SEE CLEMENSs SAMUEL L.

FELLOWES, PETER. SUARENOER. (POETRY) COVENANT CORPANION, 68 (! OCYOBER 1979), 4.

FERGUSONs PAUL F SEE GAADMERs JOHN.

FEAGUSCONs ROBERT A SEE FITZGERALD: . SCOTT.

FERLAZZIO, PAUL SEE SANDHURGs CARL .

FETROW, FRED M SEE HAYCEN.: RDBERT.

FETTERLY. JUDITH SEE CLEMENS: SAMUEL L.

FILLERs LOUIS SEE KIRKs RLSSELLa

FINE. WARREN. THE CCNFECERAVE SOLDEERS AT THE BATTLE OF FREDERICKSBURG SAIDe (POETRY) PRAIRIE
SCHCONER: 53 (WINTER 19791« 333.

FINNEs DIDERIKs APOLLO L13. (POETRY) ICHIGAN QUARTERLY REVIEMs L8 (SPRING 1979}, 265.

FINNEY, KATHE 0OAVIS SEE GERRYMAN, JOHN«

FISHER: HARRY N. D. HE LIVES. {MUSIC}.{POETRY) ZULLETIN OF THE UNITED CHURCH GF CHRIST (SOUTH
TEMPEs AZ)s 25 APRIL 1979. 3.

FISHERs HARRY NaDa PRACTICALLY YRANSCENDENTAL. {POETRY) JUNIOR LEAGUE TOPICSs SPRING 1979. 5.

FITZGERALD, Fs SCOTT. THE PRICE WAS HIGH: THE LAST UNCOLLECTED STQRIES GF F, SCOTT FITZGERALDs
EDe MATTHEW BRUCCOLI- {SHORT STORIES) NEW YORKI HARCGURT BRACE JOVANOVICHe 1979a

(FITZGERALDs Fs S5COTTale GATSAY: FRANKLIN AMD HOPPY« BY YALENTl: PETER. (CRITICISM} NOTES ON
MODERN AMERICAN LITERATURE. 3 (OFALL 1979}, ITEM 23.

(FITZIGERALD: F. SCOTT.)a FITZGERALDYS MIDWEST: WSOMETHING GORGEOUS SOMEMHEREW—-SOMESHERE ELSE«
BY GROSS« BARRY. (CRITICISM) MIDAMERICA 6 (L9793, 1L1=26.

(FITZGERALDs Fe SCOTTede THE GAOTESGUE [N THE NOVELS OF F. $COTT FITZGERALD. BY FERGUSON.
ROBERT A. (CRITICISH) SAQ. 78 (AUTUNN 1979}, 460-T7.

(FITZGERALD, Fa SCOTT+), FOR wHMOM THE EARTH MOVES: A FITZGERALD PARODY OF HEKINGWAY. BY EVANSs
T. JEFF, (CRIVICISK) AMERICAN NOTES AND CUERIES, L7 (APRIL 1979)s 127—28.

{FITZGERALDy Fa SCOTTa.}e FITZGERALDYS THE GREAT GATSBY. BY LEVITH: MURRAY Je IéHITIClSN)
EXPLICATQRs A7 (SPRING LE73)s Tr9.

(FITZGERALD, Fo SCOTT.). ThE ACHIEVING OF THE GREAT GATSEY: F. SCOTT FLTZGERALDs 1920-25. BY
LONGs ROBERT EMMET. (CRITICISM) LENISBURGs PA: BUCKNELL UNIVERSITY PRESS, 1979

{FITZGERALD, F. SCOTT.}. FITZGERALDY'S JOSEPHINE STORIES: THE END OF ¥HE RGMANTIC ILLUSIGN. BY
ELSTEIN, ROCHELLE S+ (CRITICISH) AMERICAN LITERATURE. SL (MARCH 1979}. &9—a3.

{FITZGERALG+ Fu SCOTT.}e Fe SCOTT FITZGERALD, PRINCEYON *I7. BY DONALDSONy SCOTT. (BIUGRAPHY}
PRINCETON UNIVERSITY LIBRARY CHAGNICLEs 40 (WINTER 1979)s L19-54a

(FITIGERALD: F, 5CG¥T.}e AN INSTANCE OF APPARENT PLAGIARISM®I Fo SCOTT FITZGERALDs WILLA
CATHERs AND THE FIRST GATSBY MANUSCRIRT. Y BRUCCOLI. MATTHEM Ja. (GRITICISM) PULC,
A% (SPRING 19783 171-T8.

(FITZGERALD, F. SCOTTa)s THE SECOND SERIALS OF THIS SIDE OF PARADISE AND THE BEAUTIFUL AND
DAMNEDs BY WESY. JAMES L. ¥. I11. (CRITICISM} PAPERS OF THE B1BLIOGRAPHICAL SGGIETY
OF AMERICA: 73 (JANUARY-MARCH 1979}, 63-T4.

CFITZGERALDy F. SCOTT4)s SCOTT FITZGERALDS CRESIS TN AN AMERICAN LOENTITY. 8Y STAVOLA. THOMAS
4+ (CRITECISMY, (BIOGRAPHY} NEW YORKZ EARNES AND NGBLEr 1979.

FITZPATRICK, XEVINe MITTENSs (POETRY] SACKBUT REVIEW, 1| (WINTER 1979}, E.

FITIPATRICK. KEVIN+ FOR JACK. DRINKING. (POETRY) BULUE RIDGE REVIEWs 1 FSUHHER 1979)s 58.

FITZPATRICK. KEVINe DATEs {POETRY) THE WALAUS SAIC. 2 (AUGUST 19703y Zl.

FLEISHER: MICHAEL L. CHMASING HAIRY. {NOVEL) NEW YORK: 5T. HARTLNY'S PRESSs 19795 (CHICAGO}.
{ILLINOISS.

FLI:ICE;_:iRlMI- VARIATICNS CM 4 THEME; SKYMARKS. {POCTRY} XANSAS QUARTERLYa 11 {SUMMER 1979}

FORD» PHYLLIS AND WINTER: HELEN SEE KACKMARs JESSIE

FORELLEB. HELEN. CHANBER GF COMMERCE; THEN AND NOW. (POETRY) PASQUE PETALSy JUNE 1979. 176,
178.

FORELLE: HELEM. RACHEL, RACHELs (SHORT STORIESY ONCE MORE WITH FEELINGs 2 (19793, 14=19.

FORELLEs HELENs SONNET TO MY WINDOW. (POETRY) PASQUE PETALS. FEBRUARY 1979s 108.

an.l;z:s;nrqn. SPRINGFIELD OHIO JOURNAL NO. 1. (POETRY) OUTERBRIDGEs NGO+ 3 (FALL 1978-SPRING

. 9

FOX, ROBERT f. SUNDAY AFTERNOON. (POETRY) IHAGES: & (SPRING 1979}y 8.

FOX, ROBERT R. YOUR FRIEMDLY LOCAL WAYCHDOG. [(POETRY} WATERWAYSs | {GCTOHER 1979). 8.

FRANZ, JOHN. ASTRONOMY. (SHORT STORIES) KANSAS QUARTERLYs t1 (WINTER=SPRING 1979). 15782«

FRIEDBERG, MARTHA A« THE EVENING CHILOREN. (POETRY) BLACK HARTA, & (OECENBER 19793, S3.
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FRIEOMANs RICHARDs PHYSICAL CULTURE. (POETRY) CHIGAGO: YELLOW PRESS. 1979
GALE. ROBERY L SEE CLEMENS, SAMUEL L.

(GARDNER. JOWNa)as THE GASS—GARDNER DEBATE+ BY MCCAFFERY, LARRYs (CAITICISM] LITERARY REVIEW,
23 (FALL 197%)s 134—44.

(GARDNER. JCHN«)e THE ART OF FICTION LXKIIE! INTERVIEW WITH JOHH GARDNER. BY FERGUSHNs PAUL F,
~(INTERVIEW)+ (GRITICISM) PARIS REVIEW. NOs 75 (SPRING 1979). 36-T4.

[GARLANDs HAMLIN2}a WLUCY MONROE'S 'CHICAGO LETTER® TO THE CRITIC. 18931896« BY STRONKS,
JANES H. {CRITICISK) NIDAMERLCA S (19783, 30-38.

(GARLANDs HAMLIN:}. CHRISTMAS IN IOWA. BY ANDREWS: CLARENCE E0s {SHORY STORIES) IOwA CITY.

' 1A: MIDMEST HERITAGE. 1979«

[GARLANDs HAMLIN.7+ HAMLIN GARLAND®S DAKOTAZ HISTORY ANO STORY. BY GiSH. ROBERT F.
CCRITICLSM) SOQUTH DAKOTA HISTORY. 9 (SUMMER 1979)» 193-209.

(GARLAND, HANLIN.). HAMLIN GARLAND AND THE PULITZER PRIZE CONTROVERSY OF 1921. 8Y
OEHLSCHLAEGERs FRITZ Ha {CRITICISM] AMERIGCAN LITERATUREs 51 {NGVEMBER 19791, 409—14.

GASS, WILLLAM H. THE FIRST WINTER OF MY MARRIEO LIFE. (POETRY} NORTHRIDGEs CA: LORD JOHN
PRESS, 1979,

(GAS5Se WILLIAHe)s LE METAPHORE COMME TEKTE. BY DURAND, REGLIS. {(CRITICISN} DELTAs NO. 8 (HAY
1979} 87=104.

{GASSs WILLIAM:)+ LES DESORDRES DU RECIT DANS “THE PEDERSEN KiD™. BY GAULT, PIERRE.
[CRITICISM} DELTAs NO+ 8 (MAY 19791, 4763«

(GASS, WILLIAMs}+ OMENSEYTER'S LUCK, ROMAN POSTFREUDIEN. BY POLI. MICHEL. (CRITICISH} DELYA,
NO. B {MAY 197914 47—43.

(GASSy WILLIAM.). THE GASS—GARDNER DEEATE. BY MCCAFFERY, LARRY+ {CRITICISM] LITERARY REVIEW.
23 CFALL 1979)+ 134-44.

{GASSs WILLTIAMa)» WILLLAM GASS: INSTANCES DE STYLISATION. BY COUTURIERs MAURICE. (CRITICISM)
DELTA. NO+ B (MAY 19761, 65-E5. .

GATENBY, ROSEMARY. THE THIRD [DENTETYs {(NOVEL) NEW YORK: DO0OO, MEAD. 1979, (MISSOURI}.

GAULT, PIERRE SEE GASS» WILLIAM.

GERBERy JOHN C SEE CLEMENS: SAMUEL L.

GEROGIANNIS, NICHOLAS SEE HEMINGWAY, ERNEST«

GEURIN, JOAN. THE DANCER. [POETRY) GREAT LAKES REVIEW: & (SUNHER 1979). Bl-82.

GIBSON, KEIKO MATSUE. TREKBLE OF MORNING. (POETRY) MILWAUKEE: MORGAN PAESS, 1979 .

GIBSOK, MORGAMe NEIGHBORST BTRDS AND FIREWORKS. (POETRY) SACKSUT REVIENs 2 (FALL 1379), 17,

GIBSON: MOAGANs SPEAKING OF LIGHT. {POETRY) MILWAUKEE: MORGAN PRESS: 1979.

GIES, JOSEPH SEE MCCORNICK, ROBERT RUTHERFORD.

GILDNERs GARY. GEOGRAPHIC TONGUE, {SHOAT STORIES) CARDLINA QUARTERLY, 31 (FALL 1979)¢ 20-24.

GILDNERs GARY. SLEEPY TIME GALe (SMORT STORIES) GEDRGIA REVIEN: 33 (SUNNER 1979)s 345-47.

GILONERs GARYs THEY HAVE TURNED THE CHURCH MHERE [ ATE GODJ GEISHA] AFTER AN ALL-MIGHT CACKLE
WITH SLOTH AND COMPANY I ENTER THE MANSION AND GREET THE CAWN. (POETAY} GEOGRAPHY OF
POETSs EDe o FIELDs NEW YORK: BANTAM, 1979, 219-221s

GILDNER. GARY+ WHAT®S POETRY GDOD FOR: IT*S MORE THAN SESTINAS AND TRIOLETS, SAYS [OMA POET.
(POETRY }« (BIOGRAPHY) OES MOINES SUNDAY REGISTER. OCTOBER 14, 1979+ 3C.

GISH. RDBEAT F SEE GAALAND, HAMLIN.

(GLASPELL ., SUSAN)s CHRISTMAS IN IOWAe. BY ANDREWS: CLARENCE EDe {SHORT STORIES} IOWA CiTY.
TA: MIDWEST MERITAGEs 1979

CGLASPELL+ SUSANs}e SUSAN GLASPELL®S THE YERGE: AN EXPERIMENT IN FEMINISM. BY WATERNAN,
ARTHURe (CRITICISM} GREAT LAXES REVIEW, & [SUNMER 1979}, 17-23.

(GLASPELL+ SUSAN.J. SUSAN GLASPELL UND DIE PROVINCETONN PLAYERS] DIE ANFAENGE DES HODERNEN
AMER IKANISCHEN DRAWAS UND THEATERS. BY BACHs GERMARO. (CRITICISM] FRANKFURT AM MAINZ
PETER G« LANGy 197%. .

GOFEM, ETHEL. CREDO: (POETRY) KANSAS QUARTERLVs LL (FALL 1979}s 132Z.

GOLDNAN, LIELA SEE HELLON, SAULe :

GOLOSTEIN, LAUAENCE. A MASTERAPIECE APPARENTLY ODESTROYVED: REUNION AT 35. (POETRY} SOUTHERN
REVIEWs 15 (JULY 1979}, 6A3—45,

GOL1Ns RICHARD SEE CLEMENSs SAMUEL L.

GOLLIN, RITA SEE CLEMENS» SAMUEL L.

GOODMAN, OEBORAHe ThE SAME LEAVES, THE SAME STREAR: YOLANDA. {POETRY) 30 KANSAS POETSs ED- Da
LOW. LAMRENCE, KANSAS: COTTONNOOD REVIEW PRESSs 1979, 22-23.

GOSNELL, STEPHEWa NATURAL GASe {SHORT STCRIES) TEXAS OUARTERLY: 21 [AUTUMN 1978). &6-Td.

GOTTLIEB, LOLS ¢ SEE CROTRERS: RACHEL.

GOUNARD: BEVERLEY ROBERTS SEE WRIGHT. RICHARD.

GEUNARDs JsFa SEE WRIGHT+ RIGCHARD.

GRAYs PATRLCK WORTH. EVEMING. (POETRY) COTTONNOOD REVIEWs NUs 21 {FALL 1979). 32.

GRA¥y PATRICK WORTHa THE FIRST STEP} SPRING DEGINS AS YELLOW CROCUSES: ARCH TO ME. (POETRY)
KANSAS QUARTERLY. 11 (SUNMER 1979). 97-9

GAEASELY. PHILIP SEE ANDERSONs SHERWOCDa

GREENE. ROAEAY. GEOLOGISMSs [PDETRY) 30 KANSAS POETS: EOs Do LOW. LANRERCE. KANSAS:
COTTONNEOD REVIEW PRESS. 1979, 24-27.

GREGERSCNs LINDA Ke FIRE IN THE CONSERVATORY. (POETRY} FEELD. 20 (SPRING 1979}, 18-19.

GRIDLEY. ROY E SEE IRBY. KENNETH.

{GRIERSONs FRANCIS+)- THE MYSTICAL LANDSCAFE: FRANCIS GRIERSON®S THE VALLEY OF SHADOWS. BY
BRAYs ROBERT. {CRITICISN) OLD NORTHWEST. & (WINTER 1972-80). I67-85.

GRDSS, BARRY SEE FITZGERALOs Fs SCOTT.

GROSS, ROBERT. OH GRANDFATHER. [POETRY) COTTONWOUD REVIEN. NOe 21 (FALL 1979)e 73«

GROSS, ROBERT, DRNAMENTED CEILING. (POETRY) 30 KANSAS POE¥S: EDs Da LOWe LANAENCE, KANSASI
COTTGNWOOG REVIEW PRESS. 1979, 28-

GROSSMANs MARTIN. A FIELD OF APPLE TREES. (POETAY) POETRY NGWs 4{4)s 1979: 19«

GROSSMAN, NARTIN. A PLACE TO LIVE. {POETRY) SOU'WESTERs 7 {SPRING 1979). S53-54.

GROSSMAN: WARTIN. FOUR SONGS FOR MIDNIGHT. (POETRY) IMAGESs S5(2) 1979, 10.

GAOVER, DORYS C. FISHERMEN: (POETRY} KALEIOQ MAGAZINE. 1 {AUGUST 197%)s 17.

GROVERs OORYS C. PASO POR AQUIs (POETRY) SOUTHMEST HERITAGEs 9 (SUNMER~FALL 1979}« 144

GROVER, DORYS CRONW SEE HOUGH. EMERSON.

GUNN» JAMES. THE IMMORTALS: FROM PRINT TO FILM AND BACK AGAINe CCRITICISM) DESTINIESs 1
(OCTOBER-DECEMBER 19790+ 230~53.

GURLEY» GEORGE. HUNTING THE LAST ELEPHANT] THE SHELL GAME. (POETRY) 30 KANSAS POETS. £0. 0.
LOW. LANRENCE, KANSASS COTTONWOOD REVIEW PRESS: 1979+ 26-130.

GURLEY+ GEORGE+ MEDIGCINE MANa IPOETRY} COTTONWOOOD REVIEW. ND« 21 (FALL 1979), 50.

HADLEYs LEE AND IRWINs ANNABELLE. THE LILITH SUMMER. BY HADLEY IRWINs PSEUD. {NCVEL) OLD
WESTBURYs NY: THE FEMINIST PRESS. 1979+ .

{HAGLEY, LEE AND IRWIN. ANNABELLE.). WHO 1S HADLEY IAWIN. BY YACKNIN, ROSALIE. (BIOGRAPHY)
AMES DAILY TRIBUNEs (FRIDAY. NOVEMBER 2» 1979+ 9»

HAGEMAN: MEYLY CHIN SEE HEWINGWAY. ERNEST

HAGEMANN, Es R SEE HEMINGWAYs ERNEST.

HAKUTANIs YOSHINDEU SEE DRELSER, THEOQORE.

{HALLs JANES NORMAN.). JAMES HALL IS WTHE DARK MATD OF LLLINOIS. 8Y HALLWAS, JOHN E.

(CRITECISM) DLD NORTHRESTs 5 {SUMMER 979}« 1al—4T.
(HALL s JAMES NDRMANe)s JAMES MORMAN HALL: PAST. PRESENT. AND FUTURE. BY ROULSTON: ROSERT.
(CRITICISM} BOOKS AT IOWAs 29 {(NOVEMBER 1978)s 3-13s (COLFAXe I0WA).{IOWA).
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HALLWASs JOHN E SEE HALL« JAMES NORMANG
IHAH:I;I'DN- VIRGINLIA4)« VIAGINIA HAMILTONI OHIQ EXPLORER IN THE WORLD OF JMAGINAYION. BY
an S'SELOFF' MARILYN F. {CRITICISH) COLUMBUSI STATE LIGRARY OF OHIOs 1979«
A PD‘EN; ELIZABETH CONPILER. TO ALL INGUIRENG FRIENDS: LETTERSs DIARIES AND ESSAYS IM NORTH
KDTA« {BIOGRAPHY )+ [ESSAYS) . {DIARIES} GRAND FORKSE DEPARTHENT OF ENGLISH
UNEVERSITY OF NORTH OAKOTA: 1979. !
HANSELLes WILLIAM H SEE HAYDEN:; ROSERTS
HANSENy TOMs FATHER®S HEADs (POETRY) KANSAS QUARTERLY
11 {WINTER-SPRIKG 79 -
::::::- zﬁ:. HE+ [FPOETRY)} COTTONWDOD REVIEWs NO. 21 (;ALL 1979} TT7a 1. 8
- RLES D. GRANDFATHER; MEXICO CITYs {PDETRY)} POET AND
CRITIC.: 11({2] 197
HANSCN+ CHARLES D+ RENAISSANCE OF YHE TABLE. (POETRY) JUST PULP, 3 (I;NTER :9?9)?‘6:3' 2.

HARNACK: CURTIS. LINITS OF THE LAND. (NOVEL) GAl 2
A EoURe . TOuRr - ADEN CITYy NY: DOUBLEDAY. 1979, (ICWA),
HARRISy JOSEPH SEE HEMINGWAY; ERNEST.
HARRIS: TRUDIER SEE CHESNUYTs CHARLES WADDELL .
HARRISON: JIM+ LEGENDS OF THE FALL. {SHORT STORIES) NEW YORK: DELACORTE:s 1979
HASSELSTROM, LINDA M. MIONIGHT IN MISSQURD: RANKIN RIDGE: ONLY AN ANCIENT MOON: NUDE, 1978
{POETAY) MIDWEST QUARTERLYs 20 {SUMMER 1972}, 365=56. ' ) et
::g:t::- :g::tg :- 5::5:,1‘:ENTAL SONNET. (POETAY) TAR RIVER POETRY, 19 (FALL 1979), 27.
. - OF T
tarar nar HE SEVENTLES: (POETRY} BALL STATE UNIVERSITY FORUMs 20 LAUTUMN
::SSLER- JON« SEHCN'S NIGHT. (NOVEL) NEW YORK: ATHENEUN: 1979, [(MINNESOTAD.
HA::A'AT. JEANINEs THE HERMIT WOMAN. {POETRY) KANSAS QUARTERLYs 11 (SUMNER 1979}s G&—61l.
INSs TOHM. THE SPARAROM. (POETRY) cCOTTORWODD REVIEWs NOe 21 LFALL 19791 &2
HAWLEY, OWEN SEE LINDSAYs VACHEL . ' -
{HAYDEN, FGBERT.)« ®NIQOLE PASSAGE®: RUHERT HAYDEN'S
H ANT[-EPIC.
(CRITICISK} CLA JOURNAL.: 22 (JUNE 1979), 204—18. Y FETRON, FRED K-
(HAY:?:LIiﬁﬂﬁﬂY;é;:;il'lgl:::eruﬂL UNI¥Y OF ROBERT HAYDEN'S ANGLE OF CESCENT. BY HANSELL,
. HLACK AMERICAN LIT
HAYECK. ROBIN SEE CaTHER: wiee: ITERATURE FORUM, 13 (SPRING 1979), 24-131.
HEA:ST- JAMES ARD CALDEAWOOOs CARMELITA. BONESETTERS BRAWL. {NOVEL) ARHORE: PA: DGRRAND: 1979
[FEARST. JAMES AND MCDONALGs JULIE AND GLASPELL, SUSAN AND GARLANG. HANLINe). CHRISTMAS N N
I0WA. BY ANDREWS: CLARENCE EQITOR. (ANTHOLOGY)s(SHORT SYORKIES) 1CWA GITY, {AZ
NIDNEST HERITAGE PUBLISHING CDus 1979 ' )
:::S:I- :::E:- ;: :(E:EQUNT OF FAILURES. {PCETAY) WEST BRANCHs NO+ 4 (1979), &65.
3 - PLE CARE F i
ey ‘GR PECPLEj] SMALL THOAUS. {PGETRY) WORMWOCD REVIEW, 19(1}, 1979,
HEARSTs JAMES+ HANG ON TQ THE GRAB SAR. {POETRY) KANSAS
- QUARTERLY s 11 [SUMMER 1979}, 71
HEARSTs JAKES. HARD WAY TO LEARN; ¢ i
Taray o oA LEARN; NO NIGHTINGALES, ND NYMPHS. {POETRY) POETRY. 134 (APRIL
HEARST, JAMES. LANDMARK AND OT :
ool OTHER POEMS: SELECTED POENS. (POETRY) FOR DODGE, 1A% JIF] PRINT,
HEARST, JAMES, NU WORD FOR THE wISE. (POETRY) SCUTHWEST
- REVIEWs 64 {AUTYHK -
HEARSY+ JAMES. OFF LIMITS. (POETRY) POETRY NOW« 4 (SEPTEMEER l;79l| ll.u 19793, 293
HEARST+ JAMES. GUTSIDER. {POETRY) AMERICA, 140 (16 JUNE 1979)s 497.
HEARSTy JAMES. PAUSE BETWEEN CLOCK TICKS. (PDETRY) YANKEEs 42 (NOVEMRER 1979), 297.
:2::::- j::::- :5:::E"E~T BLUES. (POETRY) FOEYRY VIEW. 14 OCTOBER L1979, l4s
. . IN THE STRAWDERRIESt SELECTED POEMS. :
o vEnaESy Dhake 1N THE DEMS. {POETRY} AHES: [OWA STATE
HEARST, JAKESe STATISTICS AND WATERFALLSI DEATH OF A MAR|
RIAGE; A ShA -
NG WAITE, NOo 1 f19g0r . LeTER H SHABBY OAY. (POETRY)} BLACK
MEM?;;Q:A!?:. THE BACKWARD FLOW. {PGETRY)} UNIVERSITY DF WMINOSOR FEVIEN. 14 (SPRENG=SUMMER
f -
HEARST, JAMES. THE FACT IS. (POETRY) PDETRY VIEwW: 23 (SEPTEMAER 19790, 1a.
::::;;- j::z:- I:g INSATIASLE DEMAND+ {POETRY) NEW RENAISSANGE. 3{11) 1979, 4‘5.
» - ELCHAIR BLUES] SHOVE IT. BRCTHER.
264 Toumntn oro ie . ERe SHOVE ITe {POETAY) NORTH AMERICAN REVIEMN.
I“s;l‘::;; J::E:; :‘ﬂNEN SHEARING MEN, (PGETRY) CANADIAN FORUM, 58 (MARCH 19793, 33.
+ =)o A CCNVERSATION WITH JAMES HEARST. B -
TONAN 27 (SPRING 19705r lanaal Y WITTy SILLa. {INVERVIE®) «{CRITICISM)
HEBALD: CAROL+ EVE WITH SONs {POETRY) KANSAS CUARTERLY. L1 (WINTER=SPRING 19790+ 30.
::g:t:- C::DL.- THE MOON LEAKS RED. {POETRY] NORTH AMERICAN REVIEW. 284 {SPRING 1979)» 72.
HEFFE“;‘E 2:EHI:fEE|:L;::;géc§; (SHORT STORIES} NEW LETTERS. 46 (FALL 1979)s BS—%0.
. - I¥§ OF THOSE -
CSUMMER 1579 1an i OEAR TO HIM« {POETRY) KANSAS GUARTERLY: 11
HEFFERNANs MICHAEL. FEBRUARY 15T: DAFFODILS: 4TH OF J
3 ULY. C(POETRY
ine LOW. LAWRENCE, KANSAS: COTYONMOGD REVIEW PRESSs 1919: 31-33. ! 30 FANSAS POETS: EDe 0.
HEINLE[K: ROBERT Aa)e ROBERT Ax HEIMLEINZI THE NOVELEISY
S AS PREACHER. 8Y —
{CRITICISM) » (SCIENCE FICTION) EXTRAPOLATIONs 20 (FALL 19790 ZIQ—ZZ-PARK(" SPEERs DIANe.
(HE[:I;E;;:L“O:E?;‘;E:':{ JUSTEFYING THE WAYS OF MAN TO GOD: THE NOVELS OF RCBERT A. HEINLEIN,
- ANNa (CRITICISHIW{SCIENCE FICT
Tore) o Gacas . ICTION) EXTRAPOLATIONs 20 {SPRING
HELLER: JANET RUTHe NIDAH (THE MENSTRUANT). {POETRY}
- EARTH!S DAUGHTERS: NOS. 10=11 {1979
HELLER. JANET RUTH. A REPLY TO BARBARA FISCHER. {POETRY} PULPy 5 {JANUARY 1979)s 144 te oo
HELLERs JANET RUTHa. JANA SPURNED. {POETRY) PAINTBRUSH. 6 (SPRING 19793. 17
HELL?:;Q.:AN:': RUTH. HALKU FOR AN ESTRANGED FREEND. (POETRY) GREAT LAKES REVIENs & (SUMKER
. .
HELLERy JANET RUTHe FERTILITY; A GAME FOR ADULTS. {POETRY) GOLD FLOWER. & {APRIL~NAY 1979), 7.

HELLERI JANET RUTH. ENMBRACE. {POETRY) THE GREATER GARDEN MILL POETRY EXPRESSs 3 {SPHING 1979},
::&521 j::z: :3::- APRIL CONCERT. {POETRY) THE WRITER, 92 (NOVEMBER 1979}, 244
aa: + PURIK HAPPINESS 15. {FDETRY) JOURNAL OF REFORM JUDAISMs 26 (SPRING 1979},
HEMINGWAY . ERNEST. EIGHTY-EIGHY POEMS. E0+ WITH INTRODUCT I
ON BY -
CPOETRY) NEW YDRK: HARCOURT BRACE JOVANOVICH: 1979. NICHOLAS GERCSIANNES
THEMINGWAY. EANESTele ADDENDA TO HANNEMANZ HEMINGWAY*S SELECTEUD SfﬁHIESo BY WHITE., WILLIAR
(BIBLIOGRAPHY )+ {CRITICISM]) PAPERS OF THE 8T1BLIOGRAPHICAL SOCIETY OF SCCIETY OF -
AMERICA, 73 [JANUARY-HARCH t979)., 121-23.
{HEMINGWAYs ERNESTa)as HEWINGWAY®S SECRET: YISUAL TOD
s VERBAL ACT. BY HAGEMAN, MEYLY CHIN,
{CRITICISM) JOURNAL OF MODERN LITERATURE, 7 (FEBRUARY 1979)s B¥—112. ’ i
(HEN:NG.‘AY- ERMNEST+)s A MISPRINT IN HEMINGWAY'S A FARESELL TO ARMS. BY WHITE. WILLIAM,
CRITICISM} PAPERS OF THE BIBLICGRAPHICAL SOCIETY OF AMERICA, 73 {OCTOBER—DECEMBER
L979)y 4T6-T7.
{HEMINGWAYs ERNESTu)a FOR WHOM THE EARTH MOVES: A FITZGERALD PARODY CF HEMINGWAY. BY EVANS, Tu
JEFFa {CRITICISH) «(PARDDY} AMERICAN NOTES AND QUERIESs 17 (APRIL 19792, 127-28.
(HEMINGWAY. ERNESTs)e IN SEARCH DF ERNEST HEMINGWAY: A WODEL FOR TEACHING A LITERATURE
:5::!:;:- ?;T;ORKHANn EROOKS. (CRITICISM) URBANA. ILI KATIONAL COUNCIL OF TEACHERS OF
. -
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(HENINGWAY, EANEST+)s THE MANUSCRIPT AND THE DIALOGUE OF =4 CLEANs WELL-LIGHTED PLACE™. BY
BENNETTs WARREN. {CRITICISH) AMERICAN LITERATUREs 50 (JANUARY 19793 41324

(HEMINGWAY: ERNSSTa)e HEMINGWAY'S “SOLDIERS HOME™. 8Y JONES, HORACE Pa {CRITICISM} EXPLICATORs
AT (SUMHER 1979}y 1T.

CHEMINGMAYs ERNESTe)= GUILLERWD CABRERA INFANTE®S DEBT TO ERNEST MEHMINGHAY. BY PEAVLER: TERRY
Je (CRITICISM} HISPANIA, &2 (MAY-SEPTEMBER 1979)s 289=9G.

(HEMENGWAY ERMNESY«)+ ADDENDA TO HANNEMAN: HEMINGWAY IN ITALIAR AKD PORTUGUESEs 8Y MONTEXIROs
GEORGEe (CRITICISHI«{BIBLIOGRAPHY) PAFPERS DF THE BIBL IDGRAPHLCAL SUCEETY OF AMERICA+
73 (OCTODER-DECEMBER 1979): 477-T8.

¢HEMINGWAYs ERNESTs}s SUPERMATURALISM AND THE YERNACULAR STYLE IN A FAREWELL TQ ARMS. BY
DEKKERy GEORGE AND HARKISs JOSEPH. (CRITICISM} PMLA, 24 {MARCH 1979). 311l=18.

(HEMIRGNAY, ERNEST+)e DEATH AND DYINGZ HEMINGWAY®S PREDOMINANT THEME. BY SCHEELs WARK.
(CRITICISM} EMPORIA STATE RESEARCH STUDIES. 28 (SUMMER 1979), 1-12.

{HEMINGWAY+ ERNESTa#)s ERNEST HEMINGWAY: 88 POEMS: BY GERUGLIANNISs NICHULAS. {POETRY) MEW
YORKZ HARCOURYs BRACE, JOVANOVICH, 1979. -

{HEMINGWAYy ERNEST+). HEMINGWAY'S HIDDEN CRAFT: THE WRITING OF A FAREWELL TO ARNS. BY OLDSEY,
BERMARD. {CRITICISN) UNIVERSITY PARKs PAZ PENNSYLVANIA STATE UNIVERSITY PRESS. 1979«

(HEM INGWAY ERNESTe}s HEMINGWAY?'S A FAREWELL TO ARMS. 8Y EBOX. TERAY. (CAITICISM) EXPLICATOR.,
7 {(SUMNER 19790, 7.

(HEMINGWAYs ERNEST«). HEMINGWAY'S ®HLLLS LIKE WHITE ELEPHANTS".: BY ORGAhs OENNIS« (CRITICISK)
EXPLICATORy 37 (SUMNMER 1979). 11. .

{HEMLNGNAY, ERNESTe)s HEMINGWAY: EXPRESSICKIST ARTIST+ AY NELSON. RAYMOND S. CCRITICISN)
ANES: 1OWA STATE UNIVERSITY PRESS, 1979.

LhEMINGWAYs ERNESTa)« THE TRIUMPH OF HONOR IN JAMES AND HEMINGWAY« BY KAYERs CHARLES We
(CRITICISM) ARIZONA OUARTERLYs 35 (WINTER 1979} 373-91.4

CHEMINGWAY4+ ERNESTs)e AN ADCENDUM TO HARNEMAN'S HEMINGWAV. BY JOYCEe THGMAS Jo (CRITICISM)
AHALYTICAL AND ENUMERAFIIVE BISLICGRAPHY. 3 (APRIL 1L973)s 103

(HEMINGWAYs ERNESTal}s A COLLATION. WITH CCMMENTARY, OF THE FIVE TEXTS OF THE CHAPTERS IN
HEMINGWAY®'S IN OUR TEREs 1923—38, BY HAGEMANN+ Ea Ra (CRITICISM) PAPERS OF THE
B1BLIOGRAPHICAL SUCIETY OF AMERICA, 73 (UCTORER-DECEMEER 1979)+ 433-58.

{HEMINGWAY: SRNES5T.}s "BIG TWO-HEARTED RIVER* AS THE EXTRENE OF HENINGWAY'S NIHILISMe BY
NAKAJIMA, KERJI+ CCRITICISM) TOKYD: EICHOSE PUBLISHING €Owyv 1979

(HEMINGWAYs ERNESTe)e HEMINGWAYZ THE ECOUNCMICS OF SURVIVAL. BY COMLEYs NARCY. (CRITICISM)
NOVEL: A FORUM CN FICTION. 12 (SPRING 1979)s 244-53.

{REMINGWAY. ERNEST«)e. ™THE AMERICAN TWENTIES AND ITS SIGNIFICANCEW. BY DEVANESAN. JATAVANTHY .
{CRITICESH) LHY. 194(2}, JUY 1978, 129—44.

HENRY» HAT SEE ROETHKEy, THEODORE.

HENSLEY, JOE L. MINOR NURDERSs (NOVEL) GARDEN CITYa NY:I DOUBLEDAYs 1975.

HEPLER+ JOHN SEE CURWOODs JANES OLIVER.

HIGGINS: FRANK. HEWRY HATTER CYMBALS IN MANDs {(POETRY) KANSAS QUARTERLY. 11 (WINTER-SPRING
LYT9ky €4a

HILLs RUTH BEEBE. HANFA HO ¥O. {NOVEL} GARDEN CiTY, N¥; DOUBLEDAY. 1979. (MIDWEST)+{DAKOTAH
INDIANS ). (SIOUX INDIANS.

HINDs STEVENs BALTNG AFTER THE FLOOD. (POETRY) COTTONWOOD REVIEW. NG. 21 {FALL 1979}y 22

HIND. STEVEN. BALING AFTER THE FLOOD: THREE DAYS OGN THE PRAIRIE; GETTING INTO THME ACT.
{POETRY) 30 KANSAS PDETS+ ED+ D. LOW. LA¥RENGE, KANSASI COTTONWOQD AEVIEW PRESS.

1579 34-36.

HINDs STEYEN. THIS TIME. {(POEYRY) KANSAS CQUARTERLY, 11 (SUMMER 1979}, 3C.

HOBBSe GLENDA SEE ARNCN» HARRIETTE.

HOBBS. J« KLINE. DIARY OF THE ULTIMATE ONE NIGHT STANDs AND THAT OTHER QUEST. (POETRY)
KALAMAZDOs MI: EXAPERLITION PRESS, 1979«

HOFFMAN, CANLEL SEE SANDBURG: CARa

HOLDENe JOWATHAN. ON A MILD QCTOUBER EVENING; TORMADO SYMPTOMS| HOW TO THROYW APPLES. (PDETRY)
30 KANSAS POETS, EDe D. LOW. LANRENCE: KANSAS.! COTTONWOCD REVIEW PRESS, 1979. 37=3%9.

HOLLAGAY, SYLVIA SEE ANDERSON» SHERWOCO»

HCOVERs PAUL. LETTER TO EINSTETN BEGINNING OCEAR ALEERY. (PDETRY) CHICAGG: YELLOW PRESS: 1979,

HORSTENGy ERICe BREVITY¥+ (POETRY} POETRY NOW. 5(2) 1579. 7.

HOSHIKO, PATSY=-ROSE SEE KILPATRICK, THOMAS Le

{HOUGHs EMERSON.}s ¥e H» D. KOERNER AND EMERSCN HOUGH: A WESTERN COLLAGORATICN. BY GROVERs
DORYS CRON. (CRITICISMI»({BIGGRAPHY) MENTANA® THE MAGAZINE OF SESTERN MISTORY, 29
CAPRIL 1979): 2-10+

HOWARD» CLARK. THE WARDENSs (NOVEL) NEW YORK:! Re MAREK. 1979 (HIDWEST).

HOWARD, JOSEPH. BREAKIRG AWAY. {NQVEL) HEW YORK: WARNER BROTHERSs 1979 (BLOCMINGTONs
INDIANAD + CINDIANAD 2 { ENDIANA UNIVERSITY) .

HOWARD, MARY. LONG TRAIL OF BLUE. {SHORT STORIES) GEORGIA REVIEW.: 33 (SPRING 1979), 153-648.

{HOMELLSs WILLIAH DEAN.)« WILLIAM DEAN HOWELLS AND MAYRICE THOMPSON: AT WAR OVER REALKSMa BY
SCHADKHCRST» GARY. LCRITICISM) QLD NORTHWEST. 5 (FALL 1979}. 291-302.

(HOWELLS+ WILLIAN DEANa}e HOWELLS AS TRAGEDIANs BY ENGEL, BERNARD Fa {CRITICISM) SSML
NEMSLETTER: 9{1) SPRING 1979, 7-d.

(HOMELLS. WILLIAM DEAN+}s THE WILLAGE AND AFTER: SOCIAL EVOLUTION THROUGH CHARACTER IN &
MODERN LNSTANCEs BY TAVERNIER—COURBIN, JACOUELINEs {CRITICISM] AMERICAN LITERARY
REALISM: 167T0—191ds 12 (SPRING 1979)s L127T-142.

HOWINKs EDAs DOMINION OF THE WHOLE. (PDETRY] DARDIC ECHOES. 20 {APRIL-JUNE 1579). 37.

HOWINKs EDAs I AM JUST THERES A COLLECTION OF POEM5. {POETRY} FRANCESTDWNs NH: GOLDEN QuiLL
PRESSs 1979,

HOWINK. EOA. MEMBRAANE OF MEMORY. (POETRY) NEW YORK! GUSTO PRESSs 1979

HUETER: DIANE. JUST BEFDRE SLEEP; A NORSE MYTH FOR THE WANING MONi PORTRAIT: 50D HOUSE FANILY.

C(POETRY) 30 KANSAS POETS: EDe Du LOWs LAWRENCEs KANSASI COTTONWOGD REYIEW PRESS.
1979 40=42.

HULLs ELIZABETH ANN SEE HEINLEIN. ROBERT As

HUMEs KATHRYN SEE CCOVERs RODERT.

INGRAM: ALYCE. SNOWe C(SHORT STORY) EUREKAs NOs 3 {WINTER 1979}s 25-24.

INGRAM. ALYCEe THE DELINGUENT. {SHORT STORIES) BLOGDROOTs K« 6 {SPRING 197%)s 13—-17.

INGRAM, ALYCE. THE STONE ANGEL: A COUNTRY FUNERAL. (SHORT STGRIES) ROGMe KOS. 5-6 {QECEMBER
L1979} s 44=4B.

IRBY, KENNETH. FROM TO HAX DOUGLAS. (PUETRY) 30 KANSAS POETS: E0e Oe LOWs LAWRENCEs KANSASI
COTTONKOOD REVIEW PRESS: 1979 43—40e

(TRBY, KENNETHe)s WITNESS FROM IRBYLAND. BY GRIDLEY. ROY E+ ICRITICISHM) CRECENCES. 23
{FEBRUARY 1979}y 16—1%.

TRYINGes JOHN SEE VONNEGUT« KURTe

IAWEN. ANNABELLE SEE HADLEY, LEE

JACKSON, JON As THE BLIND P1Gs (NOVEL) NEW YORKS RANDGM HOGUSEs 1979 {DETADLT ) » {HICHIGANY »
(MYSTERY AND DETECTION)«

JACOB» JOMN. SCAYTER: SELECTED POEMSs 19608-1978. [(POETAY) CHICAGD: WINE PRESS, 1979.

JACOBSONs DALE. WHAT GOES UNSAIO. (POETRY) JAZZ. NO« 5 IDECEMBER 197%)s 49+

JAFFEs Do AND KNOEPFLEy J« FRONTIER LITERATURE: IMAGES OF THE AMERICAN WEST. (POETRY)s(SHORT
STORIES) »(FICTION} NEW YDRK: MEGRAW-HILLe 19T79.
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JANIK: PHYLLISs AN ADVENT CALENDAR. (POETRY] CH
- ICAGO: GRASSF -
j:::;:' :RDELE L. HCRAQASs {(POETRY) PGET. 20 (JUNE 1979}, TT:ELD FRESSS 3979
ROELE L« A BRAY, F - A

19;9)- o LSE FOR SHOW-ANG=TELLi CAPE COD EXPERIENCE. (POETRY) ENCCGRE.13 (SUNKER

JESSENs ARDELE L+ COME SPRING, {POETRY) PGEY. 20 (FE
BAUARY 1979). 76

JESSENs ARDELE L. OUR PRAIRIE TOWN. {POSTRY} POET, 20 (OCTOBER l;TQI: 4Za
JCIHNiUN- N{CHAEL L. LATE SEPTEMBER: LATE AFTERNOON; WILD BILL; DRY SEASON: A SORT OF LOVE

ETTER; A TRANSLATION FROM K[ NQ TSURAYUKI . {POETAY) 30 KANSAS POETS. ED. O. LOW.
JGHN;;:HEgii’;AK‘NSAS: COTTONMOOD REVIEW PRESS. 1979: 47—49.

. EL Le ON GAINSREORORCUGH'S THE MORNING WALK 7 H

CPOETRY) KANSAS QUARTERLT. 11 {SuNREH 1oTarr na, 11785)3 ON THE DATES OF AOETS.

JOHNSON, AITA. THE COANER. (POETRY} GEORGIA REVI

JCNES, HORACE B SEE HENENGEATY . Baprcos EWs 33 (SUMMER 1979}, 42@.
JOYCEy THOMAS J SEE HEMINGWAY, ERNEST.
(JUSTICEs DONALD«)+ "RICH ECHOES REVERBERATING®: THI
3 E PGWER OF

MICHAEL. (CRITICISM} MLS. 9 (WINTER IS7B—79}, 25-32. POEYIC CONVENTION. v Rewa,
KACKHAR: JESSIE AND FORD. PHYLLIS AND WINTERs HELEN. 3

CHICAGD! HARPER SQUARE PRESE. tomey . APERTURES TO ANYNHERE: POEMS. {POETRY})
KAMINSKYy STUARY. YOU BET YOUR LIFE. {NOVEL) NEW YORK3

CILLINGIS A CRVETERY AND Deremern RK: STa MARTIN'S PRESS: 1979, (GHICAGO).
KAZTN+ ALFRED SEE FARRELL . JAMES T.
KELLY+ DAVID Ba JULY 6. (POETRY) KANSAS QUAR -
KENTY RODERT SRE TATE. Anoe TEALY~ 1t (WINTER-SPRING 2979}, 1&Ba
KIENZILE: WILLIAK X THE ROSARY MURDERS. (NOVEL) KANSAS

N CITYI ANDREW

{DETROIT} » (HICHIGAN) « (MYSTERY AND DETECTION]« EHS AND MCMEEL. 19794
leLg:E::‘ RE:ERT. AT THE GRAVE OF A YOUNG PIGNEER GIRL. (POETRY)} FRONTIER LITERATURE: [MAGES
KILLoR E ERICAN WEST: ED+ Ou JAFFE AND J. KNGEPFLE. NEW YORK? HCGRAN-HILL,: 1979,

195:- ROBERT. WINDKILLSs COYOTES AND OTHER NIGHT SOUNDS. (POETRY) GUINTET» BRMK PRESS

’ -
KILPATRICKy THOMAS L. AND HOSHIKO. PATSY-ROSE. ILLINOIS, ILLi H
NOIS{ AN ANNOTATED BIA
« NOF FICTION. (BIBLIGGRAPHY ), {FICTION) METUCHEN. NJ: SCARECROW PRESS. 1979. b1 neRARIY
iKI ?;12:;2:;&5;;;1g::':;:?Nt::::Aégxz:E NOVELS OF CHARLES KING. BY WHITFOROGs KATHRYN. (NOVELS).
. S OF THE WISCONSIN ACA:
RS SR b By DEHY OF SCIENCES. ARTS AND -
KIRCHNER PAMELA. THE INTIMATE EARTHi{ IN THE SMALL BOA’
T$ OF THEX .
REVIEW, 33 (SPRING 1979} llﬁ—ll;o 7 HANDS. (REETRY) cedRcra
fRIRK: RUSSECL.}» RUSSELL KIRK OF MICHIGAN. BY FILLER J
LOULS. (CRITICISK
MICHIGAN HISTORY, 43 (SEPTEMBER-OCYUBER 19793, I.Z:l- - FSKIsLaLasRAPHYY
KLEIN, JERRY. PLAYEQ [N PEORTA., (ESSAYS] NePeX KICKAPGO PRESSe [970.
KLEIN. MARLIS MANLEY. LETTER POEM; THESE POEMS WILL FOLD OVER ME. {PGETRY} 30 KANSAS PUETS
EDs Do LOW: LAWRENCE, KANSAS: COTTONWCOD REVIEW PRESS. 1979, S0 '
KLEISs DAVIC JOHMN. CLOWN IN THE MOON. (POSTRY) DEYROIT: HARLO PRESSs 1919
KLINKOWITZ: JEROME SEE VCNNEGUT, KYAT. .
KRIGHT, WALLACE E. LIGHTSTRUCK. (NOVEL) BOSTON! AT -~
NOERFCE, ot GapEaTTS LANYIC-LITTLE. BROWN: 1979, (MIDWEST).
{KNOEPFLE« JDHN.}. SOME NOTES ON JOHN KNOEPFLE'S POENS. BY M
- LS. R -
« (BIDGRAPHY) NORTHEAST. SERIES 3 (WINTER LS78-79), 31-45. KoFR 9 JRe AROETAYD

OENs Se We THE INHERITANCE. (POETRY) KANSAS QUARTERLY. 11 (W
KCL8, HAROLD H SEE CLEMENSs SAMUEL La ' (PINIERTSRING 19731 192-93.
KCOSER, TED: MATIMEE. (SHORT STORIES} COTTONWOOD REVIEW

E + NO+ 21 {FALL 1979}, 55-56.
KCOSERs TED. OSAGE: AUNT WINNIE; WITHIN THE REALM OF POSSIBILITY] SOLAR ECL;PS::S:HIL' THE
:ch;E;KYT:;U?ET- (POETRY) COTTONWOOO REVIEW: NUs 21 (FALL 19793+ S1-5da '
. +1+ AN INTERVIEW WITH TED KOOSERe« BY TAWNEY - {8
COYTONWGOD REVIEW. MO« 21 (FALL 1979}, u.-so. + RIS (SICGRAPAYI s CINTERVIEWS)
KOSMICKI, GREGe PUTYING UP
19?9;- 12..'\ THE STORM WINDONSe {POETRY) KANSAS QUARTERLY. 11 (WINTER-SPRING
ROVACINYs GREGORY. FIRST DREAN-=AWARENESS OF BEING A wi
RITER Q
REVIEW: 7 {SPRING 1979}+ 1li. R GURST(SIs PoSTRY) New onsata
KGYACINYs GREGORY. JANUARY: A CHANT. (POETRY} LYRICAL IOWA
KRAUTH; LELAND SEE CLEHENS: SAMUEL I:- ! P s e as.
KUBACH: DAVID EDS SEE PENN, RICK
KUZMA,» GREGe WHAT IS5 [T. NOW YHAT THE DAY HAS AGEDR:
EGi UNTITLED: A PERSON IN MY LIFE}
L‘A"gﬁiECfau::ﬂElnYl PRAIRIE SCHOONERs 53 [(SPRING 19793, 11-21. FTAEHA axo
] = THE TACN MARSHALL. {NOVEL) NEW YORK3Z
LABRIEs, ROSS SEE NEMEROVs HOWARD. ORIKE BANTAN, 19792 (RANSAS).
LAHEY-COLEGA, CHRISTINE. YOU GO TO YANCOUVER: I'M GONNA ALIENATE IN DETROLY CITY: ON THE
MEANING OF POET?V; SHALL THESE BONES ENDURE: AFTER HEARING STEPKEN SPENDER; HE
CANNDT LOVE HER: CAN'*S SHOE REPAIR: 195%9: SOUTHERN MAN] MOTOR CITY MEN. {POETAY} A
LAHE:ng:;:AREQz;l:g;I:éVE FROM DETROIT. QETROITI THE SMUOGE, 1979.
oy '] = TO A FEMALE ORIFTER AT THE ALCOVE« (POETRY} SOLANAs 2 (SPRING 1979),
LAHEY-DOLEGAs CHRISTINE. RATIO0S. {POETRY) GARGOYLE
- ¢ NOe. 11 (1979), 41
I’::KEY DOLEGAs CHRISTINEs LES TRES RICHES HEURES. (POETRY) STUDIA ITST;CA- 2 (SPRING 197%)
HEY~OQLEGAL CHRISTINEs MIGHTHMARE. (POETRY) RICHMOND BROOM. {S5PRING 19791 50. )
II:::EE-DOLEGA- CHRISTINE. MOTOR CITY MEN. {PDETRY) THE SRUDGEs N0« 5 (FALL 1979-WINTER 1280}
RS5S¢ GUNNARD. THE HUNTING SHACK. {NOVEL) NEW YORK: ARBOR HOMSE« 1979 (WISCONSING. *
LAQUE, CARQL FEISER. MCTHER SONG. (PDETRY) WOGMANSPIRITy § {AUTUMN 1979).
t:::iénCA:?:GFE‘J-E$F:éagﬂg;uipél::‘z :Alﬂ\‘ TALE. (SHORT STORIES) WOMANSPIRITs 5 {SUMMER 1979), &4
. . ARCNER, EDe CLIFFORD Me - °
MIs wALDEN Phiter Lagon ) GCARUTHERSe (CGRRESPONDENCE) PLINT,
{LARDNER» RINGGOLD WILMER.)+ RING LARDNER. BY EVANS
ELLZ. N B
PREDERTLK Lntears ueae - - ABETH. [ALIOGRAFHY} NEW YORK:
LASALLEs PETER. THE GRAVES OF FANOUS WRITERS AND OTHER STOR
IES H
UNIVERSITY OF MISSOURI PRESS, 1976, + (SHRAT STORIES) carumara:
LAUG?::ZER:;I:‘efE?;Dg:::; E:AINSE READING FOR YOUNS PEOPLEs [SIBLIOSRAPHY) o (FICTION),
. ICAGO: AMERICAN LIBRARY ASSOCIATION
{SOUTH DAKOTA) + {NEBRASKA Y s IKANSAS ) o v 1973+ (hOATH DAKOTAZ.
LEGGETT+ JOHN. GULL IVER HOUSE« {NOVEL) BOSTON: HOUGHTON MIFE
- LINs 1979a
LENSE. ECGWARDs SNOW. {(POSETRY} KANSAS QUARTERLYs L1 (FALL 1979}.-131-
LEVEz;::;TgE:lL?;u:l;::l:I::Di‘L:E ORCHARD PRUNER] BACK HONE; ORIVING TO WICHITA KANSASS aLp
. .
PRESS ) 1979, S ot AS POETS: EDs Do LOW. LAWRENCE. KANSAS: €OTTONMOGD REVIEW
t:VERINE' DONALDs BLINDWEED. (PQETAY) COTTONWOOD REVIEW. KOw 21 (FALL 19793, 19.

VIS. LARRY. THE WISH TO BE PICKEC CLEAN. [PCOETAY) GEORGIA REVIEW: 33 {FALL 1979}, S41—
LEVITHs MURRAY J SEE FITZGERALD,y F, SCOTT. * b
(LEWIS.: SINCLAIR AND FITZGERALD, F. SCOTT AND HENIMGWAY

¢ ERNESTa)}a MTHE AMERLCAN Tw!
SIGNIFICANCE™, BY DEVANESAN, JAYAVANTHY. (CRITICEISH} LHY. 19(2): JULY LTS, la‘Jf‘::fES Ao
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{LEWIS, SINCLAIRa}= A PORTRAIT OF SINCLAIR LEWIS] ANERICA®S ™ANGRY MAN® IN THE AUTUMN OF HIS
L[FE. BY CONRAD. HARNADY. {BIOGRAPHY) HORIZON, 22(3)s MARCH 1979 AC—44: 47=51.

{LENIS, SINCLAIRs). SINCLAIR LEMIS, STUART PRAYY SHERMAN, AND THE WRITING OF ARROMSMITH. BY
OEHLSCHLAEGERs FRITZ Ha {CRITICISH) RESOURCES FOR AWERICAN LITERARY STUDIES. 9 ~
USPRING 1979}+ 24=30.

(LEMIS, SINCLAIR«)+ THE WILOERNESS CONVENTION IN MAIN STREET, BASGBIT AND ARRGMSMITHa BY ALLEN.

DENNIS+ {CRITICISM) GYPSY SCHOLAR, & (SUMNER 19791, Té=92a -

{LINCOLN. ABRAHAM«}s ABRAHAM LINCOLN. POEV. BY ENGEL, BERNARD F.
9C1) SPRINGs 1979, A—T4

(LINCOLN, ABRAHAM:}. HORATIO ALGER, ANOREW CARNEGIE, ABRAHAM LINCOLN AND YHE cOwWHOY. BY
ROBERTSONs JAMES 04 (CRITICISM) ({BIGGRAFHY) MIDWEST GUARTERLY, 20 (SPRING L979).
241-57. -

LINDSAY, FRANNIE. THE HARP OF THE FIRST DAY;: GOOD FINDS WOMAN. {POETRY) PRAIALE SCHCONER, 33
(SUMMER 1979} 163-64. .

LIKDSAYs NICHOLAS VACHEL. LETTERS OF VACHEL LINOSAY. EDe NARC CHENETIER (AMERICAN CULTURAL
HERITAGE SERIESs 1). {AUTGRIDGRAPHY) NEW YORK: BURT FRANKLIN, 1979

{LINDSAY, VACHEL.«)« LINDSAY'S 1908 WALKING TRIP. BY HAWLEY+ OWEN. (B1OGRAFHY) WESTERN
TLLENOIS REGICNAL STURIESs 2 (FALL 1979)+ 156-72. .

(LENDSAY. VACHEL.). VACHEL LINDSAY AND THE CHICAGO HERALD. BY CANP, DENNIS. {CRITICISMI.
(POETRY) WESTERN ILLINOIS REGIGNAL STUDIESs 2 {SPRING L9791, 70-88.

{LINDSAY, YACHEL+)+ VACHEL LINDSAY. BY BALDERSONs JAY Re (DIOGRAPHY) AMERICAN WRITERSY A
COLLECTIGN OF LITERARY BIOGRAPHIESy SUPPLEMENT 1. PART 2, ED. L. UNGER. MEW YORK:
SCAIENERs 197§ 374403+

LCNGs ROBERT EMMET SEE FITZGERALDs Fe SCOTT.

LONGHAN: DORISa FLIGHY J02:; CATALPA TREE+ (POETRY} GREAT LAKES REVIEW, & (SUMMER 1979). 83-as,

LCSSE, ARLYLE MANSFIELD. SPIDER IN THE L1HRARYs {POETAY) NEW EARTH REVIEW. MAY 1979s 15.

LOSSEs ARLYLE MANSFIELDs A BUS FOR ALL SEASCNS. (POETRY) EUS LINES (NDVEMBER 1979)s 2.

LOSSEs ARLYLE MANSFIELD. 1N OUR MARRIAGE. {POETRY) POETS (OCTOBER-NGVEMBER 1979}, 1t

LON. DENISE ED. THIRTY KANSAS POETS. {PDETRY) LAWRENCE. KAMSAS: COTTONWOOD REVIEW PRESS. 1979,

LOWs DENISE. BETWEEN FALL AND WINTER. (POETRY} SOUTHWINDS, NO. & (1979).

LOWs DENISEs CHINESE GRANCKOTHER-IM-L AW BEYOND THE GOLD MOUNTA[N] THE CHINESE MARKET IN
KANSAS CITY. (POETRY} TELLUSs 3 (FALL 1579): 11-14.

LOW. DENESE. CYCLE; WEEDINGs {(POETRY) GREAT LAKES REVIEW: 6 {SUMMER 1975), B9-00.

L0%s DENISE. LOOKING FOR YOUR BLUE sPaT. {POETRY} 30 KANSAS POETS.: EG« Ce LOW, LAWRENCE.
KANSAS: COTTONWOOD REVIEW PRESS: 1979, S4.

LOW:s DENISE. SPIDERS: CREAMS AND OMENS. (POETRY} wOMANSPIRIT: & (FALL 157%)s 32.

LOW, DENLSEs VINLAND, KANSAS. (POETRY) OUINDARU: NOSe 4—5 (197931 21.

LYONSy RICHARCs BORK FREE; YOUNG HAWYHORNEs (POETRY) FREE PASSAGEs: hO+ 8 {(AUGUST t9T9}s 8

LYONS: RICHARD. JOB*S WIFEe {(POETRY) ELOODROOT+ NO. ¢ {SPRING 1979), 36-39.

LYONSe RICHARD. TEN POEHS. (POETRY) NORTH DAKOTA HORIZONS, 9 (SUNMER 19793}, 12-17.

LYCKS» RICHARD. UNMEASURED TIME; IMMORTALITY: LOT AGAIN. (POETRY) DAKUTA ARTS GQUARTERLY: WO
7T (15791, 14~16.

{MACLEISH+ ARCHIDALD,)s+ MAGLEISH'S =ARS POETICA®: S—16.
EXPLICATOR: 37 (SPAING 1979)+ 14-15.

MACNAUGHTON. WILLIAM R SEE CLEMENS, SAMUEL L.

MADGEYTs NAQMI LONG. SQ0N | WILL BE DONE: MEMORIAL] TWICE A CHILO. {POETRY) GREAT LAKES
REVIEW, 6 (SUKMER 1979). 72-74,

MADGETTs NACOMI LONG= 500N T WILL BE DONE; PACKRAT; THE SURVIVORS3 FIFTH STREET EXITs RICHMOND.

{POETRY) CALLALOD, NO. S (FEBRUARY 1$79)s 27, 524 784 21-B3,

WAHERs JAMES Y. THE DISTANT MUSIC OF SUMMERs (NGVEL) BOSTON: LITTLE., BROWN:s 1979, C(CLEVELAND,
OHID? + (OHID »

MAINONEs ROBERT Fa MOONLIGHT: HAIKUs {POETAY) CELTGNy MI: MAINOHE, 1979.

MATOLO. JOSEPH. DEATH OF AN ELDER« (SHORT STORLES) GREAT RIVER REVIEW, 2 (SUMMER 19793«
K07-19.

MAIOLD, JOSEPH. SENIOR CITIZEN: RESCUING THE DEAD. (POETRY) FHOEBE. B (JULV 1979)s 62.

MALAMUT. ANOREA COHEN SEE AELLOW. SAUL+

MALING. ARTHWJRs THE KOHERG LINKa (NOVEL) NEW YORK: HARPER AND ROW, 197%s ICHICAGDs ILLINGISH,
tILLINOLS)

MANFREDs FREDERICKs HIJIMKS WITH THE MINISTER'S SON.

EDa Je ERVIN. MINNEAPOLIS: ADAMS PRESS: 1979.

NANFRED: FREDERIGK: NINETY IS ENOUGH: A PORTRAIT OF MY FATHER. [BIQGRAPHY} 10wA REVIEWs 10
(SPRING 1979)e 1-214

RANFRED. FREDERICKs YHE WIND BLOWS FREEF A RENINISCEHKCEa (AUTOBLIQGRAPHY} SIOUX FALLS« 5D3
CENTER FOR WESTERN STUDIESs AUGUSTANA CCLLEGE. 1979.

CMANFRED, FREOERICK<}s FREDERICK MANFRED. BY WRIGHT, RICHARD C. (BIOGRAPHY) BOSTON: TWAYNE
PUBLISKERS: 1979.

{MANFREO, FREDER1GK+)a: FRECERICK MAMFRED? THE QUEST OF THE INDEPENDENT WRiITER, 8Y WYLDER,
DELBERT E. (CRITICISHM} BOUKS AT 10OWAs MNOs 31 (NOYENBER 1979), 16-31.

MANFRED. FREYAs AMERICAN RGADS: A ADOK OF POEMS. {POETRY} WOODSTOCK. KY: GVERLOOK PRESS, 1979,

MAPLES, EVELYNs THEY THAT DO HUNGER; THEY THAT KOURNI TO BE THE LIGHT: T0 BE THE SALT: WHEN
MEN SHALL REVILE; BLESSED ARE THE PURE: BLESSING DECLINED; CHILD QF GODi FOR SPIRIT
POOR; SHALL OBYAIN MEAGY} BLESSED: BLESSED ARE THE MEEK. [POETAY) SAINT®S HERALD.
126 {JANUARY-DECEMBER 1979)}: VARICUS PAGENG.

MARSHALL s CAROLINEs FUGITIVE GRACE, (POETRY} MINNEAPOLIS. MNI MINNESOTA WRITERS! PUBLISHING
HOUSE: 1979

MARSHALL+ TERESA« WARNING« (FOETRY) KANSAS GUARTERLY. 11 (SUNMER 1979}, 62.

MARTINs DAVIDa TETHEREO. (NOVEL) NEW YORK: HOLT+ RINEHART AND NINSTON, 1979+ {(ILLINOIS).
{BRIKEy ILLINGIS}.

HARTING HERBERT WOOOWARD SEE DUNBAR. PAUL LAURENCE.

{MASYERS, EDGAR LEE AND ADANS, FRAKKLIN Pe AND DERLETH. AUGUST+). IMITATIONS OF SFOON RIVER:
AN OVERVIEW. B8Y RUSSELL, HERS. (CRITICISM) WESTERN ILLINOIS REGIONAL STUDISS, 2
(FALL 1979} 173-82.

(MASYERS» EDGAR LEE=)s SPCON RIVER!S "EPILOGUE'. BY RUSSELL, HERBa. (CRITICISM) MIDWESTERN
HISCELLANYy 7 £1979}s 34~40.

MASTERSs MAUREEMs UNTITLED. {PGETRY) GREAT LAKES REVIEM. © (SUMMER 1979)}s %7

MATHERNEs BEVERLY« PERLOUE FARMING; PERIGUE TOBACCO HARVESTI TRISAIEUL. {PQETRY) 30 KANSAS
POETSs EDw D+ LOWe LANRENCEs KANSAS: COTYONMOOD REVIEN PRESS. 1979 St8—356.

MATTHEWS, JACKs THE LAST ABANDOMMENY. (SHORT STORIES) GEOAGIA REVIEWs 33 (FALL 1999} 625-30,

MAYER+ CHARLES W SEE HEMINGWAY+ EANESTW

MCCAFFERY» LARRY SEE GARDNERs JOHM,

MCCAFFERY. LAARY SEE GASSs WILLIAM.

NCCARTHY, EUJENE J« GROUND FOG AND NIGHT:

1979+

MCCARTHY. MARY SEE FARRELL s JAMES Ta

MCCAMLEY, DWIGHT L SEE ROEYHKE: THEODOREw

MCCOMBS, JUDETHe AGATNST NATURE: WILDERNESS POEMS. {(POETRY) PARADISE, CA! OUSTBOOKSs 1979.

MCCOMBSs JUDITHe AMERIGCAN GOTHIC: THE LANCSCAPE REVERSED. {POETAY) BLOODROQTs MO. & [SPRING
19783, 17

(CRITICISM) SS5ML NEWSLETTER,

8Y ST VINCENT, EDIN. {CRITICLSM)

{SHORT STORIES) THE MINNESOTA EXPERIENCE,.

POEMS+ (POETRY} NEW YORK: HARCOURT ERACE JOVANOVICH,
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NCCOMBS, JUDITH. CONCERNLING SURVIYAL. (POETR
¥Y) SNOWY EGRET, 42 (SPRING i .
:222:::- j‘l-:l;:;:q 23:“:55:“:;‘“’:15- (PD:I’R'J GREAT LAKES IIEUI’!.. ; (S:HMEHQI::;)f A5-95.
. - NOTHER——THE MOTHER AS P -

REVIEMs 14 (SPRING-SUMMER 19793, 34-35. 4 OFT- IPOETAY) UNIVERSIYY ar winosoR
MCCONKEYs JAMES, THE TREE HOUSE CONFESSLIONS, (

NOVEL] NEM YORK: QUTTON -
(MCCORMICKs RDABERT RUTHERFORD.). THE COLONEL aF CHICAGU. BY GiES, JDSEP:97?;I;EG’::::“‘)
e {NEWSPAPERS ), {CHICAGO TRIBUNE) NEW YORK: DUTTON. 1979. - !

ULLEYs MARILYN MANN. NORTON €

Py OUNTY + KANSAS. (POETRY) KANSAS QUARTERLY, 1§ [SUMKER 19790,
:CCULLI’JUGH' JOSEPH B SEE CLEMENS: SAMUEL L.

'CCONALDs JAMES M. THE POE PRESERVATION ACTS. {SHORT

- STORIES) AIEEE, NO —| -
:CDUNALD- JAMES M. WALUN CLUH. {PGETRY) TNDIANA WRLITES~CENTERING. 324—5?: :959‘1::91' sems-
(CDONALD| JAMES, GRAMMARIAN THRESHOLD NO. 8a (PDETRY} ALEEE, NOS. 7-8 {1979) éa -
MCDONALDy JULIE.). CHRISTMAS [N [OWA. BY ANDREWSs CLARENCE £D, {SHORT SToR ES) T

TA: HIDWEST HERITAGE. 1979, ort TAMR cLTv.
:g?g::uﬁﬂ- ROBERT E. THE UNDERGROUND PARKING WAL Te [POETRY) EVERYMAN: 1979} 20.

NYs RALPH. LYING THREE. (NOVEL) NEW YORK: VANGUARD. 1979, (CHICAGG: [LLING

CILLINDIS}s {MYSTERY AND DETECTION) & * 181
MCKEDWN, YOM. IMPRESSICNS: (POETRY} NINNESQTA REV

IEWs 13 (FALL L979). 24
:CLAUGHLIN- DANe NEOR WINOMILLS OR SURELY ¥OU JOYST. CPOETRY} DANVILLE. ;L: NeP 197%
“gt:zg:ll:::- :::':I:xEﬂgvf:iE';gH WIND BLOWS. (POETRY} DANVILLE, IL: NaPasa ;979: -t -
.

1oras. 1rese + AUTIFUL SEA. (SHORT STORIES) COLORADO QUARTERLY, 28 CAUTUMN

MCLAUGHLIN: wILLIAH. ART LOVER
‘ 9_1°.D - ERS+ (SHCRT STORIES) WASHINGTON REVIEWs 5 {OCTOBER~NOVENBER 1979},
MCLAUGHLINy WILLIAM. THE FARME

ﬂu_ﬁl.’ E R TAKES A LIFE, {POETRY} SOUTHWEST REVIEN. &4 (WINTER 19793,

:&:gg:t::- :;t:::::- g:’nézil:‘;:AD- THE SNAIL CARRIES. [(POETRY} POETRY-TEXAS, 3 (1979). 19,
+ 0 S FOR WhEN A AA

Caunmen Larer3. INSOW IS PENDING. (PGETRY) LAUREL REV1EWs 13
:‘C:NAHDNw THOMAS. MCKAY*S BEESs (NOVEL) NEW YORK: HARPER AhD RON. 1979, {KANSAS) .

MNEICE. JAMES. THE FOUR SEASONS. (SHORT STORIES) GEGRGIA REVIEW, 33 (SUMKER 1979). 299—
:ECHANN' GINNY BROWN SEE MORRIS, WREGHT. ' 2.
EISSNER« WILLIAN, LEARNING :

1979: . G TO BREATHE UNDERWATER+ tPOETRY) ATHENS: OHIC UNIVERSITY PRESS,
HEISSNERs WILLIAM. THE FISHERMANYS LAST CAST: SE

11 CWINTER-SPAING 19780, en B b i SEVEN AaM. SNOWLTT. (POETRY) KANSAS QUARTEALY.
MELLARD. JAMES M SEE BELLCYW, SAUL .

MESHER, DAVID R SEE BELLON, SAUL .
MILLER:. ELLEN VOTAW. WHEN ! uWA -

poiiing S MARRIED. (SHOAT STORIES) PRAIRIE SChOONER. S3 C(FALL 1979) .
MILLER: PHILIP. KANSAS CITY CHRISTMAS CARCL
MILLG, RALRH 4 an eeaS CLTY CHRISTUAS * (PDETRY} KANSAS QUARTERLY. 11 (SUMMER 1979}, 91.
MILLS, RALPH J JR. AS NOW} ELM; A THOUGHT; TONIG 3

B HT. {P

(FALL-RINTER 1978-797 ¢ egong i [. {POEYRY) MISSISSIPRL VALLEY REVIEW: 8§
MILLS+ RALPH Jo JHe CoDeMei IN

PPt . eDeHei [N THE NIGHT AlA. (POETRY} SPCON RIVER QUARTERLY, 4 {SPRING 1979),
MILLSs RALPH Jo JR. LIVING WITH DISTANCE. (POETRY) SROC

- KPORT, NY:i 80A EDITIONS, 1979
MILLS. RALPH Js JR. THE STOMNES. (POETRY) BRCTHER 50N A ‘

oM PRESS. lames reg GSs EDe J. PERLMAN. MINKEAROL IS, MN3 HOLY

MILLS, RALPH J. JR. HORSE: THE CDOR. (POETRY) Ny
- EM ENGLAND REVIEW: I {WINTER 1975=79)
MILLSs RALPH Js JR. FOURTEEN {I.E. ' Tagg.

3 - {I.E« 14) JANYARY. {POETRY} ANOTHER CHICAGO MAGAZINE, 4 11979),
::::l'::- ﬂﬁ:t:: j- j:- ;t:;z:ﬁﬂ:e"- {POETRY) TAR RIVER POETRY. 18 (SPRING 19793, 19-20.

. - - H

1579re 17y aa IGHT SAY: THE WAY. (POETRY} SPOON RIVER QUARTERLY, 4 {WENTER
MILLS+ ROHBERT. BROWN BAGI POEMS. (POETRY) PEQRIA, IL: SPam

- H N R

fCHICAGO, JLLINDIS)»CILLENDIS) . * {VER POSTRY PAESS. (979,
MILTANs JOHN R« TWO RECENT NORTH DAKGTA NOVELS.

(SPRING 1579) s 3ocar (HoRET oakgTAL CCRITICISM} {NOVELS) NORTH CAKOTA HISTOAY, a6
:INCZESKI. JOHNe OLD BGO SONGe (POETRY) KANSAS GUARTERLY. L1 {WINTER=5PRING 1979}, 102-1037
NINCZESKI- JOHNe THE SPIDERS. {POETRY) ST. PAUL. MN: NEW RIVERS FAESS. 1979 *
M::;:ES::;6;2?:-5:3:IIN$“§'BI:§ WRONG BUS SOP. {POETRY) STGRY STONEs |} ‘F‘LI: 1979).

. - SINGS PORTRAIT

{WINTER=S5PRING 1979): 1l&a ' OF THO POETS: (POETAY) KANSAS QUARTERLY. 11
®INTYs JUDITH. BEFQRE CCMPLETIONT WINTER AOEM——TH,

LSUNKER 19700 cammh E SNOWY CWL, (PGETRY) GHEAT LAKES REVIEW, &
MINTY, JUOITH. WALKING: LAST RITESs (POETRY} EBARAT

REVIEW. 7 (WINTER L979).
'::l:::; J:‘g;::";g :EL:g:H:gG JOURKAL . (POETRY) LGS ANGELES: CENTER PUBL!CAI’II:NS- 1979
- 3 kY LORE: A SEQUENGCE FOR DAUGHTERS. BY 1

LAKES REVIEW: & (SUNNER 1979), 37-39. FY RORH: MARILWN. (CRITICIGM) onEaT
MOLESWORTH: CHARLES SEE ROETHKE. YHEODORE AND BLY., ROBERTs
MONTE[RO+ GEORGE SEE ORELSER, THEODORE +
:E:TEIRD. GEORGE SEE HEMINGWAY: ERNEST.

TEIRO. GEORGE SEE CATHERs WILLA AND DREISER, THEQDORE
MODKERJEE. Rs N SEE DRE{SERs THEODORE » ’
MODREs JAMES. WHAT THE BIRD SEES. {POETAY} SAN B
KORAHE, GILEAD SER BovLom  siEes TA MONICAs CA: MOMENTUM PRESS, 1978,
MORITZ+ JOHNs. VARIATIONS ON A THEME. {POETRY) 30 KANS
AS POET - - s

COTTENNGOD REVIEs PRESS. 1ome p oos S+ EDe D LON. LANRENCE, KANSASS

:EF;KEN. LUCINDA OAKLANDa THE CHRISTMAS ELFs C(SHORT STORIES) VIKINGs 76 (DECEMBER 1979)a
HEL+ JANE ELINOR. THE B+ SHININGER PIAND STORAY. (POETRY) VILLAGE MAGAZINE, {NOVENBER 19790 s

344
MORRELs JANE ELINOR. M
25129’ IS5 LUCY LEE BROWN SAGA (POETRY} ALCHEMIST REVIE®: 3 {SPRING 15972,
:g::fl;- ja:s iLl:::-A::;IEKQ::‘::CE. (POETRY) MISSISSIPPI VALLEY REVIEW, B (SPRING 1979} 57
. . J :
Tavay ¥3 MY CHILDREN‘S BODK. {FOETRY) GEORGIA REVIEW, 33 {SUMMER
{NORRIS, WRIGHT.)a: CEREMONY AT LONE TREE ANO BADLANDSZ
52 THE STARKWEATHMER CASE AN
::;Ig:. 8Y MECHANN. GINNY BROMN. {CRITICISM) PRAIRIE SCHODNER, S3 (SUMRER 127;;‘5 NESRASKA
{MORRIS+ WRIGHT«)s FIRST EOITIONS OF WRIGHT MORRIS.
CUAMIARY 1a7er. et (B18LIOGRAPHY } BANCROFT JANA. ND. 71
{MORRIS: WRIGHT.)s THE FEMALE TRANSEORNAT ION: THE R
= OLE OF WOMEN IN TWO NOVELS 8y wR
“ MORRIS, BY ALBERS, RANDALL K. {CRITICISM) PRATAIE SCHOONER, $3 (SUMNER 19790, Q;E:.r:ﬁc
(MORRIS,; WRIGHT+)+ WRIGHT MORRL THE METAPHYSICS OF HONEa BY REINSTEINs RAYMOND L
{CRITICISN) PRAIRIE SCHDONER, 53 (SUMMER 1979). 121-54. )
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Yy ANKN SEE CATHERs WILLAS
::::‘5‘? ;‘q Re THE BAT: SALUTE: BIG DAM. E(POETRY} 30 KANSAS POETS, ED. De LOWs LAWRENCEs
KANSAS: COTTONWOOD REVIEW PRESS: 1979, 61-&2e R
MOTLEYs WILLARD. THE OIARIES OF WILLARD MOTLEY: EDs JEROHE KLINKOWITZ. (AUTOBIOCRAFHY b ARES.
3 WA STATE UNIVERSITY PRESS. 1979
(Mﬂul:':Al:oluLF WOMAMa )« THE FULLNESS OF LIFE IN HOUNTAIN WOLF WOMAN. BY SXIYHs WILLIAM Fa JRs
{CRITICISM) GREAT LAKES REVIEW, & [SUNMER L979}s #0-47.
MURAYAMA: KIYOHIKO SEE DREISERs THEODORE.
MURPHY: JOHN J SEE CATHERs WILLA«
MYERS+ KAFAEN MAGEE SEE CHESNUTT, CHARLES WADDELLa.
NAXAJIMAs KENJI SEE HEMINGWAY: EANEST.
NEIHARDT: JOMN G. PATTERNS AND COINCIDENCES: A SECUEL TO ®ALL IS BUT A BEGINNINGM.
(AUTOBIAGRAPHY) CCOLUMBIAZ URIVERSITY CF MISSOUR]I PRESS, L978.
CNEIHARDT+ JOHN Ga)« JOHN Ge NEIHARGT AND THE AMERECAN EPIC. BY ALY+ LUCILE Fau {CRITICISK)
WESTERN AMERICAN LITERATURE. 18 (WINTER 19791, 3J05-25.
NEINSTEINs RAYHOND L 3EE MORRISs WRIGHV.
NELSON. JAY+ LINES UPON SEEING A DOMESYICATED LOVERa. {POETRY} KANSAS QUARTERLY. L1
{WINTER-SPRING 1979): G50
NELS0ONs RAYHOND S SEE REMINGWAY, ERNEST.
NELSDN: ACDNEY. DAKOTA POETS. (POETRY) NORTH DAKOTA HISTORYs 45 {SPRING 1979)s 29«
NEMERQV, MOWARD. THE THREE TOMNS. (POETRY) GEORGIA REVIEW. 33 (FALL 1975)s 53¢«
{KENEROV. HOWARD:J)+ AN INTERAVIEW WITH HOWAAD NEMEROYs BY SILETs CHARLES Le P C(INTERVIEWks
{CRITICISM) POET AND CRITIC: 11 (1979}, 35-30.
(KENEROV. HOWARD»)}+ HOWARD NEMEROV IN ST« LOULS: AN INTERVIEW. 8Y LAERIE,» ROSS. CINTERVIEN®) »
{CRITEICISM} SCUTHERN REVIEWs; IS (JULY 19791, &0S5—16+
NEWLINs PAUL, IT HAD TD BE A WOMAN. (NOVEL) BRIARCLIFF MANOR: HYI STEIN AND DAY+ 1979
(MIDWEST) »
NEWMANy Pu Ha STAINED GLASS. {POETRY) KANSAS QUARTERLY, 11 {SUMMER 1379)s 20-21a
NEMWMAN, SADIE SEE BELLOW, SAUL.
NIEN»\N!:I- ERNEST. BLACK GLAND. (FOETRY) COTTCNWOOD REVIEW. NOe 21 [(FALL 1979), 10.
MILSENs HELGE NORMANN SEE BELLOW, S5AUL.
NDRRIS: KATHLEEN. THE MIDOLE OF THE WORLD; FOCUS. {POETRY) A GEOGRAPHY CF POETSs EDa E. FIELDS
NEW YORK: BANTAM SOCKSy 1979, 240-41.
O'CONNOR, PHILIP Fe STEALING HONEs {NOVEL) KEW YORK: KNOPF: 1979s (QHIQ). .
O*MALLEY,» EMANUELA SISTERe EXOOUS. (POETRY) 30 KANSAS POETS. EDe O LOWa LANRENCE:+ KANSAS?2
COTTONWCOD REVIEX PRESSe 197%, 63.
OEHLSCHLAEGERs FRITZ H SEE GARLAND; HAMLIN,
OEHLSCHLAEGERs FRITZ H SEE LEWESy SINCLALR.
CEHLSCHLAEGER, FRITZ H SEE SHERMANs STUART P
OLDKNOWs ANTHONY. SPANISH LADIESe {POETRY) MINNESOTA REVIEW: 12 {SPRING 1979). 48-39.
OLOSEYs BERNARD SEE HENINGWAY, ERNEST«
(OLSON: TOBY.)}. TOBY OLSGN: MAPS OF THE TONGUE. BY CONTOSKI. VICTOR. (BIOGRAPHY).(CRITICLSN)
PAINTED BRIDE QUARTERLY. 5 (1979): 11-21.
OPODAHLs KEITH M SEF CLEMENS. SAMUEL L.
ORGAH. DENNIS SEE HEMINGWAYy ERNEST.
PADY, DCNALD EDITDRS SEE BEASECKERs ROBERT ¢ NG 19791, T
PAGE, TOM. PRAIRIE 5TORM. (POETRY) FOOLKILLER. 4 (SPRIN . -
PALUD‘IED- DENNISs CITY WARS. [NOVEL) NEW YDRK: BANTAN B0OOKSy 1979y {(CHICAGO. ILLIKOIS).
{ILLINDIS ) +{SCIENCE FICTION).
PARINIs JAY SEE ROETHKE: THEODURE.
PARKLH~SPEER, DIANE SEE HEINLEIN, ROUBERT A.
PARKS. Ba K SEE CATHER, WILLAW
PASEK: MYA XERN. NIGHT WALK. (POETRY)} ODF SEA ANC SHOREs 9 {JANUARY L979)s Z15a
PASEKs NYA KERN. SOMETHING I5 WRONG. [(POETAY} ARTS OF 5T. LOUIS. 8 (QCTOBER 19791, 28.
PASEK: MYA XERN. WORD PAINTER. (PUETRY) BAKEWELLs ENGLANDI HUB PUSLICATIONS, 1979
PAYLINs JOLIE+ NELS OS5KAA. (NOVEL) AMES: IOWA STATE UNIVERSITY PRESS, 1579. {(HICHIGAN)}4
IMICHIGANYS UPPER PENINSULA)S
FAYLINy JOLIE. THE GILL NETTEAS. (NOVEL) HILLSJALEs MI: HILLSDALE EQUCATIGNAL PUBLISHERSy
1979. [(MICHIGAN). st
PEAVLER: TERRY J SEE HEMINGMAY., ERN . .
PENNs H;CK AND KUBACH: DAVID EDS. SEVEN LAKE SUPERIOR POETS. {POETRY) ASHLAND. WII BEAR CuLY
PRESSs 1979
PESETSKV"BEI’TE- THE ECONCMIST. (POETAY} KANSAS QUARTERLY. LL {WINTER-SPRING 1979), 107-13.
PETERSON, ELIZABETH. THE LESSON. (PUETRY) KANSAS QUARTERLYs 11 {WINTER-SPRING 1979}, 180.
PETRAKLS, HARAY MARK. NICK THE GREEK« (NOVEL) GARDEN <1TYs NY: DOUBLEDAYs L979. (CHICAGO.
ILLINOIS) y{ ILLIKNOIS) .
PETROSKI, CATHERINE. BEGINNING. €SHORT STORIES) OYEZ REVIEW: NOe 7 (19751, 23-27s
PETROSK1e. CATHERIME. THE EPITHET MAKER. (SHORT STORIES} PIECESs 1(1} L1979, 0-13-
PETAOSKTs GCATHERINE. JOHN GARDNER AND THE SUMMER GAROEN. (SHORT STORIES) HAVING BEEN THERE.
ECs A4 LUKSs NEW YCRK: SCRIBNER"S, 1979: 34-42.
PETROSKIs HENRY. CHAIRS. {POETRY} WHITE WALLSs NO« 3 {AUTUNN 1979), 2-3.
PETROSKIs HEMRY. CONIC SECTIONSe (POETRY) AGAINST INFINITY: AN ANTHOLOGY CF CONYEMPORARY
MATHEMATICAL PDEYRYs E0+ Es ROBSON AND J« WIMP. PARKER FORDy PAZ PRIMARY PRESS. 1979+«
Sl
PETROSKI, HENRY. GEQDE+. (POETAY) SEENSs NOSe. 11—12 {1979}+ 1-2. . :
PETRAOSKIy HENAY. HORSE GIRL. (POETRY) THE POETRY OF HORSES: EDa We COLE. KEW YORK: SCRIBNER.
1979, 114a
PETRDSKI: HENFY+ PROFESSOR Z IMTRODUCES PROFESSOR As [POETRY) POETRY, 133 (FEBRUARY 1979}
278«
PETROSKI: HENRYs S0 THIS 15 POETRY: FAILURE CRITERION. (POETAY) POETRY AW, SE1) I979+ 32-33+
PETRDSKIs HENRYs TRY SHEET. {POETRY) MICKLE SYREET REVIENs NOs 1 (1979}
PETAYs ALICE HALL. UNIVERSAL AND PARTIGCULARS THE LOCAL-COLOR PHENOMENON RECONSIDERECS
(CRITICISM) AMERICAN LITERARY REALISM, 18T70-1910, 12 (SPRING 1979)s 111l-126.
POLI, MICHEL SEE GASSs WILLIAM.
PD“EI:’-- ENID LEVINGER. ONCE UPON A TIRE« [SHORT STCRATES) SIGN: SB (JUNE 1979)s 40-41.4
POMELL, ENID LEVINGER+ UMMISSIONS. {SHOURT STORIES) OVERTURES, 1{1) 1979, 73=76.
POWELL. ENID LEVINGER. DEPENDENCE; CHECK POLNT. {POETARY) CARLEVON MISCELLANY, 17 {WINTER
197980
POWELL.s ENID LEVINGER. JOCASTA SPEAKS. (PUETRY) RHINOe 2{2) 1979+ 21+
POWELL+ ENID LEVINGERs SALT: THE TEST. (POETRY) COLORACO QUARTERLY, 27 (MINTER 19791+ 1254
POMELL» ENID LEVINGER. BRCKEN SPELLS. (SHORT STORIES) STe ANTHONY®S MESSENGERs 87 [AUGUST
1979) s 4044,
PONERS. WILLIAM. WE PADDLED THE NORTHERNs {(POETRY) GREAT LAKES REVIEWs S (WINTER 1979): 7%
PRASHEK y JAMES L. THE NURNBERGERS IN DAKOTAZ A FAMILY BIOGRAPHYs (B10GRAPHY2 NORTH DAKOTA
HISTERY, 45 (FALL 1979} 9-19.
PRICEs NANCY« AN ACCOMPLISHED WGMAN. {NOYVEL) NEM YORK: CONARD: MCCANN AMD GEOHEGAN: 1973«
PRINUSy JANE DAVISs TO PROPAGATE. (POETRY) LYRICAL IOWA: 34 (1979)s 22
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PRIMUS, JANE CAVIS. ®INGS. (POETRY) ELDORA. [AI SERVICE PRINT. 1979.
PUGH, CHARLES, THE HDSPITAL PLOT. (NOYEL} PORT WASHINGTOMs NYZ ASHLEY BOOKSs 1979s (CHICAGOe
ILLINOIS) o CILLINDIS) -
PURDYs JANES. TWO PLAYS. (DRAMA) DALLAS. TX: NEW LONDON PRESS. 1979«
RACHAL, PATRICIA= FOR ANNE] LAKE MICHIGAN IN FALL; FROM A DESTIARY. (POETRY) SOUTHERN REVIEW.
15 {SPRING 1579), 36794« . :
RAY, CAVID. AND HIS OX BABE. (SHORT STGRISS) NEW LEVTERS. 45 (SUMMER 1979)s 193-209s
RAY; DAVED. AT THE NELSON. (POETRY} POETRY NOWs #(3} 1979. -
RAYy DAVID., BASKIN®S WOODEN ANGEL. (POETRY] ASGCENT, FALL 1979.
RAY. GAVID. EXTREME UNCTION IN PA. [POETRY) NEW LETYERS, 46 (WINTER 1975-80), 1064
RAY. CAVID. FATHER, 1941. (POETRY) RELIGIOUS HUNANISM. 13 KWINTER 15793, 4le
RAYS uav:n. FOR GARY GILMORE: HEAVEN WITH A GUN. (POETRY} GREEWFIELG REVIEWs 7 [5PRING—SUNMER
1579).
RAY, DAVID. FOR MY WIFE. [POETRY) GREEN HCUSEs SPRING 1979
RAY> -DAVID. IN THE ORPHANAGE] ALL NLGHT DINER; CN AN EHMPTY NAILBOX] FOR AUNT RUTH: BEATRICE;
THE CONFERENCEZ A FRAGMENT; AFTER VOZNESENSKY: NATURE POET; WALKING HOME THROUGH THE
' CEMETARY; FOUR FOR THE SHARKS: SONNET TO SEABRDOK; PROPOSITIONS OF VAN GOGH THE
PUBLIC OPINICN SPOT; THE (ENOTE AT CHICHEN ITZA; THE TRAIKING GRAe (POETRY) FIVE
MISSOURI POETSs EDe J. HARNESe KIRKSVILLE: WO: CHARITON REVIEN PRESS. 1579,
RAYe OAVIDa SONNET TD SEABRCOK. {POETHY) MASSACHUSETTS REVIEWs 20 (SUMMER 1979), 258.
RAY: DAVID. THE THIRTIES: STOPPING AT MUNA. (POETRY) VIRGINIA CUARTERLY REVIEW, 55 (SPRING
19791, 3a1.
RAY, OAVID. THE WOMAN WHO (S LIKE A PEPPER: LEWIS HINE'S PHOTOGRAAHS OF THE EMPIRE STATE.
(POETRY} GEORGIA REVIEW. 33 (FALL 1979}, 660-6i«
RAYy DAVED. VIEVNAN. (PCETRY) AMERICAN PDETRY REVIEWs 5 {NIVENSER—-DECEMBER 197¢).
RAYMER. JOHN O SEE ALGREN: HELSON.
REAROCN. JOAN. POETRY SY AMERICAN WOMENs 1900—1975. A DIBLTIOGRAPHY. (BIBLIOGRAPHY).(POETRY)
METUCHEN, NJi SCARECRCW PRESS. L979.
REESs DANIEL G. BLOOD AND ROCK AND INK AND WOCD4 (POETRY) KANSAS QUARTEALYs 11 (WINTER—SPRING
A9T9N, 105,
REESy CANIEL, HUCH TO MY CREDIT. (PDETRY) KANSAS QUARTERLYs 11 (SUMMER 1979), 99.
REITER, LORA. GROWING UP FEMALE. (PCETRY} 30 KANSAS POETSe EO0s Da LGWs LAWHENCE.
COTTCNWOOD REVIEW PRESSs 1979 64-65a
RENSHER. MICHAEL. SPOCNS; WALKING NIGHT IN LAWRENCEs KANSAS. {POETRY} CGTTONWOOG REVIEW.

KANSAS:

NQ.
21 (FALL t9793s 20-21.
REVELL+ PEFER SEE DUNBAR. PAUL LAURENCE.
REWA+ MICHAEL SEE JUSTIGCE. DONALD.
RHODESs RICHARD. LOOKING FOR AMERIGCAZ A WRLITER'S ODYSSEY. {ESSAYS) GARDEN CITY. NY: COUBLEDAY.

1979,

RICHAROSs MELANIE. SUNRISE: THE OISTANCE THE STORK FLIES. {POETRY) SING HEAVENLY MUSE, NO. 1
(SPRING 1979} -

RICHARDS s MELANIE. THE CISCOVERY OF STARS: CONVENT EVENING] SPHINX, (POETRY] ALENBIC, KD+ 4
(1979), 18=20.

RICHARDSs WELANIE. YHISTLES: POMEGRANATESs (PCETRY) ASPEN ANTHOLOGY. NOa 8 (FALL 1979). &5a

RIGGIO, THOMAS P SFE [DREISER. THEGDORE.

RIVERSy JIM W, FRON ThE CHICAGO NOTEBOOK: MEMORIES OF THE SO0UTH SIDE. LFOETRY) PEORIAs IL:
SPOLN RIVER POETRY PRESS: 1979y (CHICAGO. ILLINOISE.{ILLINOIS)a

ROBERTSONs JAMES ) SEE LIKNCCLN: AERAHAMS

RODGERSs AUDREY T SEE CRANEs HART.

AGRGERS: AUDREY T SEE ROETHKEs THEQDORE.

(HDETHKEs THEBDORE AND BLY: ROBERT.}. THE FIERCE EMERACE; A STUDY OF CONTENPORARY AMERICAN
POEFAYa BY MOLESWOATHe. CHARLES. (CRITIGCISM} COLUMBIAS UNIVERSITY OF MISSOURI PRESS.
197%.

{RCGETHKEs THEODURE.)« THEQOGRE ROETHKE: AN AMERICAN ROMANTIC, B8Y PARINL. JAY. (EIQGRAPHY)
AMHERST: UNIVERSITY OF HASSACHUSETTS PRESSe 1979.

(ROETHKEs THEQRORE.), ADETHKE*S "I KNEW A WOMAN™. BY MCCAWLEY, OWIGHT L. {CRITICISH]
EXPLICATOR: I7 {SPRING 1§79)s 10-11.

f{ROETHKEs THEQDOREs)s THE WNLVERSAL DRUNI DANCE IMAGERY ILh THE PDETRY OF ELIOTs CRANE.
RUETHKEw AND WILLIANSs BY RODGERSs AUDREY T. (CRITICISM) UNIVERSITY PARK:

PENNSYLVANIA STATE UNIVERSITY PRESS: 1979.

fROETHKEs THEUODREa). RGETHKE!S "OCLORY, BY WESTFALL. JEFF, CCRITICISN) EXPLICATOR, 37
(SPRING 1579). 25-27.

[ROETHKE: YTHEODORE.)e THE UNITY OF THE GREENHOUSE SEQUENCE: ROETHKE®S PCRTRAIT OF THE ARTIST.
BY SPAMIER. SANDRA WHIPPLE. (CRITICISM) CCNCERNING POETRY. 12 $1979}, 53-60a -

(ROETHKE, ThEODORE.}. ROETHKE'S ™I KKEW A WOMAN". BY HENRY, NAT,. (CRITICISN) EXPLICATOR, 238
(FaLL 1979), 1T7=148.

RO0OTs JUDITH G, BLACKBERRIES LIVE HERE] WINTER IN CALIFORNIA« (POETRY) KARSAS QUARTERLYs 11
(FaLL 1979), 130-31.

ROSELIEP, RAY®ONDa FIREFLY IN MY EYECUP. {POETRY} BATTLEGROUNDs IN: HiGgH-COO PRESS, 1979.

RCSELTEP: RAYMOND. SKY IN MY LEGS. (PCETRY) LACROSSE. WI:Z JUNIPER PRESS. 1979.

RCSELIEPs RAYMGND. THE STILL PODINT. (POETRY) MENOMINEE. WI: UZZANG PRESS+ 1979.

(ROSENFEL (s PAUL.}. FACH EASY—SIDE TO SOUTH-S5{DE W1TH LOVE:! THE FRIENDSHIP OF SHERYOQD
ANDERSON AND PAUL AOSENFELD. BY AKBDERSON. DAVID D+ (CRITICISMI HIDWESTERN MISCELLANY,

T (1979} A41-55.

ROSHNALD:. MORDECAI. DILY ENTERPRISE. (POETRY) MINNESOTA DALLY+ 81 (29 JUNE 19739)s S5+

ROSSs DANA FULLER. NESRASKA. {NOVEL) NEW YORK: BANVAM, 1979, [MISSOURT) « ( NEBRASKA} «

ROSS. SAM. wINDY CITY, [NOVEL) MEW YORK: PUTNAMs 1979, {CHICAGO, ILLINOIS )+ CILLINOES) .

ROULSTON, RODERY SEE HAlLs JAKES NOAMAN.

RUSSELL + HERE SEE WASTERSa. EDGAR LEE.

FAUSSELLs hHERB SEE MASTERS: EDGAR LEE AND ACAMSs FRANKLIN P. AND DERLETH, AUGUST.

SAISER, MHARGE. YHREE LOVE POEMS. (POETAY} KANSAS GUARTERLY. 11 (WMINTER-SPRING 1978}, 1&3.

SALZMAN: JACK SEE ANDERSCh, SHERWOOD.

{SANDBURG+ CAR)+ "HCCUNLIGHT DRIES NO MITTENS™; CARL SANDBURG RECORSIDERED~ BY HOFFMAM: OANIEL.
{CRITICISM] QUARTERLY JOURNAL OF THE LIBRARY OF CONGRESS. 36 (WINTER 1979}y 4-17.
{SANDBURG: CARL=)as CARL SANDBURG AND THE UNDETEAMINED LAND. BY OUFFEYs BERNARD. (CREITICISM)

CENTENNIAL REVIEW. 23 {SUMNER 1979). 295-303.

(SANDBURGs CARL:)s CARL SANDEURG REWREMBERED. BY SUTTON: WILLIAM A {BIDGRAPHY) METUCHEN: NJ:
SCARECAQW PRESS, 1579.

(SANDBURGs CARLa)w THE POPULAR WRIYER. PROFESSORSs AND THE WAKING OF A REPUTATIONZ THE CASE
OF CARL SANGBURG. BY FERLAZZOs PAUL. (GAITICISH) MIDAMERICA & [(1579). 72-78.

SCHAAP. JAMES C. SIGN OF A PROMISE AND OTHER STORIES. (SHORT STORIES) SIOUX CENTERs IAT DORDT
COLLEGE PRESS» 197S.

SCHAEFER. TEDs THE ESTUARY: GRAPEFRUIT: VET TO THE V.Ae. SHRINKa {POETRY) KANSAS QUARTEALYs 11
{SUMMER 19790+ 38-39.

SCHAONHORST » GARY SEE HOWELLSy WILLIAM DEAN.

SCHEEL+ MARK SEE HEMINGWAYs ERNEST.

SCHEEL» MARK+ CREEK CROSSINGs {POETRY} HERITAGE OF KANSASe» 12 (SPRING 1979)s 21=22.
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SCHEELE, HOYs ICE STORM IN LATE NOVEMBER] OAXDTA BURIALs (POETAY} PRALRIE SCHCONERe 53 {FALL
1979} s 2¥1-TZ2a«
SCHOONOVER s AMY JO. A NEW PAGE: 13 LOVE POENS IN THE CONTEMPORARY IDIOH. (PDETRY) COLUNBUS.
OH: THE AUTHORe 1579
SCHOONDVERs AMY JOa« A SONNET SAMPLER. (PUETAY) PEORIA. IL: SPOON RIVER FOETRAY PRESS. 1979+
SCHDONOYERy AMY JU. STONEHENGE. (POETRAY) LACUNA+ 3 {SPRING L979)s Sa
SCHOONDOVEAs ANY JO. RECOVERY ROOM. (POETRY) PTERANGDUN. 1¢1) 1979+ 38
SCHOONOVERs AMY JOs I ACCUSE NYSELF; QUIETLY AMID SCENERYS UNCOMPASSEC. [(POETRY) ENCORE. 14
(FEALL 19790 14y 21. 23.
SCHOONOVERs AMY JOa METARHOR {OF A PDET IN THE SCHOOLS). (POETYRY)} PEN MCMAN: S4 {(#AY 1979)s
20
SCHOONOVERs AMY JO. LOVE'S CODICILe. {PCETRY) LYRIC. 5% (WINTER 1979)+ 12+
SCHOONOVER+ AMY JO. PRO ARTIS. {POEYRY) PURPOSE. [APRIL 1979 B.
SCHOONOVERe AMY JO. HY FRIEND THE POET. {POETRY} SPOCN RIVER GUARTERLY+ # (WINTER 1979} 42.
SCHODNOVER+ AMY J0. THE HOON IS MY TUTOR. {POETAY) FIVOT. B(2581s 1979+ J0s
SCHOONGVER. AMY JO. MOOD FRANCAISE. (POETRY) SPOOM RIVER QUARTERLYs 4 (SPRING 1979)« 33«
SCHORNHORSTy GARY SEE THGMPSONs HAURICE.
SCHUFFs KAREN Es+ GLADNESS GREENS ANDTHER SEASOM. (POETRY) BARDIC ECHOESs 20 {MARCH 1979)s 23.
SCHUFFy KAREN E. HALF PAST INNOCENCE. (POETRY) PEGASUS (FALL=WINTER 1979k 13a
SCHUFF» KAREN E. OF JUNE I SING+ {(POETRY} CHARLESTON. IL: PRAIRIE POET EOOKSs L1979
SCHUFF. KAREN E. TO AN ADOLESCENT SON. (POETAY} PEMINSULA POETS. 34 {SECOND OUARTER 1979)+ 14,
SCHUFF. KAREN E. WITH APOLOGIES TO EMILY OICKENSON. (POETRY} JEAN'S JOURNAL+ 16 {APRIL 19793,
45.
SCHUFF, KAREN. O TARRY WINTER. {POETRY) JEAN®S JOURNAL: 16 {FEBRUARY 1979)s 42
SCHULTZs LUCILLE M SEE CLEMERSs SAMUEL L.
SCULLYs JAMES. MAY GAYs (POETRY) MINNESOTA AEVIEWs 13 (FALL 1979)» S-T.
SEATONs BEVERLY SEE CATHERWOODs MARY HARTWELL AND DORSEYs GEGRGE AMOS.
SEATONs BEVERLY SEE DURSEYs GEORGE AMCS.
{SEELEYs MABEL.)« A SENSE OF PROPERTY: WIDWEST AND MONEY IN THE NOVELS CF MABEL SEELEY. aY
CLARK, S L+ TCRITICISM)} GREAY LAKES REVIEW, 6 {SUMHMER 197%): 24—36a
SENMETTs JOHN. DIVE TO THE EOTTOM: IS NOT DAMN] SHE®S THE NAME OF SILENCE§ MY GUITAR ECHOES A
WOLF IN THE FCREST UNDER STARSY CROW TRAIN BLUES. [POETRY} MAGIC CHRANGES: Nde 1
(DECEMBER 1970). 20+ 2%+ 30, 52, 8B
SHARP. MARILYN. SUNFLOMER. (NOVEL} NEW YORK: R+ MAREK, 1977«
SkEARs WALTER SEE CLEMENS. SAMUEL L.
SHEPARD, NEIL. FATHER FOENSe. {PDETRY] BALTIC AVENUE POETRY JOURNALe NO. 1 L SPRING-SUMMER
197901 12=14.
SHEPARD, NEIL+ THE BROTHERHOOD OF HANDS« (POETRY) PHANTASM. Nl 20 (1975).
{SHERMANs STUART P.)s SINCLAIR LE¥IS. STUART PRATT SHERMAN, AND THE WREITING OF ARROWSMITH. BY
OEHLSCHLAEGER, FRITZ H+ {CRITICISM) RESOURCES FOR AMGAICAN LITERARY STUDIES, 9
CSPRING 1979}y 24-30.
SHIREy KENTe EARTH CHANGES. (POETRY) GREAT LAKES REVIEN, 5 (WINTER 1979k 77.
SHUMMAY+ MARY. BEHIND PLOW AND WEATHER: A POEY IN THE FIELDs {ESSAY) WISCONSIN ACARENY REVIEW.
25 (JUKE 1979} 18-1%.
SHUMWAY . MARY« BURIAL GADUNDI NOT YOUR ROSEs MR. ELIOT. (POETRY) NORTHEAST+ SERa 3 (SPRING
1579)« 14-1G.
SHUMWAY s MARY. TRANSITION: {POETRY} WISCONSIN ACADEMY REVIEW. 25 (JUNE 1979}4 20.
SIEGEL, ROBERYT. PEONIES; KILNARTIN STONES; MOUNO] SUMAC. (POETRY] PRAIRIE SCHOOMNER. S3 {FaLL
15793, 219-23.
SIEGELy ROBERT. SOW MOCNa (POETRY) NEW YORK QUARTERLY: NO. 25 19790 Bl
SIEGELs ROBERTe SUBMARINEs (POETRY) NEW ENGLAND REVIEW, 2(2) 1979, 192+
SIKESs SHLRLEYs SAVING GRAC2S. (SHORT STORIES) KANSAS QUARTERLY. 11 (WINTER—SPRING L1979},
B5I-61.
SILET, CHRARLES L. P SEE NEMEROY.: HOWARD.
SIMAKy CLIFFORD Da FHE VISITORS. PART 2. (SHORT STORIES} ANALOG: 99 L{NOVEMBER 19791s 68—130.
(MIMNESOTA) » (LONE PINEy NINNESOYAY, (SCIENCE FICTIONN4
SIMAK4 CLIFFORD D. THE VISITORSs PART 1+ (SHORT STORIES) ANALOGe §9 (OCTCBER 19793+ 10-T%,
(MINNESDTA) ¢ (LONE PINE: MINNESOTAN. (SCIENCE FICTION)«
SIMAKs CLIFFORD Da THE VEISITORSs PART 3. (SHORT STORIES? ANALOG. $9 (DECENBER 1979k 78-135.
CMINNESOT AN+ {LONE PINE. MINHESOTA}»(SCIENCE FICTION)»
S1MONs LINDA SEE WILDERs THORNTONs
SKAGGSs PEGGY SEE CHOPIN: KATES
SKEENs ANETAs AUTUMN AFTERNCON 1R OBERLIN: OHIOI THE BACK FENCE: NY YOUNGER BROTHER SITS
PLAYING HARD ROCKs (POETRY) 30 KANSAS POETS+ EDs Da LOWS LAMRENCE s XANSASZ
COYTONNQOD REVEEN PRESS: 1979 66—568.
SLATE+ RDNe THE PURPLE LIGHT« (POETRY)} GECORGIA REVIEW, 33 (FALL 19790+ 65B~59.
SLOANEs DAVID Es E SEE CLEMENSs SANUEL L.
SMITHe RAYe OLD POSSUMa {POETAY) SOUTHEAR HUMANITIES REVIEW. 13 (JAKUARY 1979)s T7.
SMITHs RAYa THE SECOND POUND. (POETARY} SUPERIORs WIS KIRK PRESS. 1979.
SMITH. WILLIAN F. JR SEE MWOUNTAIN WOLF wONANa
S0BINs Ae Ge THE DEET. (PODETRY) KANSAS QUARTEALY. 11 (WINTER-SPRING 1979) s 48-49.
SOBINs A+ Ga THE WINTER SKY; PROPPING UP BODIES TO FoOL YHE INDIANSe {POETRY) 30 KANSAS PCETS.
EDa De LODW~ LASRENCEs KANSAS: COTTUNWOOD REVIEW PRESSs 1979, £9-71.
S0BINy TONYe THE STRAWEERRY HUNTERS; WE OECIDE YO 0O A PORNO MOVIEa (POETRY) POETRY MOW.
L JANUARY 1979}
SONNICHSEN, Ce L+ FROM HOPALONG TO HUD: THDUGHTS ON WESTERN FICTION. (CAITICLSK} COLLEGE
STATION: TEXAS A AND M UNIVERSITY PRESS: 1678«
SORRELLS. HELEN. SKY IN AUGUSTe (POETRY} FRAIRIE SCHCONER, S3 CSUHMER 197%)}s 72a
SOUTHWICK : MARCLA. A BURJAL, GREEN, (POETRY) GEORGIA REVIEW: 33 (SPRING 1979): 152.
SPANGLERs GEORGE M SEE DREISER. THEQDORE.
SPANIERs SANDRA WHIPPLE SEE ROETHKEs: THEODDRE.
SPENCERs LAVYRLE. THE FULFILLMENT. (HOVEL) NEW YOAK: AVON SOOKS. 1979, {MINNESOTAl»
{BRONERVILLEs MINNESOTAL.
SPENCERs ROSS He THE REGGIS ARMS CAPER. {NOVEL) NEW YORKI AVON BOOKS. 1979, (CHICAGO) »
CILLINOIS).
SPENCER, SCOFTs FNDLESS LOVE. (NOVEL) NEW YORK: KNOPF. 197%4 {CHICAGD) -
SPIKE« PAK.« THE NLGHT LETTER. {NOVEL} NEW YORKS PUTNAM, 1979, (MICHIGAN].
ST VINCENTy EDWIN SEE MACLEISHs ARCHIBALD.
STACH. CAAL. WHEN 1 LEAVE YOU TDDAY. (POETRY)} KANSAS OQUARTERLY» 11 {SUMMER 1979)» T3.
STAVOLA vy THOMAS J SEE FITZGERALDs F. SCOTT.
STEFANILE. FELIX. VOYAGES TO THE INCAND SEA VIILIZ ESSAYS AKD POEMS. (ESSAYS)+ (PDETAY)
LACROSSE, W1 CENTER FOR CONTEMPORARY POETRY. MURPHY LIBRARY, UNIVERSITY OF
WESCONS IN-LA CROSSEs 1979 .
STEGNERe WALLACE. RECAPITULATION. {(HOVEL) NEW YORK: DOUSLEDAY 1979.
STEIN+ RETA« A LITERARY TOUR GUIDE TO THE UNITED STATES: WEST AND WIDWEST. (DEOGRAPHY).
CBIBLIOGRAPHY) NEM YORK: MORRON, L9979,
STREET. DOUGLAS 0. BAND"S OPERA HOusSE; THE CULTURAL HUB OF CRETE. 1AT7-1500. [ART AND
LITERATURE} NEBRASKA HISTORY» &0 [SPRING 1974)e 5B-76s {NEBRASKA}+(CRETE: NEBRASKAJS
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STRICKs [¥¥. SCOT FREE. [KOVEL) NEW YORK: TAPLIN
SYRONKSs JAMES B SEE GAALAND s HAMLIN. GEfs 1979: (MIDUESTI.
STRUTHERS: AMN SEE BRCCKS» GWENDOLYN.
STUMP, ROGER. FEAR« (POETRY) KANSAS QUARTERLYs 1l (SUMMER 19793, Z1.
SUTTTE;QTAR:T; SWEDISH LESSUNS; KOREAN PORCELAIK. (POSTAY) CAROLINA GQUARTERLY», 31 (FALL
. .
SUTTONs WILLIAM A SEE SANDBURG. CAAL.
SWANOER, MARY, SUCCESSIONe [POETRY) ATHENSI UNIVERSITY OF
3 H GEORGIA+ 19794
SWENSON: KAREN. GOODBYE COROTHY GAYLE. (POETRY) PRATRIE SCHUONERs 53 (SRERING 1979}, 53~57.
SWETSs ROBERT DO+ FIAST THINGS. {POETRY} KANSAS QUARTERLY. 11 (WINFER-SPRING 19790y 194
SZYMANSKI, RONALDe THE MIOWEST. (SHORT STORIES).{POETRY} NEW YGRK: SCRIBNERs 1979
TARG;:éngH:;;gSURVIVING ADVERSE SEASONS. {SHORT STORIES) CHAMPAIGNI UNIVERSITY OF ILLINOIS
. .
TARGANs BARRY. THE EDIYOR OF Ae {SHORT STORIES) GEORGIA REYIEWs 33 (FALL 197%)ss 6391-98,

(TATEy ALLEN+}. ALLAN TATE IN MINNEAPOLIS. BY KENT. RUBERT. (B.

CAPLERe ) ALLa TaTE 1 . {BIOGRAPHY) NEW AOSTON REVIEW, 4

TAVERNIER—COURBIN, JACOUELINE SEE HOWELLS. WILLIAM DEAN.

TAWNEYs ROBIN SEE KDOSER, TED.

TAMNEYs ROBIN. KANSAS: ThE MASTER GF BEGINNINGS. (POETAY) 30 KANSAS POl
LAWRENCE, KANSAS: COTTONWODD REVIEW PRESSs :9?9. 72 S18e EBe Be LoM.

TAYLOR, KEITH. Twd YISIONS OF AN EARLY SNOW. (POETRY] GREAT LA

TENNEYs THOMAS A S5EE CLEMENS. SAMUEL L. “ES REVIER: S (uINTER 19792, 73.

TERRY, MEGAN. BRAZIL FAGO+ (DRAMA} OKAHA+ NE: OMAHA MAGIC THEATRE. 1979 .

;5::\'. MEGAN. PRO GAME. (CRAMA)} DHAHAs MNEI OMAHA MAGIC THEATRE. 1;?9.

4 JAMES ALEXANOER. LONG KNIFE. (NOVEL) NEW YORKZ A
chAuES ALEXANOL VON. 1979, [NORTHEEST TERARITORY)s (CLARKs
THONASe MARY ANN RUHL» GOING AND COMING. (PCETRY) GREAT LAKES AEVI
- EWy & [SUMMER 1979), 84

THOMPSONy JEAN. THE GASOLINE WARS; STORIES. (SHORT STORIE A : s

. oy oANe ThE o H 1ES) UABANAZ UNIVERSITY OF TLLINDIS

{THOMPSON« MAURICE:}s WILLIAM DEAN HOWELLS AND MAURICE THOMP:

S0N: AT WAR OVER REALISM.
SCHORNHORST« GARYs (CRITICISM) OLD NORTHMESTs S5 (FALL 1979}y 291=-302+ B

YHOMPSONs ROBERT Se IN LEW OF « {SHORY STORIES) PHANTASH: 4 (SUMNER L979)¢ 14—18,

TCMPERT, ANN. CHARLOFTTE AND CHARLES. (JUVENILE FICTION] NEW YORKI CRCNNs 1979

TCMPERT. ANN. THREE FOCLISH YALES, (JUVENILE FICTION} NEW YORK; CROMNs 1970,

TRACHTENDERG: STAMLEY ED SEE BELLOW. SAUL.

TREECE: PEGGY B SEE CATHERWOOD: MARY HARTMELL.

TRUDELL, DENNIS. NDBODY*S PEAFECT: THE LIGHT IN OUR POOIZS
fomupEM IS, NoaooY'S H £8. (POETRY) GECRGIA REVIEW, 33

TUDOR,; STEPHEN. BENCH VICE. {POETRY) KANSAS CUARTERLY. 11

{SUMKER 1979}y 27

un‘ro:;_:ge. MY DAUGHTER KEEPS CRYING} MOUANERe. (POETAY) GREAT LAKES ﬁEVIEh-.b USUMMER 19793,

VALENTI+ PETER SEE FITZGERALD: F. SCOTT.

VALIAN. BAXINE KENT. BLESSING AT KELLENPERGER ROAD. (POETAY
(WINTER-SPRING 1979)s [28. N ! IANSAS auaRTERLY. 1t

VALIS, NOEL M SEE SRACHURY, RAY.

VAN VECHTEN, CARL, “KEEP A—INCHIN' ALONG™: SELECTED WRITINGS OF CARL VAN VECHTEN ABOUT BLACK
ART AND LETTERS, E0. ERUCE KELLNER. (ESSAYS} WESYPORT, CONN.! GREENNOOC PRESS, 1979

VAN WINCKEL. MANCE. THROUGH WATER] PARADISE IN HBRONZE. (POETRY) 30 KANSAS POETSs EDe 0. LOow
LAWRENCEs KANSAS: COTTOMMODD REVIEW PRESS. 1579 73-75, )

VANOER MOLEN, AOBERT. GEGRGIA. {PCEYRY) EPOCHs 29 (FALL 1979}, 9—11.

vanafg;ml)s. JOHN. FOX FEED. (SHORT STORIES? MICHIGAN QUARTERLY REVIEW. 18 (WINTER 1$79),

VELIE, ALAN R+ ED+ AMERICAN INDIAN LITERATUREZ AN ANTHOLOGY z
Al e Dy AMERLC 06Ye (ESSAYS) NGRMANI UNIVERSITY oF

¥INZ. NARK EDs AN EXPLOSION OF wHIYE PETALS: AN ANTHOLOGY OF STUDENT PCETRY

: FROM. THE
MINNESOTA POETS IN ThE SCHOOLS PROGRAMs L9768-T%. (POETRY) ST. PAULs HK: COMPAS: 1979.

VINZs« MARK. A HARVEST. (POETRY) GEORGIA REVIEws 33 (FALL 1979), S82.

VCNNEGUT, KURT. JAILBIRD. {(NOVEL) NE¥ YORK: OELACORTE. 1979.

CVONREGUTs KURT.}. A VONNEGUT RARTSSIMAZ A SUPPLEMENT TO HUDGENS AND TO PIERATT AND
KLINKOMIFZ. BY COHNs ALAN M, (CRITICISM} PAPERS OF THE BiBLIOGRAPHICAL SOCIETY OF
AMERICAs 73 (JULY-SEPTEMBER 19791, 365—56.

(VONNEGUT, KURTe)s DESIGNER'S CHOICE [N CAT"S CRADLE. BY WILL

- TAHS s RELVIK G« {CRITICISH)
PAPERS OF THE BI1BLIQGRAPHICAL SOCIETY OF AMERICA: 73 (JUNE-SEPTENEER 19791, 366.

(VONNEGUT4 KURTe)a LONESGME NO WORE: AN INTERVIEW WITH KUAT VONNEGUTe BY KLINKOWITZ. JEADHE.
UINTERVIEW) « [EIOGRAPHY)} WASHINGTON POST BODK WORLDe 2 SEPTENBER 1979). 2.

(VONNEGUT. KURTe}e THE AESTHETICS OF ACCESSIBILITY: KURT VYONNEGUT AND HIS CRITIGCSs BY [RVING

. JCI:N- (CRITICISM) NEW REPUBLIC. 181 {22 SEPTEMBER 1979}, 4l=46. '

VONNEGUT, XURT+}e VONNEGUT®S CAT*S CRAOLE. BY DOXEY, WILLIA
U L XAl e G ’ TAN S4 f(fmru:lsm EXPLICATOR, 37

vnEu;.;--al;nNE- THE MARY MYSYERY. {SHORT STORIES) MICHIGAN QUARTERLY REVIEW., 18 (WINTER 1979),

::gg;i:. OAVID. IN BACKEN COUNTRY; POEMS. (POETRAY} BOSTON: LITTLE. BAOEN: 1979.

+ DIANE. A COLLOGUY WITH BIANE WAKCSKIe (INTERVIEW),(CR
L ol Anes A cocLoay =5K 1. . ITICISM) GYPSY SCHOLAR &

WAKOSKEy QIANE. ON THE SUBJECT OF ROSES: BRACELETS. {POETRY) SQUTHERN REVIEW, 15 (JANUARY
1979}, 138-39.

WAKOSKI, DIANE. TROPHIES. {POETRY) SANTA BARBARA: CAT DLALK SPARRCY PRESS, 19794

qugfx;é OIANE<}s A COLLOGUY WITH DIANE WAKOSKI. {INTERVIEW) GYPSY SCHOLAR. & (SUMMER 1979},

-734
WALKER, MANCY SEE CHOPINy KATE.
WALKER, RODERT W, SUB—-ZERO. (NOVEL) NEW YORK: BELMONT-TOWER, 979+ (CHI
H CAGO+{ILLINODIS)
WALKER» WARAEN Sa ANNUAL BIBLIOGRAPHY OF SHORT STORY FICTION tal;LmGru
. PHY
FICTIONy 16 (SUMMER 1979), 253-78. } STURLES N Swaar

WALLACE,s JON. PUBERTY. (POETRY) KANSAS QUARTERLY+ 11 [(WINTER-SPRING, 19793, 104.

WALLACE, RONALD. AFTER BEING PARALYZED FRCM THE NECK DOWN FOR TWENTY YEARS. MR WALLACE &ETS
A CHIN-GPERATED MOTDRIZED WHEELCHAIR. {POETRY) SOU'WESTERs T (SUNMER 19793, 40—4t.

WALLACEs RONALD. DAYBREAK. (POETRY) PGET AND CRITIC: to{3) 1979. 22.

WALLACE. RONALD. DECEMBER: AT THE ROLPHIN SHOW. (POETRY) POENs NO. 36 (JULY 1978k, 1a

WALEACEs RONALD. EXHIBITIONIST. (POETRY} CARLETON MISCELLANY. 17 (SPRING 1979), 170-7T1.

MALLACE, RONALO. KITCHEN COUNTERTOP: A TERRIGBLE SONNET. (POETRY} POULTAY, L (1979)s 10

:Au_:gg. RONALD. LAPAROSCOPY. (POETRY) QUARRY WESTs NO. 10 {1979), 30-51,

ALLACE, RONALDs ON A NORNING LIKE THES. I SHOULD HAVE GONE FISHING! TRUMPETER'S
fPOETRY ) HIRAK POZTRY REVIEW, NG. 26 (SPRING-SUMMER 1979), 3S. HeIBaY.

WALLACE: RONALO. RMUBARB. (POETAY) HOLLOW SPRING REVIEW OF POETAY. 3{1) 1979, 24.

WALLACEy RONALD. SALAMANDERS. (POETAY} SILVERFISH REVIEW: NOw & (1979)s 8.

nu.:tl::. RONALD. STILLOOAN: WINTER 5ONGs (POETRY) KANSAS QUARTERLYs L1 (WINTER-SPRING 1979},

-
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MALLACE. RONALD. THE MAGLCIAN'S LUNCH. (FOETRY) CHARITON REVIEWs 5 (FALL L979)s 23.

WALLACE, RONALOs THE FACTS OF LIFE. (POETRY) MADLSONs WIs Ma PHILLIPS» 1979.

WALLACE: RONALD. THE ASSISTANT PROFESSOR®S NIGHTMARE. (POETRY) UNMIVERSITY OF WISCONSIN
TEACHING FORUNy 1 (MARCH 1979). 8.

WALLACE, RONALC+ WINTER SONG. [POETRY) KANSAS UUARTERLY. 11 (WINTER-SPRING 1979)s 11S.

WALLER, LESLIE. THE ERAVE AND THE FREE« (NOVEL] NEW YORK: DELACORTEs 1979, {OHIO).{NEW ERA.
OHIO ).

WALTER. KENNETHs HOLOING GN. (POETRY) XANSAS QUARTERLY. 11 (WINTER-SPRING 1979}s 194=95.

WARREN: F. EUGENE. CHRISTOGRAPHIA 35, (POETRY) CHRISTIANITY TODAY, 23 (2 FEBRUARY 1979). 22+

WARSANM, IRENE. CONGUEROR; TRIUMPH BY ODEFAULY+ (ROETAY} PENINSULA POETS: 34 (FIRST OUARTER
1979}, 7, 134 )

MARSAW, IRENE. TO THEE I CLING. [POETRY) AMERICAN LEGION MAGAZINE. (AUGUST 1979), 48.

WARSAW, I[RENE. UNEARTHLY SENTIMENTS. (POETRY} PENINSULA POEFS: 34 {THIRD QUARTER 19791+ 19

WARSAW, IRENE. WARILY WE KOLL ALUNG. (POETRY) FRANCESTOWN. NH? GOLDEN QUILL PRESS, L979.

WATERMAN: ARTHUR SEE GLASPELL. SUSAN. :

WATSOM, CRAIGs+ JUNE. [POETRY) MICHIGAN QUARTERLY REVIEW. 18 {SUMKER 19751, 409-10.

WATSOM,; LAWRENCE. TN A DARK TIME. {NOVEL] NEW YORK: SCRIBNER, 1979, CMIANESOTAl.
(MYSTERY-DETECTION} -

WEBH. CHARLES E. HERITAGE DF KANSAS] A JOURNAL OF THE GREAT PLAINS. [(POETRY) 12 (SUNHER 19791,
30-32s (JAMES WHITCOMB RILEYs CARL SANOBURGs JOHN NEIHARDT+ WILLTAM DEAN HOWELLS,
HANLIK GARLAND}.

WEBBER, GORDONe THE GREAT BUFFALO HOTEL. (NOVEL) BOSTON: LITTLE. @ROWNs 1979, (DAKOTA).

WEBSTER, LEE. WAREHOUSE SONG. (PDETRY) KANSAS QUARTERLY, 11 (SUMKER 1975). 92«

WEGNER, ROBERT E. THE FRESHMAN. [SHORT STORY) CIMARRQON REVIEW, NO. 45 (JANUARY 197%9), 5-15.

WEIGLs BRUCE. A ROUMANCE. {POETRY} PITTSBURGH: UNIYERSITY OF PITTSBURGH PRESS. 1979«

WENDT» LLO¥D. CHICAGO TRIBUNE: THE RISE GF A GREAT AMERLICAN NEWSPAPER. {NEWSPAPERS),

(PUBL ESHING] , (BIOGRAPHY) CHICAGO; RAND KCNALLYs 1979, {CHICAGO)s(ILLINOIS}:
(NEWSPAPERS)

WEST+ JAMES L. W. II1 SEE FITZGERALD, F. SCOTT.

WESTs JAMES L. W, IIT SEE OREISERs THEORORE. °

WESTERFIELDs HARGISs ACADEMLC FESTIVAL. (POETRY) QUALL ANC PALETTE, NOVEMBER 1979

WESTERFIELG. HARGIS. CHAPEL AT DARKFALL. (PODETRY) CHRISTIAN CENTURY. 56 (21 HARCH 1979}, 310.

WESTERFIELDs HARGIS. FOR GNE BRIEFLY AGSENT. (POETRY] AXLETREEs 3{1) 1979,

WESTERF{ELD, HARGIS. CAT WITH GOLD IN HIS FUR. (PDETRY) GUILL ANG PALETTE. APRIL 1979.

WESTERFIELDs HARGIS+ KN THE GASEMENY DARK; CAT PICTUAED WALKING IN SUNLIGHT. {POETRY}
PTERANUDCGHs 1¢2) 1579«

WESTERFIELD. HARGIS. PRAYERS FGR THE AGED. (POETRY) LIVIKRG CHURCH, 178 [& HAY 19791,

WESTERFIELD: HARGIS. JOE RICHARDS+ HGHG. (POETRY) PHANTASHs 4{2) 1979.

WESTERFIELD» NANCY Go WHERE 1 WALK IN NEBRASKA. (POETRY) KANSAS QUARTERALY, 11 {WINTER-SPRING
1979), 203.

MESTFALL. JEFF 5EE AOETHKE. THEODORE.

WESTLAXE, NEDA M SEE CREISER. THEODORE.

WHITE, BRUCE M SEE CONNCR, THOMAS.

WHITE. JAMES L. SUBMISSION Ta SILENCE; SUBMISSION TO DEATHe (POETRY] KANSAS QUARTERLY, 11
(SUMMER L979), 26-27.

WHITEs RAY LEWIS SEE ANDERSON. SHERWOOD.

¥HITE, RAY LEWIS SEE CCNMELL. EVAN S, JRa

WHITE. RAY LEWIS SEE ANDERSONs SHERWOGD«

WHITEs WILLIAMN SEE HEMINGMWAY. ERNESTa.

WHITE+ WILLIAM SEE HEMINGWAY. EANEST.

WHITEHEAD, FREDs VICTORY HE[GHTS] THE RAILADAD] REMEMBERING STU. (POETAY) 30 KANSAS POETS, ED.
Da LOW. LAWAENCE. KANSASI COTTONWOOD REVIEW PRESS. 1979 76-77.

WHITFORDy KATHRYN SEE KINGs CHARLES.

WILD. HARBARA SEE CAVHER: WILLA.

{WILDER. THORNTON«]s A VAST.LANDSCAPE: TIME IN THE NOVELS OF THORNTON WILDER. BY WILL [AMS.
MARY ELLENs {CRITICISH) POCATELLGO, IDAHOI IDAMO STATE UNIVERSITY PRESS, 1979.

{®ILDER. THORNTON.}. THORNYON WILDER: HIS WORLDs AY SINONe LINDA, C(BIOGAAPHY) GAROEN CITY.
NY: DCUBLEDAYs 1979.

IWILDER. THORNTON)« THORNTON WILDERZ A B1BLIOGRAPHY OF SECONDARY SOURCES. 1963-1678. BY
WRI1GHT. GERRY R. {81BLIOGRAPHY} BULLETIN OF BIBLIOGRAPHY: 36 [OCTOHER-OECEMBER 1979).
195-93, 208,

WILDMAN, EUGENEe THE LAST BEAT 5TORY, {SHORT STORIES) TRIQUARTERLYs ND« 46 (FALL 1979},
158-2684

WILLLAMS, MARY ELLEN SEE WILDERs THORNTON.

WILLIAMS, MELVIN G SEE WRIGHTs RICHARD.

WILLTANS, MELVIN G 5EE VONNEGUT. KURT.

WINEAPPLE. BRENDA SEE CCOVERs ROBERT.

WINTERS, ALICE M SEE DREISERs THEODORE.

W IRTH-NESHER. HANNA SEE BELLOW. SAUL.

WITTs BILL -SEE HEARST, JAMES.

WIXONs DOUGLAS. A5 OF JULY 4TH. ANGTHER YEAR WIlL BE SHOT. {PDETAY] QUINDAROs 4-5: KAY 1979.

WOESSNER, WARREN. LOQKING AT PONER: BUFFALO, CLIFF. (POEVAY) BELGIT POETRY JOURNAL, 29 (SPALNG
19791, 2-3.

WOESSNER, WARREN, NO HIDING PLACE] POEMS 1974—197%. (POETRY} PEORIA, IL: SPOON RIVER PRESS.
1979,

WOESSNER, WARAEN. PARVIN STATE PARK. (POETRY) CHOWDER REVIENs NOS. 10-11s (FEERUARY 1979}. 28,

WDESSNER. WARREN. RETURN TO PHILLY: THE FOX: WE KNOW WE CAN'T PLEASE EVERYONE. BUT wE TRY TO.
(PDETRY) SPCON RIVER GUARTERLY, 4 (SUMNER 19793, 27-29.

WOLF3s TONY LUNG JR. LONG WOLF POEMS; INTRODUCTION BY GRALG YOLK. (PODETRY)] MARVIN. SD: BLUE
CLOUD QUARTERLY PRESS, (979

WOLFE« EDGAR. INVENTORY: MIRACLE. [PDETRY} 30 KANSAS POEFS: EDs D. LOW+ LAWRENCEs KANSASE
COrTONWDOD REVIEW PRESS. L9794 78.

WOCDRESSs JAMES SEE CATHER. WILLA«

WOODS« JOHM. KNOMLEDGE: THE MERCEDES POEM; THE GAY THE ARYESTS LEFT DAYTON. [PRETHY) MADISON
REVIEW, 1| (SPRING 1979), 84-88.

WOODS+ JOHN. THE LUNG MARRIAGE; THE SERVANT OF BUTTERFLIES: {POETAY) QUARTEALY WEST. NO. @
(WINTER 1979)« 27-29.

WORKHMAN, BRODKS SEE HEMINGWAY. ERNEST.

WOALEY, JAMES. TG WALDEN WHEREVER. (POETRY] KANSAS QUARTERLY, 11 {WINTER-SPRING 1979), 9i.

¥RIGHT, GERRY R SEE WILDER. THORNTONs ~

WRIGHT, RICHARD C SEE MANFRED, FRECERICK.

(WRIGHT, RICHARD.}. HRINGING READERS TO THEIR SENSES: IMAGERY IN RICHARD WRIGHT'S UNCLE TOM'S
CHILDREN. BY- WILLIAMS, MELVIN Ga. (CRITICISM) BLACK AMERICAN LITERATURE FORUM, 13 -
{SPRING1979), 18-19. -

{WRIGHT, RICHARD.)s RICHARD WRIGHT®S SAVAGE HOLIGAY: USE OR ABUSE DF PSYCHOANALYSIS, BY
GOUNARD: JeF. AND GOUNARD, BEVERLEY ROBERTS. (CRITICISM) CLA JOUANAL. 22 (JUNE 1979).

3a4-49.

Annual Bibliography of Midwestern Literature: 1979 . 181

LMRIGHT s RICHARD« )+ THE AVENGERS IN LIGHT IN AUGUST AND WA
ICRITICISH) CLA JOURNAL, 23 (DECEMBER 1979}, 200-12

WYLDERs DELOBERT € $SEE MANFRED, FREDERICK. :

YACKNIN, FOSALLIE SEE HADLEY, LEE AND IRWINs ANNABELLE.

YOUNG BEAR, RAYe WINTER OF THE SALAMANDERS THE KEEPER UF IMPODRTANCE
CAI HARPER ANC ROW, 1579 CIGWA) L ETAMA: TOWA),. -

ZORN, MARILYN SEE BROCKS. GWENDOLYN.

ZORNs MARILYN SEE MINTY, JUGITH.

TIVE 50N+ BY COREY. STEPHEN.

{PCETRY) SAN FRANCISCO,.

ROBERT BEASECKER
and
CONALD PApY



