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PREFACE

" With the apperance of MidAmerica VII, the Society for the
Study of Midwestern Literature marks its tenth year of existence,
a fact which, as Abraham Lincoln said of his marriage, “to me
is matter of profound wonder.” It is also to me a matter of deep
pleasure. The anniversary will be marked at the Tenth Anmual
Conference, “The Cultural Heritage of the Midwest,” at Michigan
State University on May 13, 16, 17, 1980. Membership continues
to increase, as does the scholarly and creative work of its mem-
bers, as the essays and bibliography in this, the seventh Mid-
America, give ample evidence.

This volume is inscribed to Dr. Walter Havighurst, one of the
pioneers in the study of the literature and culture of our region,
with the gratitude of the members.

Davm D. ANDERSON
November, 1979
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DANIEL DRAKE, M.D.:
THE FRANKLIN OF THE WEST

Davmn D). ANDERSON

On September 23, 1834, a forty-nine-year-old Cincinnati physi-
cian was called upon to address the Union Literary Society of
Miami University in Oxford, Ohio. The Society was nine years
old, the University forty, and the physician, Daniel Drake, M.D.—
the Society’s second choice for the address; its first was Judge
David Lane of the Ohio Supreme Court—had, in the previous
thirty-five years become the leading medical practitioner in Cin-
cinnati during his residence there, the author and editor of the
first books and journals concerned with the peculiarities of disease
in the Ohio Valley, and a medical educator whose ambition was
to found a great medical school in the Ohio Valley,

We can only speculate on the reasons why the young men of
the Society had invited Drake as their second choice. The topic
of Drake’s discourse to the young men of the Society was one
that he was better qualified to discuss, one that he had done more
to define, than anyone else in the Ohio Valley, perhaps in the
entire nation. His topic was “The History, Character, and Pros-
pects of the West,” a subject that to a great extent was the focus
of his Iife’s work to that date as it would remain to his death in
1852 in his beloved Cincinnati. , '

Unlike others who had already earned greater reputations in
the East as spokesmen for the West and creators of a Western
literature and intellectual tradition—Timothy Flint, Judge James
Hall, James Kirke Paulding, James Fenimore Cooper—Drake was
a Westerner who had grown up on the frontier, and rather than
an observer of its evolution, he was one of those who were deter-
mined to shape its development. Born in rural New Jersey in
1785, he was taken by his parents to Limestone (now Maysville),
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10 MIDAMERICA VII

Kentucky, before he was three, and near there he experienced
what were to be his first memories: clearing the forest so that crops
might be planted and the hard work that was demanded of those
who would make and maintain a home in the wilderness. Not
unti] he was fifteen, in 1800, did he see what was to the frontier a
city, the thriving community of Fort Washington as it was becom-
ing Cincinnati. But his twelve years in the family’s growing
clearing on the Ohio remained his most important experience,
providing the foundation for a curiosity about and reverence for
the West that remained with him the rest of his life. So important,
in fact, was this early experience that in a note appended to the
published version of his discourse he commented that

The failure of Mr. Cooper in his Prairie, and Mr. Pauld-
ing in his Westward Ho, is conclusive evidence, that in
delineating the West, no power of genius, can supply the
want of opportunities for personal observation on our
natural and social aspects. No western man can read those
works with interest; because of their want of conformity to
the circumstances and character of the country, in which
the scenes are laid.

This comment was not mere disparagement of successful
authors, however; Drake’s curiosity, reverence, and observations
had been made evident as early as 1810 in a brief volume entitled
Notices Concerning Cincinnati, Its Topography, Climate and
Diseases, the work that marked out the path of his future interests.
Published when Drake was 25, after having served a five-year
medical apprenticeship with Dr. William Goforth of Cincinnati,
briefly practiced medicine as Goforth’s pariner, and then studied
at the Medical College of the University of Pennsylvania for a
term before practicing in Mays Lick, Kentucky, and then return-
ing to partnership and practice with Goforth in Cincinnati, it was
the distillation of ten years of close observation of virtually every
facet of life around him from climatic conditions to the exami-
nation of individual patients.

During those ten years Drake had not only become a practicing
physician and a pioneer in medical education in the West, but he
had taken an active part in the intellectual life of Cincinnati in
the Lyceum and the Library Association; he kept careful meteoro-
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logical records; he gathered, recorded, and tested botanical spe-
cimens, particularly for medical use; he catalogued mineralogical
and fossiliferous data; and he gathered Indian artifacts and data,
excavating the large mound that is now commemorated in Mound
Street in Cincinnati and in the remarkable remnants that he con-

* tributed to museums in Ohio and elsewhere.

This scientific and medical data provided the substance of his
Notices Concerning Cincinnati, which was the first attempt to
provide an ecological cross-section of a region west of the Appa-
lachians. Reflecting the influences of his teachers, Benjamin
Rush and Benjamin Barton, as well as Thomas Jefferson’s Notes
on the State of Virginia, Drake’s Notices makes clear two impor-
tant principles that were to direct his thinking and activities for
the rest of his life and that he attempted to communicate to stu-
dents, medical or literary, on every possible occasion. For Drake,
medical science was and would remain a part of natural phi-
losophy.

The first principle, stemming perhaps from the eighteenth
century, is his belief in the ultimate unity of all knowledge, based
upon the conviction that in a fixed, balanced universe each aspect
of the physical world reveals a portion of the natural laws by
which the universe is governed by a rational God. The second
principle, also based in eighteenth century philosophy, is his
conviction that man and his institutions are perfectible. For
Drake as a medical practitioner these principles implied that for
each disease in the universe somewhere there existed a specific
cure. As a scientist, an educator, and a man of strong social
conscience, the principles meant that the attainment of all knowl-
edge was a rational, attainable goal for him, his students, and his
professional colleagues.

Evidence of the impact of these eighteenth century ideas lies
in Drake’s intent in writing and publishing his Notices. In his
preface, he comments,

Such a Calendarium Flora as would exhibit the progress
of vegetation at this place, and answer for insertion in the
Medical and Physical Journal, or some other Magazine,
and nothing more, was at first intended. But the physical
sciences are so intimately connected, that the narrow limits
then prescribed, have been overstepped, and the addition
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of notices respecting our soil, climate, and diseases, now
renders the floral calendar the most inconsiderable part.

_ Turther evidence of the eighteenth century philosophy under-
lying the Notices is Drake’s insistence that his readers “make a
careful distinction between what is given as fact, and what as
hypothesis, or deduction: The latter may be correct, the former
can scarcely be incorrect.” The first four sections, devoted to
topography, geology, climate, and “Conditions of the Town,” are
factual, based on careful observation and recording of data,
although he combines morality and medical theory in his com-
ments on the use of tobacco and alcohol in the latter section. The
last section, diseases, is composed of both fact and deduction as
he seeks to combine the observations and experiences of his medi-
cal practice with deductions concerning the relationships between
specific diseases and the physical environment. Marsh miasmuta
is thus the result not only of natural swamps, easily drained, but
of putrefied refuse, a behavior pattern readily correctable. Excited
if not caused by variations of atmospheric temperatures are
“Catarrh, Consumption, Pleurisy, Peripneumony, Rheumatum,
and Tooth-ach.” However, he comments, specific relationships
between diseases and causes of death are difficult to determine
because “No bill of mortality has yet been kept in this place.”
Although Drake’s attempt in the Notices to generalize from
his observations left much to be desired—he had not yet mastered
the technique of inductive reasoning but instead relied heavily
upon intuition, carefully qualified, for the means by which he
joined generalities with the specific observations upon which
they were based—he made a clear case for the premise upon
which his future work and his philosophy of education were to
be based. This premise was his conviction that the inductive
method was the only path to truth, a conviction that he propa-
gated to students at every occasion. Although he recognized the
shortcomings inherent in the Notices, he felt that he had made
a good case for the principle at the same time that he had demon-
strated its use. -
~ Unfortunately, however, the reception of the Notices was not
what he had expected. Western editors did not see the book as
a breakthrough in scientific and medical research in the Ohio
Valley; they saw it as a slanderous attack on the reputation of the
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area. Developers and speculators as well as journalists were pre-
senting the area to prospective settlers and purchasers as the
“Garden Spot of the West,” indeed, the “New Eden,” and they
were impatient with Drake’s effort to describe and interpret it

objectively.

‘The Notices consequently had very little circulation, probably
accounting for its rarity today, and Drake was disappointed but
not discouraged. Instead, in conjunction with others, he began
to plan a new “School of Literature and the Arts” in Cincinnati,
and he continued work on an expanded version of Notices, which,
he felt, would meet some of the criticism directed at the shorter
version and expand its usefulness at the same time. The School
became a reality in 1813; in keeping with Drake’s concept of the
nature of learning, it was designed to encourage scientific inquiry
as well as pursue the more traditional activities of a literary group,
to carry knowledge of the arts and sciences to the larger com-
munity, and to encourage discussion and debate among its mem-
bers. It was the first such society in Cincinnati and probably the
first in the West. On its first anniversary, November 23,-1814,
Drake reviewed its accomplishments for the members:

. . . We have assembled, for litexary exercise, more
than twenty times; and our President (Josiah Meigs) has
delivered, on Astronomy and Natural Philosophy, a variety
of Lectures, equally eloquent and perspicuous. . .

The essays of the members . . . consist chiefly of origi-
nal matter, while others manifest a degree of research,
which is honorable to their authors, and auspicious to the
School,

It would be amusing to review their contents, but being
restricted to limits too narrow for the undertaking, I will
submit a catalogue of their titles, that, by a single glance
we may see the number and diversity of the subjects to
which our attention has been directed. I shall enumerate
them in the order of their delivery: ‘

1 An Essay on Education—2 on the Earthquakes of
1811, 1812 and 1813—3 on Light—4 on Carbon—5 on Air—
6 on the Mind—7 on Agriculture—8 on Caloric—9 on
Gravitation—10 on" Instinct—11 Notices of the Aurora
Borealis of the 17th of April and 11th of September, 1814—
12 an Essay on Water, considered chemically and hydro-
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statically—I3 on Common Sense—14 on Heat—15 on the
Mechanical Powers—I16 on the Theory of Earthquakes—.
17 on Enthusiasm—18 on the Geology of Cincinnati and its
vicinity, {llustrated with mineral specimens and a vertical
map—19 on the Internal Commerce of the United States—
20 on Hydrogen—21 on Rural Economy—22 on the Geol-
ogy of some parts of New York—23 on General Commerce.

As pleased as he was with the productive record in the pur-
suit of scientific knowledge, Drake was equally pleased with the
fact that “our Album of poetry already exhibits specimens indica-
tive of a cultivated taste,” But his greatest concern was not with
what had been done but what would lead to an enlightened
future, and he was particularly sensitive about comparisons
between East and West:

But it will, perhaps, be asserted, that in a state so young
as this, no literary distinction is attainable, that would out-
value its cost; that academics and colleges are as yet
scarcely instituted; that libraries, philosophical apparatus
and scientific teachers are equally rare and imperfect; that
associations for improvement, animated and impelled by
a persevering spirit, can find no habitation in these rude
and chequered settlements; and, lastly, that our country-
men are accustomed to look with frigid indifference on
every species of literary effort. This is, indeed, pouring
cold water on the flame of literary ambition: but that noble
passion is not to be thus extinguished; and if a single spark
remain, it will enable us to perceive, through the Gothic
darkness which envelopes our literature and science, the
certain tho narrow paths to a brighter region.

The path to that brighter future was clear to Drake: it con-
sisted of work, education, and leadership, and, as he had in the
past, he continued to follow it. His family was growing, with a
son born in 1810 and another in 1813; he founded the First Dis-
trict Medical Society in Cincinnati in 1812, organized the Cincin-
nati Manufacturing Company in 1813 and the Cincinnati Lan-
casterian Seminary in 1814, meanwhile continuing to work on his
Natural and Statistical View, or Picture of Cincinnati and the
Miami Country, which he anticipated would be published as he
made plans to spend another term at the University of Penn-
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sylvania Medical School. The book appeared as he returned
from Philadelphia with his new M.D. degree, but it carried an
1815 copyright date.

Although Drake indicated in the Preface to what became
known as-Picture of Cincinnati in 1815 that the new book was

. * i«
essentially “a more extended, and less professional” version of

his Notices of 1810, that is, a book that might be useful to
travelers and prospective settlers, it was much more than that.
Drake’s concession to such a function is, however, evident through-
out, and much of it seems to be directed at his journalistic critics
in the West rather than prospective emigrants, to those who would
more likely skim the book for review purposes rather than read
it carefully for factual information. The first of his qualifying
statements appeared in the introduction to Chapter 1, “Geo-
graphical and Historical,” but even then he refuses to deviate
from the factual or to omit statements that may discourage pros-
pective emigrants. Thus, although he begins with a statement
that might appear in almost any prospectus, that “The principal
inducements for immigrants to this state are, the fertility of its
soil; the low prices of lands, and entire security of title; the high
price of labor, and the exclusion of slavery,” he then cites. factors
that have both contributed to and inhibited Ohio’s increase in
population:

The progress of increase, in this state, has been equally
rapid with that of immigration. From the abundance of
subsistence, the preventive checks to population do not
operate, and marriages are both early and productive.
Males frequently marry before twenty-one, and females
before seventeen. The positive checks are neither numerous
nor powerful. The diseases peculiar to new countries, and
incidental to those who change their climate, have an effect
not susceptible of estimation, but which is unquestionabl);
considerable. This, however, is the only cause to which
much should be ascribed. . . .

Much of the work is descriptive of the topography, mineral
resources, prehistoric mounds, settlement pattern, and political
structare of the Cincinnati area and Ohio in general, and the
conclusion is devoted to projected future improvements—bridges
roads, and, an idea entirely his own, a canal that would connecl,:
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the Maumee River of the north with the Miami River of the
south, thus connecting Lake Erie with the Ohio River and making
Cincinnati the river terminus. The canal was not authorized
until 1825, and it was completed to Toledo in 1845.

Chapter V is devoted to Drake’s favorite topic: “Medical
"Topography,” the relationship between climate and physical
geography and disease. “We have,” Drake says, “most of those
which are common in the same latitudes, east of the Alleghenies.
Some of them, however, are less violent and frequent here than
there.” They include “Pulminary Consumption; which, in the
Atlantic cities, destroys from a fourth to a sixth of all who die;
while in this town, it produces not more than one-twentieth of
the deaths.” In difference to his avowed purpose of usefulness to
prospective emigrants, he adds, “So favorable, indeed, is this place
to those who are threatened with Consumption, that a migration
to it from the Northern states might be advantageously recom-
mended, when this complaint is about commencing, or not very
far advanced.”

Other evidence of the healthiness of Cincinnati’s climate
abounds; “The Croup is a formidable disease in this place (but)
I have never seen it of that malignant and epidemic character
at Cincinnati, which it exhibited in Virginia in 1799 . . . Rheuma-
tism occurs; but is not so frequent and formidable as in the
Northern states . . .” and, with his tongue in cheek, suggesting,
perhaps, his attitude toward his new profession of promoter, he
adds, “Drowning in the Ohio, is an accident which often happens,
and one which we are entirely unprepared to remedy, not having
the instruments necessary, either for the recovery of the immersed
body, or the restoration of life.” Perhaps more telling, however, is
his revelation that “As no bills of mortality are kept in this place,
it is not known what proportion die annually; what diseases carry
off the largest nunaber; or which of the seasons is attended with
the greatest mortality. . . .”

Drake concludes his section on “Medical Topography” with
what was becoming a matter of increasing interest to him. Just
as hie was convinced that there was a relationship between disease
and topography, he was also convinced that there was a similar
relationship between topography and the cure or alleviation of
disease. The final section of his chapter on “Medical Topography”
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deals with mineral springs within easy traveling distance of Cin-
cinnati. Included are descriptions of the springs, comments on
diseases which may be eased by the waters, and specific doses.
He concludes the section with a reference to his own attempt
to construct fountains by which the residents of Cincinnati would

~ be supplied with artificial mineral water as well as a brief descrip-

tion of “Bone Valley,” a fossiliferous site near Cincinnati. “And
if, according to Mr. Jefferson,” Drake writes, “the passage of the
Potomac through the Blue Ridge, be a scene worth a voyage
across the Atlantic—the tomb of the mammoths will certainly
reward the traveller of taste and science, for a journey from
Cincinnati.” :

Picture of Cincinnati in 1815 proved to be the success that
had eluded Drake in his Notices. Not only does it contain the
only thorough and trustworthy account of the prehistoric mounds
obliterated by setlement in the Cincinnati area, but it was popular
with Western editors, emigrants, and armchair travelers. Widely
distributed and translated, it was a commercial success as well.
However, Drake was determined to devote his energies to estab-
lishing a medical college in the Chio Valley and to continue his
observations, and the success of the book was valuable to him
only insofar as it provided support for that cause,

Upon his return from Philadelphia in 1816, he established
with his father and brother Benjamin a firm, “Isaac Drake & Co.,”
for the sale of medicines, artificial mineral waters, and a variety
of other goods; he resumed his medical practice; and early in
the new year he and Dr. Goforth reformed their -partnership.
Upon Goforth’s death on May 12 he formed a partnership with
Dr. Coleman Rogers for medical practice and the instruction of
medical students. However, on January 7, 1817, he had been
elected to the medical faculty of Transylvania University in
Lexington, Kentucky, and that fall he took up his duties as pro-
fessor of materia medica and botany at Transylvania,

However, his brief tenure at Transylvania—he resigned on
March 24, 1818, amid charges of attempting to ruin the medical
department—suggests the tenuous and controversial nature of
medical education in the West at the time. Equally evident is
the fact that Drake’s heart and his planned future were in Cin-
cinnati. Upon his return he lectured upon botany at the Lancas-
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trian Seminary, inaugurated a series of medical lectures at the
same place, organized the “Western Museum Society” and the
“Cincinnati Society for the Promotion of Agriculture, Manufac-
ture and Domestic Economy,” and petitioned the Ohio General
Assembly for charters for the Medical College of Ohio and the
Cincinnati College. In November, 1820, instruction began at
the Medical College, with Drake as president and professor of
medicine.

During the decade of the 1820’s circumstances were as con-
fused as Drake was determined. Controversy in the Cincinnati
Medical Society over the founding of the Medical College—
Cincinnati physicians, led by Coleman Rogers, were perhaps
understandably upset because the College was reducing the num-
ber of medical apprentices available—led to Drake’s resignation
and founding of the Medico-Chisurgical Society of Cincinnati,
whereupon Rogers challenged Drake to a duel. Drake refused,
but voted to expel Rogers from the College faculty, whereupon
their partnership was dissolved. Further controversy developed
within the College in 1822, when Drake was dismissed as presi-
dent and professor by vote of the faculty. Reinstated by demand
of the citizens of Cincinnati, he resigned and returned to Tran-
sylvania University as professor of materia medica and medical
botany, becoming dean of the medical faculty in 1824. He re-
mained in Lexington until 1827, when he resigned to return to
Cincinnati.

During the decade he had petitioned the Ohio General Assem-
bly for a charter to establish a “Commercial Hospital and Lunatic
Asylum” to be established in Cincinnati; he began work on his
“Treatise on the Diseases of the Western Country,” and, con-
vinced that scientific knowledge could be the only sound basis
of human medicine, he further refined his theories of medicine
and medical education, in the process attacking and repelling
counter-attacks from the wide variety of herbalists, mesmerists,
toe-rappers, and others who purported to treat the diseases of
the West; and he intensified his conviction that a democratic
society in the area must be based upon an educated electorate.
In 1827 he founded and from 1828 to 1838 edited The Western
Journal of the Medical and Physical Sciences, dedicated to the
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advance of science and scientific medicine. In it, in a sarcastic
review of popular “doctor books” and patent medicines, he wrote:

A new excitement now springs up. A blue light, such
as the superstitions see rising from the church yard, spreads
over the people, and reveals the ecstacy of every vacant and
credulous countenance. Now is the time for dyspeptics and
ashmaticks and hypochondriaks. Give them but a single
draught. O how delightfull Perchance a ladle full from the
chaldron of Macbeth; but no matter. Administered by
wizard hands it can do no harm. Down with the profession,
vive le Charlantanerie. The world has been long enough
duped by lawyers, and priests, and doctors. Let us rid our-
selves of the last of them, if no more. If not the greatest
imposters, they cheat us out of most money, and kill us
to boot.—They bleed us to fainting, blister us to wincing,
stupefy us with opium, vomit us with tartar instead of
lobelia, salivate us with mercury, in place of the ‘panacea;
or the ‘stone mason’s balsam,” and, purge off with calomel
all kinds of phlegm, but that which encumbers our brain!
Let no one be over nice. The end sometimes justifies the
means. Suffering humanity cries aloud, and must be
rescued from the keeping of science and skill and - profes-
sional charity. The world has been in error four thousand
years: and the path of medicine may be followed back by
the carcasses of its victims. . . . Break down the aristocracy
of learning and science: give the people their rights: let
the drunken and lazy among the tailors, and carpenters,
and lawyers, and coblers, and clergy, and saddlers, and
ostlers, now rise to the summit level, and go forth as minis-
tering angels! Become their patrons, and snuff up in twn
the steams of their incense: sustain them against the pro-
fessional Doctors: lecture them into notoriety: mould them
into form as the bear licks her shapeless pups into beauty:
turn jackels and procurers lest they might want business:
stand responsible for their success: newspaper abroad their
pretended cures; and handbill away the proofs of their
murders| . . .

After his return from Lexington he had visited Philadelphia
and Washington to observe techniques and institutions devoted
to eye care, establishing the Cincinnati Eye Infirmary as a result;
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he served as professor of the theory and practice of medicine at
the Jefferson Medical College in Philadelphia; in 1831, he or-
ganized the short-lived Medical Department of Miami University,
which, after litigation with the Medical College of Ohio, was
merged with that institution; and he became active in tem-
perance agitation, founding the Hamilton County Temperance
Society in early 1834. His brief re-affiliation with the Medical
College of Ohio ended with his resignation amid renewed charges
that he was trying to destroy the college, and a brief pamphlet
war ensued. Nevertheless, he continued to publish, largely in
his Western Journal, on disease and to speak on science and edu-
cation at every opportunity. His Practical Treatise on the History,
Prevention, and Treatment of Epidemic Cholera, published in
1832, had become a standard work, but his continued warnings
that Cincinnati was threatened with an epidemic frightened
many of the citizens and alienated most of the editors and physi-
cians of the town.

Consequently, when Drake stood before the Union Literary
Society of Miami University on September 23, 1834, he was not
only Cincinnati’s most prominent physician, but he was also its
most coniroversial, and perhaps the controversies that surrounded
him were responsible for his being second choice to the non-
controversial Judge Lane. Nevertheless, at the same {ime it was
evident that neither Judge Lane nor any other potential speaker
had exhibited Drake’s vision of what the West might become or
his drive and-dedication to make that vision real, In the course
of his talk Drake attempted to communicate both his vision and
his dedication to his listeners, and, perhaps more important, he
attempted to articulate his reasons for both: his determination to
create, to re-order, to construct a society that emulates the balance,
harmony, and beauty of the natural world that was Drake’s
textbook.

Intrinsic to Drake’s vision and his purpose is his conviction
that beyond diversity lies unity and beyond apparent chaos lies
order. Important, too, is his faith in the necessity of a rational
awareness of the close relationship between the natural environ-
ment and those who would use it as the foundation for a new
society devoid of the social and psychological ills of the old.

=

e
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The West was, to Drake, the opportunity to build that new
society, and not only had he accepted that mission as his own,
but he attempted to share it with his listeners:

The ancient and venerable maxim, Know Thyself, has
been generally addressed to individuals, but it is equally
applicable to communities; who should be familiar with
the natural resources of their country, and the genius and
tendency of their social, literary, religious, and political
institutions; or they cannot cherish the good, and success-
fully cast out the evil. This self-knowledge of nations, is
especially necessary for one of recent origin, where every-
thing is still green, and must be fashioned according to the
skill of those who regulate its growth.

This situation, Drake asserts, provides a remarkable oppor-
tunity for the young men in his audience:

Society in these Backwoods, even in the most thickly
settled parts, is but in its forming state; and we are, there-
fore, invited to scrutinize, with care, the principles which
control its development; for otherwise its maturity may
offer less of perfection, than is found in communities which
sprang up at an earlier period, instead of displaying, in its
own strength and beauty, the beneficial fruits of their ex-
perience and wisdom.

In an age in which regional conflicts-—East and West, North
and South-—were becoming increasingly evident as sources of
tension in the fabric of the national life, Drake, aware of the pos-
sible dangers inherent in his position and his concern, neverthe-
less saw his determination to enhance life and culture in the West
as a necessary concern for life and culture in the nation as well.
It was a concern to which Drake had directed his remarks at a
literary conference in Lexington, Kentucky, the previous Fall, in
which he insisted that the Union not only shounld not but could
not be dissolved; here, rather than repeat himself, he remarks that

It may be asked, however, whether it is consistent with
the peace and perpetuity of the Union, to inculcate a devo-
tion to one of its parts? I. .. reply, that a devotion to the
West, is manifestly compatible with both, and indeed the
most efficient means of promoting both.
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Confident that East and West were one, that the Aaron Burr
incident of his youth as well as the contemporary Jacksonian
energy of the region were cement for the national fabric, Drake
turned to his purpose: “in the spirit of the West (1) shall wander
to and fro, expiating on whatever may seem attractive, but still
keeping within its ample bounds.”

In ranging to and fro within the broad boundaries of the West,
Drake emphasized two major points in his address to the young
men of Miami. First he defined the differences between East
and West in social and cultural affairs, and then he pointed out
the advantages that these differences provided for young West-
erners. The former consisted of those elements that comprise
an orderly society, contrasted with a new society that aspires to
an order it has not yet achieved; the latter becomes, for Drake,
the foundations of opportunity as well as the substance of a
literature.

As a scientist, therefore, Drake observes, records, and inter-
prets the physical and social phenomena for his young audience,
and then he generalizes to construct the principle that underlies
his data:

Young Gentlemen: The scenery, history, and biog-
raphy, of the Valley of the Mississippi, constitute the very
elements of our literature, and their retrospect naturally
leads us to inquire into its resources, and the character it
will probably assume. When the young planter, on the
banks of the Yazoo or the Illinois, clears away the forest,
and prepares his lands for tillage, his tastes and judgment
are displayed in the plan on which he marks out his fields
and the seeds with which he sows them. It will depend on
himself, whether his farm be beautiful in its arrangement
and varied in its products, or irregular, unsightly, and more
prolific in- weeds and briars, than the useful and elegant
products of agriculture. Thus it must be with the scholars
of the Great Valley. They have a vast field to cultivate,
but small portions of which are as yet laid off and planted,
and its future beauty and abundance will be according to
their skill and industry.

Having provided both a past and a present reality for the
young men of the Society, Drake turned then to defining the
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langunage, the parameters, and the substance of the literature they
would produce. Foreseeing the vigor that would enter the living
language with Mark Twain and his followers, he defined the
sources and the course of evolution of a peculiarly Western
literary language:

Many of our writers have received but little education,
and are far more anxious about results, than the polish of
the machinery by which they are to be effected. They write
for a people whose literary attainments are limited and
imperfect; whose taste is for the strong rather than the
elegant. . . . Moreover, the emigration into the Valley being
from every civilized country, new and strange forms of
expression are continually thrown into the great reservoir
of spoken language . . . gradually, the heterogeneous rudi-
ments will conform to a common standard, and finally shoot
into a compound of rich and varied elements; inferior in
refinement, but superior in force, variety, and freshness to
the language of the mother country. -

Drake saw little classical influence or allusion among his con-
temporary writers and scarcely more in the future, and he foresaw
no continuity with the pre-Revolutionary past; he saw a continu-
ing emphasis upon a popular literature that would be both
religions and declamatory; he deplored the lack of a musical
literature and saw musical development as an interesting experi-
mental adjunct to literary growth; he saw a continuing American
patriotism and a growing American nationalism.

Of most importance to the development of a new literature
in the West, Drake saw the impact of the new technology and the
emergence of new themes and new heroes. Of the former, he said,

Our Jiterature will be tinctured with the thoughts and
terms of business. The mechanic arts have become loco-
motive, both in temper and capacity—they travel abroad,
and exhibit themselves in every department of society. To
a certain degree, they modify the public mind; supply new
topics for the tongue and pen; generate strange words and
phrases, as if by machinery; suggest novel modes of illustra-
tion, and manufacture figures of speech by steam power.
They afford canal transportation to the ponderous compiles
of statistics; a turnpike to the historian; a tunnel to the
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metaphysician; a scale of definite proportions to the moral
philosopher; a power loom and steam press to the novelist;
fulminating powder to the orator; corrosive acid fo the
satirist; a scalpel to the reviewer; a siesta chair to the essay-
ist; a kaleidescope to the dramatist; a balloon to the poet;
a railroad to the enthusiast; and nitrous oxide to the dunce.
While we devoutly indulge the hope, that our literature
will not depend for its elevation on the lever of the arts,
" there can be no objection to a fellowship between them; nor
any reason why it should not adopt, whatever they may
offer, to diversify its objects and enrich its resources.

If Drake’s predicted new language grows out of that of the
people and his envisioned imagery and subject matter out of the
literal and metaphorical movement of the new technology, his
concept of new themes and new heroes draws upon the immediate

past:

The early history, biography, and scenery of the Valley
of the Mississippi, will confer on our literature a variety
of important benefits. They furnish new and stirring themes
for the historian, the poet, the novelist, the dramatist, and

" the orator. They are equally rich in events and objects for
the historical painter. As a great number of those who first
threaded the lonely and silent labryinths of our primitive
woods were men of intelligence, the story of their perils
and exploits has a dignity which does not belong to the
early history of other nations. We should delight to fol-
low their footsteps and stand upon the spot where, at night,
they lighted up the fire of hickory bark to frighten off the
wolf; where the rattlesnake infused his deadly poison into
the foot of the rash intruders on his ancient domain; where,
in the deep grass, they laid prostrate and breathless, while
the enemy, in Indian file, passed unconsciously on his
march. We should plant willows over the spots once fer-
tilized with their blood; and the laurel tree where they met
the unequal war of death, and remained conquerers of the
little field,

Drake’s conclusion is eulogistic and visionary as he exhorts
the young men to take up the work that he and his generation had
begun in the Valley of the Ohio in the closing years of the

e
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eighteenth century and the early years of the nineteenth, the

work that he was to continue for the eighteen years that remained
of his life:

‘With this preparation in mind, and willing devotion of
heart, you will labor, in harmony, till the monuments of
your skill and industry shall cover the land, from Michigan
to Louisiana—from the mountain rivulets of our own un-
rivaled Ohio, to the grassy fountains of the savage Arkansas.
You will contribute to raise up a mighty people, a new
world of man, in the depths of the new world of history,
and the friends of liberty, literature, and religion, in all
nations, will look upoen it with love and admiration: com-
posed of the descendants of emigrants from every country,
its elements will be as various as the trees which now attire
our hills; but its beauties as resplendent as the hues of their
autumn foliage.

As he expected the young men of Miami to do, Drake went
back to his work, spending much of his time in residence at the
Louisville Medical Institute, but continuing to work toward the
establishment of a great, permanent medical college in Cincinnati.
He returned there to stay in 1852 as the Ohio College became a
reality, but he died as it opened. During those years, too, he
continued his observation, experimentation, and writing, publish-
ing a prodigious array of papers and speeches on medicine, natural
philosophy, the arts, and practical affairs. In 1850 he published
the first volume of what he considered his life’s work, a 900-page
volume called A Systematic Treatise, Historical, Etiological and
Practical on the Principle Diseases of the Interior Valley of North
America, as they Appear in the Caucasian, African, Indian, and
Eskimoux Varieties of its Population.

Two years after his death, the second volume, of equal weight
and length, appeared, the two together comprising one of the
most remarkable, complex, and detailed works by one person in
the publishing—and literary—history of this country. For, as
Drake exhorted the young men of Miami—and those other young
men of the West, Abraham Lincoln and Ulysses Grant, too young
to sit in that lecture hall, and William Dean Howells and Mark
Twain, not yet born—the course of Western destiny, he knew,
could be shaped only by Westerners. And as that destiny was
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shaped, so was that of the nation, indeed of the world. As the
Franklin of the West, Drake knew that region to be the American
heartland just as his physician’s insight taught him the aptness of
that image.

Michigan State University

THE POETRY OF JOHN HOWARD BRYANT

Jorx E. Haviwas

I

Like so many early Midwestern poets, John Howaxrd Bryant
(1807-1902) has been completely neglected by twentieth-century
scholars, However, this younger brother of William Cullen Bryant
deserves to be recognized as one of the few poets of the Midwest
in the nineteenth century who wrote lyrics that are still worth
reading. His canon is limited to a single collection, which was
twice expanded and published under a different title: Poems
(1855), Poems Written from Youth to Old Age (1885), and The
Life and Poems of John Howard Bryant {1894). The last of
these volumes includes an essay by E. R. Brown entitled “John
Howard Bryant: A Biographical Sketch,” which is the most
important source of information about the poet’s life. Like most
poets, Bryant’s best work is but a fraction of his total output, but
his achievement is genuine and ought to be known by those who
are interested in the development of Midwestern poetry,

Thirteen years younger than his famous brother, John Howard
Bryant was born on July 22, 1807, in Cummington, Massachusetts,
a lovely village in the Berkshire foothills.! He was the youngest
of five sons and two daughters. Like William, he was encouraged
to enjoy the natural world, to read, and to write by his father,
Dr. Peter Bryant—until the Jatter died in 1820, After attending
a “select school” and an academy in Cummington, John was a
student at Rensselaer Polytechnic Institute in Troy, New York
from 1828 to 1829. He was subsequently a census taker and a
teacher back in his home region during the next two years.

He began writing articles and poems for newspapers while
still a teenager. In fact, his most well-known poem, “My Native
Village,” was written when he was only eighteen—the same age

o7
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at which William, whom he idolized, had written “Thanatopsis.™
It appeared in the United States Review and Litafmry .Gazeitc_z,
which was edited by his famous brother. “My Native Vﬂl'age is
certainly not one of his best lyrics, but it is typical of his wox:k
in some ways. Nostalgic longing for the past and romantic
delight in nature are the prominent characteristics, as the closing
stanzas indicate:

Ah! happy days, too happy to return,

Fled on the wings of youth’s departed years;
A bitter lesson has been mine to learn,

The truth of life, its labors, pains, and fears.
Yet does the memory of my boyhood stay,

A twilight of the brightness passed away.

My thoughts steal back to that sweet village st.ill;
Its flowers and peaceful shades before me rise;

The play-place and the prospect from the hills,
Its summer verdure and autumnal dyes;

The present has its storms; but while they last,
I shelter me in the delightful past.®

The lyric reads like a mediocre imitation of William’s poetry, and
indeed, the latter’s influence on John was enormous.

The most significant year in Bryant’s career as a Poet was
probably 1831, when he moved to Jacksonville, Illinois, where
his brother Arthur already resided, and where a third brother,
Cyrus, would soon move also. It was at this time that he .began
to write lyrics about Western subject matter, He contributed
poems to a local newspaper, The Illinois Patriot, from 1831 to
1833—sometimes under the pseudonym “Prairie Bard”—and he
also had poems published in James Hall's Illinois Monthly Maga-
zine (located in Vandalia) during the same period.*

It is also worth mentioning that in 1832 William came to
Tacksonville for a visit, and he and John rode together for a .few
days over the wild landscape, stopping at such villages as Spring-
field and Peoria. As a result of this excursion, William wrote a few
poems, including “The Prairies,” which may have encouraged
John to write lyrics about his own experiences in the West.

In any case, John remained in Jacksonville for only a year and
a half. In the fall of 1832 he and Cyrus moved to Princeton,
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Ilinois, where they were soon joined by Arthur. During the next
year, John married Harriet Wiswall, whom he had met in Jackson-
ville, and they settled on a 320-acre tract.of land. In 1835 his
mother and eldest brother, Austin, came west to live in Princeton
too. Of the five Bryant brothers, only William remained in the
East—although he seriously considered moving to Illinois during
the 1830’s.

John remained in Princeton until his death seventy years later,
During this time he occasionally wrote poems, but his total output
was meager. He evidently became too busy with other concerns.
Aside from being a pioneer farmer, he was extensively involved
in government and politics, was a newspaper editor for a time,
and was active in a variety of community and state affairs. He
was, for example, the first recorder of deeds for Bureau County
and the first chairman of the Bureau County Board of Supervisors
—to which he was reelected for several terms. More importantly,
he was elected to the state legislature in 1842 and again in 1858.
Partly as a result of these years of work in Springfield he came to
know Lincoln well. From 1847 to 1850 he was editor of the
Bureau Advocate, and he used that position to espouse the prin-
ciples of the Free Soil Party. In 1854 he ran for Congress as the
nominee of that party, and upon his defeat, organized the Bureau
County branch of the newly formed Republican Party. He was
also prominent in the Ilinois State Agricultural Society and active
in the movement to establish industrial colleges in the west.

Furthermore, Bryant was a staunch abolitionist and, hence,
was an ally of the famous preacher and politician in Princeton,
Owen Lovejoy (the younger brother of Elijah, who was murdered
in 1837). Both men were very active in the Underground Rail-
road. In an 1845 lyric called “Hymn”—one of several poems by
that title in his canon—Bryant refers to the use of Lovejoy’s
church (the Princeton Congregational Church) for this purpose:

Here hath the fleeing bondman found

A shield from Hell's pursuing hound;

And hence have Freedom’s truths gone forth
To shake and light and bless the Earth.®

During the final decades of his long life, Bryant continued to
take an interest in agriculture, government, and education—and
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he continued to write poetry. However, a long series of deaths
darkened those post-Civil War years. His four brothers and two
sisters all preceded him in death; his wife died in 1888, and his
son Elijah died in 1892. (His only other son, Henry, died in
1854.) It is, then, not surprising that his final lyric in The Life
and Poems of John Howard Bryant, entitled “At Fighty Seven,”
finds him counting his losses:

Alone, Alone! why wait I here,
When all most loved have passed away;
Parents and wife and children dear,
Brothers and sisters, where are they.

Gone to the boundless silent past. . . . (p. 229)

He was also, during this period, the most well-known old pioneer
of the Princeton area, and he was often called upon to write
poems for local celebrations. He finally died in 1902, at the age
of ninety-five.

11

Bryant wrote a number of poems that were based on the Illinois
landscape around Princeton, but there is little sense of a unique
Jlocale in them. Rather, he chose to focus on his own emotional
and religious response to the natural world. In fact, two of the
most common eclements in Bryants poems are romantic land-
scape description and religious sentiment. These are often com-
bined to express the conventional theme that nature bespeaks
the presence of God—as in the two closely associated lyrics,
“A Night Scene” and “Hymn.” (Taken together, they are similar
to his brother William’s famous poem, “A Forest Hymn.”) In
the first of these, 2 midnight walk through the unspoiled land-
scape near his Princeton home allows the poet to experience
God’s influence, and become worshipful:

Standing here,
And looking on this varied scenery, spread
So beautiful around, I feel a power,
As of the Great Omnipotent upon e,
That calls my heart to worship: I will kneel
Here by the side of this o’erhanging wood,
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And like the patriarchs of ancient time,

Who worshipped on the mountains, offer up
Beneath heaven’s mighty arch, my humble hymn
To the Great Keeper of the sleeping world. (p. 56)

The following Iyric contains the text of th s

_ e poet’s “hymn.”
Although addressed to God, it is really a meditation on the
darkened landscape, as the following lines indicate:

Nothing is so minute, but speaks Thy power;
Each spring flower proclaims infinity,

And every stirring leaf, a God. This earth,

This mighty globe upon its centre turns,

And gives a glimpse of Thine eternal works, —
A narrow glimpse that shows superior worlds
As specks, and distant suns as points. How vast
How beautiful, are thy works, O Godl (p. 57) ,

Anc.>tl‘1‘er poem that depicts a benevolent, God-wrought natural
world is “The Maples,” into which Bryant also works his favorite
theme, transience. (This is also the most common theme in the
poetry of his brother William.) The opening stanzas find him

musing on the years that have gone by since he first settled in
Bureau County:

In the shadow of the maples
That cluster round my home,
I watch the silent changes
That with the seasons come.

"Tis six and forty summers,
Since the naked prairie land,

With the slender forest saplings,
Was planted by my hand.

Then so slender, now so sturdy,
Their round tops towering high,
While beneath them on the greensward
The broad, dark shadows lie.

And still in youthful vigor,
The struggling branches climb;
While my life’s powers are ebbing
With the passing years of time.
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Beneath these spreading branches,
Cool as the sky o’ercast,
I dream of the boundless future,
And muse on the mighty past. (p. 115}

Evident here is the remarkable smoothness of style that charac-
terizes his best lyrics. The “boundless future” is a reference to
eternity, for Bryant soon wonders whether the delights of the
natural world will be experienced in heaven. And meditation on
the “mighty past” brings to mind his loved ones who have died,
the saddest aspect of his recollections. Then he goes on to admit
that his theme is conventional—but he offers an unusual, comic
employment of the Methuselah story to make his point:

*Tis a trite and hackneyed subject,
This rapid flight of time;

It is one that men have grieved about
In every age and clime—

And I doubt not old Methuselah
Felt that nature did him wrong,
As he marked how fast the centuries
Were hurrying him along.

And there is a tradition

That at last he died of grief,
O'er his lack of opportunity

In a life so very brief. (p. 117}

Yet in spite of the fact that transience lies at the heart of nature
and often makes life difficult to bear, Bryant closes by affirming
the essential goodness of the world:

*Tis true its paths are toilsome,
At times exceeding rough;
But save its crimes and sorrows,
This world is good enough.

And He whose hand hath formed it,
Plain, mountain, sky and flood,

When the great work was finished
Pronounced his labor good. (p. 118)
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All things considered, “The Maples” is Bryant’s best lyric on the
conventional notion that man’s life is a fleeting enterprise.

It is in relationship to such works as “A Night Scene,” “Hymn,”
and “The Maples” that a more unusual lyric called “Drought”
should be read. The poem is dated “June, 1871,” and so it was
evidently written in response to a period of unusual dryness in
Illinois at that time. In“this lyric, natural conditions certainly do
not indicate the presence of God, as the opening stanza demon-
strates:

Not a cloud in the sky, but a brassy haze,
Through which the sun glares hot and red,
Day after day, these long June days,
“Till the grass is withered and the flowers are dead.
(p. 160)

Indeed, the entire landscape is depicted.as suffering from a lack
of moisture:

From the bosom of earth goes up a sigh,
From every living thing a plaint;
The leaves on the shrubs are crisp and dry,
And the mighty woods look sick and faint. (p. 161)

Moreover, the world is suffering from spiritual drought as well,
for there is no one with enough faith to assert a ready end to the
parched conditions through the Lord’s help:

Ol for the faith and prayer of Him,
Who bowed upon Carmel’s mount of yore;
When rose on the far horizon’s rim,
The little cloud with its priceless store.

“But those times of undoubting faith are past,”
Men say, “And the age of law has come,
Trust in the Lord is waning fast,
And his prophets of power are dead or dumb.” (p. 161)

In short, the poet does not depict himself here as kneeling in
prayer “like the patriarchs of ancient time”—as in “A Night
Scene”™—for he himself lacks the faith to ask for, and expect, God
to remedy the situation. “Drought” may have been influenced
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by William’s portrayal of dryness in “Summer Wind,” but the
latter is not as fine a poem.

From the 1860’s on, Bryant occasionally wrote poems for local
celebrations, and while they are not among his best lyrics, they
display another aspect of his role as 1llinois poet. For example,
“Then and Now,” which is sub-titled, “Lines Read at the Old
Settlers’ Meeting, 1864,” includes a brief description of Bureau
County as it was when he first arrived:

. « . here and there beside the wood,

The squatter’s rude, rough cabin stood;
While all around, fair nature smiled,
Untamed and beautiful and wild. (p. 146)

Likewise, after the Civil War ended, he wrote “Welcome to the
Returned Soldiers, 1865,” which closes with the following stanza:

Union and Liberty are ours,
The fruit of your endeavor,
God help us keep the heritage
Forever and forever. (p. 178)

Before closing the discussion of Bryant’s longer. lyrics, one
more poem deserves attention, “Temperance” was “Read before
the Princeton (Ill.) Washingtonian Society” in December of 1840.
Tt is his only poem on this subject, but it is one of his finest
achievements. As in “The Maples,” Bryant deals with the past
and the future in order to assess the present, but in this case,
his frame of reference is entirely Christian. At the beginning of
the poem, he describes Eden as a place of joyfulness. Water was
the only drink, and so man was in tune with nature. The scourge
of alechol had yet to appear: |

No alchymist, as yet, had found,

In his dark cave beneath the ground,

The liquid fire, that friend of strife :
Which eats the silken threads of life. (p. 125)

In contrast to Eden, he depicts the world after the Flood (i.e.,
after the first biblical age, from Adam to Noah) as a period of
degeneration because of liquor:

When from the ark our sires went forth,
And spread abroad upon the earth
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And planted there the clinging vine

And pressed its purple fruit for wine,

How soon the years of man had run

From nine long centuries down to one;

How thick were sown along his path,

Sorrow and crime, disease and death. (p. 126)

With this passage, he makes liquor responsible for the diminishing
of man’s biblical longevity, and for the woes of life. In short,
alcohol is associated with all the evils of a fallen world. On the
other hand, he declares that in the Christian heaven of the future,
the saved will find the “Water of life” gushing from the throne
of God: “That radiant, bright and blessed river, / Whose crystal
wave flows on forever.” Ience, water is presented as a symbol
of eternal life, Having in this way very effectively associated
alcohol with temporality and sorrow, and water with eternity and

joy, he concludes that temperance will help to undo the effects
of the Fall:

Then let us all our steps retrace,
Regenerate our wasted race;
Temperance shall lengthen out the span
Allotted here on earth to man.

Bring in the coming years to view,

The reverent age the patriarchs knew;
Give to the glad Millenium birth,

And make a paradise on earth. (p. 126)

Although not a brilliant poem, “Temperance” is a good one—
perhaps the finest lyric on this exceedingly common topic in
early Midwestern poetry,

III

Bryant’s sonnets are also an important part of his achievement.
Of course, he sometimes used the sonnet form to express his
favorite theme, transience, and the nostalgia that often accom-
panied it in his mind—as in the following sestet: -

Could I bring back one day of that far time,

With the dear friends that gathered round our hearth,-
Childhood and youth, and manhood’s noble prime,
I've dreamed I could resign all else on earth.
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But all those years of life have once been mine;
I've had my time, and why should I repine? (p. 164)

As one might expect, his least effective sonnets are constructed
around such conventional themes.

A better poem is “Sonnet—October,” which first appeared in
The Illinois Patriot on November 16, 1833. Most of the lyric is
devoted to a conventional romantic deseription of the autumn
landscape, to which the poet feels more responsive as he grows
older—as the opening quatrain indicates:

I love the time of Autumn’s fading groves,
For with the sere and yellow leaf appears
A dreamy sadness, that my spirit loves,
And loves the more with my departing years. (p. 137)

However, the closing lines present a reversal of the common notion
that fall is associated with death, for late summer was a time of
“fell disease” for the pioneers—while in October “the hand of
death is stayed, / And pallid cheeks with healthful bloom are
spread.”

Much more significant is a poem simply entitled “Sonnet,”
which describes a frontier preacher at work. Bryants gift for
creating effective rhythms is especially evident in this lyric:

I saw a preacher in the house of God,;

With frantic gestures and in accents loud

And words profane he spread his hands abroad
And poured anathemas upon the crowd!

His speech was set with many a phrase uncouth,
And frivolous remark and common jest;

A mixture strange of folly and of truth,

With fierce denunciations for the rest.

Is this, I thought while listening to his strains,

A follower of the meek and lowly one?

Are these the accents heard on Bethleh'm’s plains
When angels hailed the birth of Mary’s Son?

Is this the Gospel sent us from above

Whose words are peace and charity and love? (p. 189)

Many of the sermon techniques that he mentions (“jests,”
“anathemas,” “denunciations”) were the stock-in-trade of Peter
Cartwright, who was for a few years presiding elder of the
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Methodist Church district in which Bryant lived. And it would
indeed have been diflicult to see Cartwright—whose love of con-
frontation was legendary—as “A follower of the meek and lowly
one.” But whether or not the preacher described here was Cart-
wright, the poem is a thought-provoking criticism of the hellfire-

- and-histrionics style of preaching that he (and others) practiced.

Undoubtedly, Bryant reacted negatively to the preacher because
he himself was a member of the Congregational Church, whose
ministers did not indulge in the emotionalism that was so charac-
teristic of the Methodists and certain other frontier sects.

Another sonnet about an unnamed individual is also well
written to praise and encourage someone who had set an enormous
task for himself, as the opening quatrain indicates:

Bold champion of the poor, a thorny road

Before thee lies: for thou hast bared thy breast

And nerved thine arm to lift the heavy load,

And break the chains from limbs too long oppressed. (p. 70)

The fourth line suggests that the “champion” was Owen Lovejoy,
Bryant’s close friend and political associate, who was the leading
abolitionist in Illinois after the murder of his brother Elijah at
Alton in 1837. The occasion for this sonnet may have been Love-
joy’s election to Congress in 1856, for the conclusion of the poem
refers to the making of laws to avert the shedding of blood:

Lol the day dawns along our eastern shore;

Soon shall the night of prejudice be o’er,

And a bright morning give thee freer scope

To rouse thy countrymen to deeds of good,

And just and equal laws shall save the land from blood.

Tt is also possible, of course, that the sonmnet refers to Lincoln,
whom the author knew “intimately” from about 1854 “until the
time of his assassination.”® However, the unnamed man’s bold-
ness of purpose in regard to freeing the oppressed more closely
fits the character of Lovejoy.

In any case, Bryant did write a sonnet about Lincoln in 1865
which is thematically related to “Sommet to ,” for it emphasizes
the President’s role as emancipator of the slaves. One of a great
many Lincoln lyrics written after the assassination, it is simply
entitled “Death of Lincoln.” Several years earlier, the poet had
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written another poem called “Hymn” which powerfully conveyed
his desire for the freedom of the slaves:

. Upon the nation’s heart, -
A mighty burden lines;
Two hundred years of crime and tears,
Of anguish, groans and sighs.

How long, O Lord! how long!
Crushed, trampled, peeled and dumb,
Shall thy bound children suffer wrong,
And no deliverer come? (p. 153)

Of course, prior to 1860 Bryant probably did not suspect that the
deliverer might be Lincoln, his friend from the Illinois legislature.
But when the emancipation finally took place, and the assassi-
nation closely followed, the poet could not help but view his
fellow Illinoian as a martyr for freedom. This is his perspective
in “Death of Lincoln™: '

“Make way for liberty,” cried Winkelried,
And gathered to his breast the Ausirian spears.
Fired with fresh valor at the glorious deed,
O’er the dead hero rushed those mountaineers
To victory and freedom. Even so
Our dear, good Lincoln fell in freedom’s cause.
And while our hearts are pierced with keenest woe,
Lo, the black night of slavery withdraws,
And liberty’s bright dawn breaks o’er the land.
Four million bondmen, held in helpless thrall,
Loosed by his word, in nature’s manhood stand,
And the sweet sun of peace shines over all.
The blood that stained the martyr’s simple robe
Woke the deep sympathies of half the globe. (p. 160)

Through the comparison to Winkelried, the Swiss hero of the
fourteenth century, Bryant conveys the notion that Lincoln is
just as much a martyr as one who died in battle. But unlike
Winkelried’s sacrifice, which had a comparatively limited effect,
Lincoln’s death “Woke the deep sympathies of half the globe.”
Moreover, this reference to awakening in the final line is pre-
pared for by the dawn imagery that conveys the impact of the
emancipation in lines eight and nine. In other words, Bryant
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sees the emancipation and the assassination as part of the same
historical event, bringing the dawn of a new era of liberty in the
world. “Death of Lincoln” is not only one of Bryant’s finest
achievements, it is comparable in quality to the much more well-
known poeem by William, “The Death of Abraham Lincoln.”

Thus, John Howard Bryant may have a small canon of lyrics
to show for eight decades of work as a publishing poet, but some
of his poems are among the finest achievements in early Mid-
western literature, His romantic landscape pieces, like “A Night
Scene” and “Hymn,” are readable—if unremarkable—examples
of the kind of poetry that his brother William was noted for,
Although these lyrics were based on the Illinois landscape, the
language is so conventional that they could just as easily have
been written in Massachusetts. Likewise, even “Drought,” “Tem-
perance,” “Hymn” (on slavery), and the best sonnets show that
Bryant never escaped from the eastern literary influence—nor
could he be expected to, as the admiring younger brother of
William. However, the latter poems also demonstrate that, when
he avoided conventional themes like the presence of God in nature
and reverence for the past, he could write distinctive, and even
powerful, lyrics. For this reason, he is one of the few Midwestern
poets of the nineteenth century who still deserves to be read.

Western Illinois University .

NOTES

1. The Summary of Bryant’s life is chiefly indebted to E. R. Brown’s “John
Howard Bryant: A Biographical Sketch,” in The Life and Poems of John
Howard Bryant {Elmwood, Illincis: [no publisher], 1894), pp. 5-42.

2. A. F. PBridges makes this point in his article, “The Bryant Brothers,” Potter’s

" American Monthly, 12 (1879), 133. o

3. Poems (New York: D, Appleton, 1833), p. 8. This Iyric is altered slightly and

 re-titled “My Native Vale” in The Life and Poems of John Howard Bryant,
"pp. 45-46. '

4, Some information about Bryant during this period is given in Frank J. Heinl’s
“The Bryants at Jacksonville,” The Journal of the Illinois State Historical

' Bociety, 18 (1925), 218-27. The article includes two of Bryant’s early poems,
“To H.—1831"” and “John Smith’s Epistle to Kate.”
5. “Hymn,” in The Life and Poems of John Howard Bryant, p. 98. All subsequent
quotations from Bryant’s poems will be taken from this edition, and page
references will be included in parentheses in the text.

6. From the headnote to “At the Tomb of Lincoln,” in The Life and Poems of

John Howard Bryant, p. 190,



- VOLTAIRINE DE CLEYRE’'S FEMINISM:
A STUDY OF HER THEORY AND CHARACTERIZATION

MARILYN JuDITH ATLAS

In this study of Voltairine de Cleyre (1866-1912), I have
attempted to understand the personal code of an anarchist-
feminist from Leslie, Michigan, one who gave public lectures
encouraging and accepting life-giving compromises, yet one who
created female characters in her fiction who blindly lived a moral
code which was self-destructive, or who were so torn by contra-
dictory values that they grew too weak to have any choices at all.
de Cleyre was intelligently sensitive to the human difficulty
of finding one’s own balance between self-suppression and self-
restraint. Oppressive outside messages could only increase the
difficulty of finding such a balance. She blamed her isolation on
the fact that she was living in a politically repressive environment
and on the fact that she was a woman. In her essay, “Sex Slavery,”
she expresses her outrage at the way women are treated and asks
for individuals to compromise their rigid values in order to help
one another. She establishes the plight of women by stressing
their isolation:

When America passed the fugitive slave law compelling
men to catch their fellows more brutally than runaway dogs,
Canada, aristocratic, unrepublican Canada, still stretched
her arms to those who might reach her. But there is no
refuge upon earth for the enslaved sex. Right where we are,
there we must dig our trenches, and win or die.?

The central thrust of this essay is to urge anarchists to sign a peti-
tion, even though signing a petition means acknowledging the
government, for signatures might help release Moses Harman, a
defender of women’s rights, from prison. Harman has committed

40
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no larger a crime than using language considered obscene by the
government when speaking against male sexual violence in mar-
riage. de Cleyre appeals not to the necessity of direct action but
rather to the moral necessity of helping one another. She uses the
rhetorical-device of immediacy, switching from third to second

- person in an attempt to make her request as personally urgent as

possible:

To those extreme Anarchists who cannot bend their dignity
to ask pardon for an offense not committed, and of an
authority they cannot recognize, let me say: Moses Iar-
man’s back is bent, low bent, by the brute force of the Law,
and though I would never ask anyone to bow for himself,
I can ask it, and easily ask it, for him who fights the slave’s
battle. Your dignity is criminal; every hour behind the bars
is a seal to your partnership with Comstock. No one can
hate petitions worse than I; no one has less faith in them
than I. But for my champion I am willing to try any means
that invades no other’s right, even though I have little
hope in it.2

de Cleyre is embracing practicality when others are concerned.
She does not believe in government, but she acknowledges iis
existence and uses its strengths if she feels it may help her aid
innocent people. On May 1897 she wrote a letter to the Honorable
William E. Chandler, Senator from New Hampshire, in which
she begs him to use his influence in the Senate in order to protest
the Spanish government’s torturous treatment of prisoners.® She
is sensitized to the need of compromise, but she is afraid of being
self-serving. In her sketches she explores what happens when
individuals will not compromise for themselves. Her female pro-
tagonists in both “The Heart of Angiolillo” and “The Sorrows of
the Body” suffer irreparable damage because of their inflexible
natures,

Although still relatively unknown, Voltairine de Cleyre is
receiving increased attention by modern scholars. Paul Avrich
of Queens College recently wrote a biography entitled, An Ameri-
can Anarchist: The Life of Voltairine de Cleyre, in which he
informatively establishes her position as an American radical and
feminist, but he does not discuss the psychological tensions por-
trayed in her political and artistic works.* Margaret S, March
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of Stockton State College uses the career of Voltairine de Cleyre
to expand upon her discussion of anarchist-feminism in her essay
“The Anarchist-Feminist Response to the ‘Woman Question’ in
Late Nineteenth-Century America.”® While she notes de Cleyre’s
political isolation, she neither fits into the individual anarchist nor
communist-anarchist mold, March does not note.the personal
isolation which comes from de Cleyre’s variable stance concern-
ingn self-serving action. Contrary to March’s understanding,
de Cleyre is not personally convinced that women must them-
selves take the initiative through individual rebellion against pre-
vailing attitudes and behavior.® Her inconsistent attitude toward
self-effacement becomes clear when one studies the relationship
between her essays and sketches.

There is no question as to whether de Cleyre is a feminist, but
certainly it is obvious that she is a confused one. Part of her
confusion comes from her strong male identification. For instance
she ends her essay, “Anarchism and American Traditions,” with
the following lines:

And when Modern Revolution has thus been carried to the
heart of the whole world—if it ever shall be, as I hope it
will,—then may we hope to see a resurrection of that proud
spirit of our fathers which put the simple dignity of Man
above the gauds of wealth and class, and held that to be an
American was greater than to be a king.

In that day there shall be neither kings nor Americans,—
only Men; over the whole earth, MEN.”

In a letter she wrote to her mother, Harriet Elizabeth Billings de
Claire, she discusses her response to Charlotte Bronté’s Jane Eyre.
Although de Cleyre confesses that much of the book has dis-
appeared from her memory she remembers feeling sorry for
Rochester. She believes it is a grave injustice for him to be tied to
a mad wife—she never questions his role in his wife’s becoming
mad.®

Most of de Cleyre’s mentors were male, among them Dyer D,
Lum, poet and anarchist, and Francisco Ferrer, innovative edu-
cator. It also seems that she recoiled from her fellow woman
anarchist, Emma Goldman, for unconsciously sexist reasons: she
wrote in a letter to her mother, “ ‘I have never liked Emma Gold-
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man or her speeches; I don't like fishwifery or billingsgate,””
characteristics that she accepted more readily, or at least’ d1dnt
write home about, in men.?

But even though her writing is at times laced w1th the sexist
prejudice of nineteenth century America, even though she cannot
fully reject the glorification of self-sacrifice and quiet personalities
in women, she is one of the more liberated women of her era and
she is often aware of her own conflicted nature. She can be, as
March notes, assertive, demanding and approving of individuals
making personal demands, but she is afraid of her own personal
needs. In a letter she wrote to her best friend, Mary Hansen, she
reveals a recurrent desire to withdraw: - :

“Do you know, Mary, T often and often long desperately
for the quiet and order of convent life. I suppose it would
be intolerable if I got it, but for the last three or four years
it has been a continually recurring feeling: ‘Oh, if only I
could be in a place of order and well-regulated pesce, and
silent tongues.’ ”*°

Emma Goldman noted her conﬂ:lcted nature, but- she dld not
understand its cause. In her pamphlet on de Cleyre she wrote:

With all her devotion to her social ideals, she had another
god—the god of Beauty. Her life was a ceaseless struggle
between the two, the ascetic determinedly yearning for it,
worshipping it in utter abandonment, only to be dragged
back by the ascetic to the other delty, her social ideal, her
devotion to humanity.

de Cleyre’s conflict was deeper than the tension between the
aesthetic and the ascetic: it was a conflict between freedom and
the self-hatred and guilt that came with self-expression whenever
these expressions were not productive or for the good of others.
A few years before she died, de Cleyre wrote a letter to her mother
in which she shows discomfort with her emotions. In it she states
that joy is no longer appealing to her. She can no longer seek it
because she can no longer believe in people. Each individual
she has trusted has proven to be different than she suspected. She
trusts no one and this lack of trust is poisoning her ability to relate.
de Cleyre is angry at herself for feeling protective: she wants to
be free to experience her feelings but they anger her for she finds
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them unproductive and ungenerous. She can neither trust nor
forgive herself for feeling negative,”*

Intellectually, de Cleyre knows that she is not to blame for
her disappointment with people, particularly in her relationships
with men. Her lover, Samuel Gordon, for instance, once a fellow
anarchist, disappointed her by becoming too conservative to
either cope with anarchism or with her independence. She tutored
him in English and financed him through medical school only to
find that the depth of his spirit was less than she has suspected:
Gordon wanted money more than human liberation; he wanted
ownership more than the fluid cotillion of love. de Cleyre wrote
to her sister, Adelaide Thayer, revealing her attempt to accept the
new “Samuel Gordon™: -

‘T'm just the same friends with Gordon I always was, but
he isn’t satisfied with me because I won't agree to the regu-
lar program of married life (I don’t mean the ceremony
but the rest of it—exclusive possession, home, children, all
that) so we don’t see each other very often. I'm sorry, but
T'll have to stand it. I've done the worst of my worrying
over it, and have settled down to facts,®

But de Cleyre had not settled down to “facts.” During the summer
of 1906 Alexander Berkman was released from prison after serving
a fourteen year sentence. He had attempted to assassinate Henry
Clay Frick, manager of the Carnegie Steel Company, in order to
prevent any more cold-blooded murders of Homestead Steel
workers. de Cleyre tried to help Berkman regain the strength to
survive his personal confusion and depression by writing him a
letter in which she praised sensitivity and breadth of experience,
and identified herself with him: “‘I like you as a spirit akin . . .
I like you because you are strong, and because you are troubled
with weakness; and because you are not cock sure; because you
have lost the power to be narrow—as 1 have ™

de Cleyre knew that her personal problems with relationships
were reinforced by a government which kept women in a power-
less position. Hippolyte Havel, a fellow anarchist, noted that
de Cleyre’s pain was caused by her knowledge of “universal
pain,”®® but he did not connect her sadness with the fact that
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she was a woman trying to remain whole while living in a sexist
society which demanded that she view herself as an object.
While she would readily admit that capitalism and a swelling
interest in materialism were crippling America, while she fought
the evils of imperialism and racial prejudice, it was the way that
she was exploited as a woman that embittered her personal life.
She saw sexual exploitation as a horror which cut across every
form of human oppression. In her 1895 essay, “The Past and
Future of the Ladies’ Liberal League,” she explicitly states this:

The sex question is more intensely important to us than
any other, because of the interdict which generally rests
upon it, because of its immediate bearing upon our daily
life, because of the stupendous mystery of it and the conse-
quences of ignorance of it.!®

In 1895 the law in most American states treated a wife as the
property of her husband, allowing him to use violence against
her, denying her the disposal of her property, and refusing to
recognize her as an equal parent. de Cleyre opposed marriage
because it placed the woman in a position of dependence in the
fact of the law and encouraged her to fall into the role of house-
keeper. She expressed her anger at women who had decent
“masters” and who therefore were blind to the outrages practiced
on their sisters. Those women who told their abused sisters to
simply leave were reprimanded in her essay, “Sex Slavery”:

Will you tell me where they will go and what they shall do?
When the State, the legislators, has given to itself, the
politicians, the utter and absolute control of the opportunity
to live; when, through this precious monopoly, already the
market of labor is so overstocked that workmen and work-
women are cutting each others’ throats [sic] for the dear
privilege of serving their lords; when girls are shipped from
Boston to the south and north, shipped in carloads, like
cattle to fill the dives of New Orleans or the lumber-camp
hells of my own state (Michigan} when seeing and hearing
these things reported every day, the proper prudes exclaim,
‘Why don’t the women leave, they simply beggar the
language of contempt.'

de Cleyre is angry because she realizes that economically de-
pendent women have few choices. In this particular essay she
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refers to marriage as a prison. Women are captured in a repressive
enclosure and like Moses Harman, individuals who fight for free-
dom are denied exactly that for which they fight. de Cleyre
stresses that Harman is placed in prison because he threatens
existing social order, The government is attempting to stop him
from saying: “°
children be pure love children, born of the mutual desire for
parentage. Let the mannacles be broken from the shackled slave,
that no more slaves be born, no more tyrants converted.” "

De Cleyre is outraged and bitter. What society calls virtue
becomes, in her perception, disease, stupidity and criminality;
the obscenities that get punished by our society are righteous
attempts to reach back toward a more life-giving legitimacy.

In this same essay, she quotes August Bebel as saying that the
fathers of the Church allowed women their souls in the sixth
century. Now she and others are demanding their bodies. Because
she believes that women have no way of actualizing these de-
mands, given their present state of dependence, she asks men
to preserve what they love and to help stop women’s slavery.
The standards that she finds placed on women, standards of false
purity and repression, are driving them mad. She addresses men:

. take the statistics of an insane asylum, and you will
find that out of the different classes, unmarried women
furnish the largest one. To preserve your cruel, vicious,
indecent standard of purity (?) [sic] you drive your daugh-
ters insane, while your wives are killed with excess. Such
is marriage.'

Thus, the message of “Sex Slavery” is for people to fight for each
other’s freedom, even when compromise is necessary. Men must
fight for women, anarchists must bend their dignity and ask the
government’s forgiveness for a crime not committed, Individuals,
however, must not bend their standards for themselves.

de Cleyre’s personal code is reluctant in allowing people to
save themselves. She is herself frightened of personal compromise.
Action is more comfortable if it serves amother. de Cleyre is
fighting for freedom in order to have the right to find her own
balance, but she is more comfortable trying to free others than
finding the forgiveness to simply be self-serving.

Let the mothers of the race go free! Let the little
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While “The Past and Future of the Ladies’ Liberal League,”
was published five years after “Sex Slavery,” de Cleyre’s tendency
toward passivity when she is divectly fighting for herself is still
evident. Her article on the Ladies’ Liberal League explains the
history of the organization and its refusal to be a “Ladies Aid.”
These women wanted control over their own funds and thus
separated from the men. de Cleyre confesses that when these
women were without funds and the more radical among them
suggested the formation of a Lecture Society, she felt that the
lectures would fail to support the league: de Cleyre could not
imagine women financially supporting themselves by their own
intellectual pursuits. When they attempted the lecture series and
the entrance fees proved sufficient to support the organization,
de Cleyre is delighted and relieved.

The ideal of the group is to allow for free speech. The group
members encourage reactionary speeches. de Cleyre summarizes
two of these speeches, obviously annoyed at their content, yet
clear that reactionary individuals must be heard and must be
encouraged to listen if changes are to occur within society. One
man, Professor Cope, verbalizes that women are unable to do
anything as well as men for they are “ ‘hopelessly, unredeemably,
everlastingly mediocre.” “*® Another conservative speaker attempts
to define his ideal woman. A good wife will serve him and his
children, approve of him, entertain him, agree with him and
never mix in public matters. de Cleyre responds by stating that
this man, Mr. Raleigh, “longs for the good old days, and the ease
and restful quiet of the woman who didn’t know anything and
didn’t want anything.” She poignantly concludes that this
blessed woman got precisely what she wanted.

de Cleyre intellectually comprehends that women who want
nothing get nothing, and she does want women to begin wanting
things for themselves. She is moving toward liberation, com-
mending women for separating from men if they are being oppres-
sive, commending them for financial independence, but she is not
a separatist, nor is she fully comfortable with believing in herself.
de Cleyre is trying to free men as well as women; she is trying to
believe in change and in personal, self-serving, and self-actualizing
strength.
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In summary, the persona in de Cleyre’s feminist essays is
attempting to be realistic, quick to perceive the need for action,
but this persona is also afraid of selfishness, even though she knows
that too much self-sacrifice will kill the organism.

When one analyzes de Cleyre’s sketches another persona
appears. The female characters she creates are self-destructive:
through them, de Cleyre is studying her own hesitancy to be self-
assertive and self-forgiving. On a political level she is working
toward more assertive men and women, but in her fiction she
explores the victims of self-effacement.

In her sketch, “The Sorrows of the Body,” the narrator is unable
to allow herself earthly happiness, although she feels earthly
happiness is all she ever wanted. The narrator tells her own story:

I have never wanted anything more than the wild creatures
have,—a broad waft of clean air, a day to lie on the
grass . . . leave for a month to float and float along the salt
crests and among the foam, or roll with my naked skin over
a clean long stretch of sunshiny sand . . . this is what I
wanted,—this, and free contact with my fellows; not to
love, and lie and be ashamed, but to love and say I love,
and be glad of it. . . .2

The narrator has not received these natural things, for her soul,
indifferent to her body, has driven her to breathe city air and learn
in man-made temples. The soul repents its hardness only after
the body falls sick from overwork: by then the narrator is beyond
the pleasures of the body, beyond the ability to experience desire.
The narrator states: “only the memory of my denial throbs on,
with its never dying pain.”®® The sketch ends in bitter self-
destruction and painful irony:

If my days are to pass in perpetual idleness I may as well
be annihilated, I will make the wretch do me one more
service.—You have clamored to be naked in the water. Go
now, and lie in it forever,

Yes: that is what It is saying, and J—-the sea stretches
down there—**

The soul is allowed to keep power and the body gets what it has
wanted. The bitter tone and a dash going nowhere end the story.
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In another sketch, “The Heart of Angiolillo,” the female
protagonist is equally self-destructive, if not equally self-aware.
de Cleyre begins this sketch by presenting a four-year old who
through no fault of her own has been born with marvelous grace
and charisma. The narrator informs us that the central story will
involve another woman whose fate is to love the wrong man and
thus to allow herself to be destroyed. Again the tone is bitter.
The narrator takes a stance of detachment:

Some inadvertent little angel in the destiny shop took down
her name when the heroine of a romance was called for,
and put her where she shouldn’t have been, and then ran
off to play no doubt, not stopping to look twice. For even
the most insoucient angel that looked twice would have
seen that Effie was no woman to play the game of hearts,
and there’s only one thing more undiscerning than an

angel, and that is a social reformer. Effie ran up against
both 2

Effie, the story’s main character, is a poor, colorless, overworked
woman who has given birth to a love-child. She is not beautiful
except for her strong profile which implies that once something
enters her heart it will remain and that she keeps her pain within
and will never cry out even thought forsaken by all. David, her
lover, cares only for his own needs and she encourages him to
think of himself as wonderful. Effie is glad to serve him, and even
after he proves himself an unworthy lover (he is willing to pawn
the only dress his baby possesses in order to entertain some
friends), she is faithful to him.

During the evening of the party, Effie walks the streets with
her infant, returning only when she is too exhausted to walk. One
man is still at her home, an Italian social reformer, who becomes
immediately attracted to her. He is sensitive to her exhaustion
and leaves soon after her arrival, but returns after a few days
and makes every effort to become a true friend.

As the relationship between Effie and the social reformer
develops, the sketch becomes increasingly political: the Spanish
Civil war serves as the center of action. She, her effete lover, and
the Ttalian reformer begin to frequent political halls where trans-
lated letters are read revealing the torture of Spanish political
prisoners. At one such meeting Effie is overcome with horror.
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The reformer takes her home where he confesses his love and
desire to serve her and save her from the early death toward which
she seems to be moving. She will hear nothing of his love and asks
him how he dare broach such a subject when innocent people
are being tortured. The social reformer then asks permission to
assassinate one of the victimizers and without thinking she rein-
forces his plan. He requests one kiss, which she refuses, having
no tender feelings toward him. ’

. The Italian man goes to Spain, assassinates a high official, and
is soon garrotted. Only then, does Effie respond to him as a fully
human being. She is overcome with the possibility of her own
responsibility and imagines the torture chamber and his dying
word, “Germinal.” This word, meaning spring, awakens her own
desire for life and she finally feels an urge to kiss him and perhaps
to live. But she remains with her lover and although he begins
to take some responsibility for her and the child and she is able
to eat better, her health has been broken and she, as the Italian
social reformer prophesied, dies.

Through Effie, de Cleyre explores displaced will. If Effie is
a victim of “fate” as the narrator implies, she is also, most cer-
tainly, a victim of self-destructive loyalty and poorly placed
affection.

The issues of compromise and self-sacrifice never crystallize
for de Cleyre: she is uncomfortable with self-involvement but also
realizes that self-effacement leads to meaningless death. Voltairine
de Cleyre is a feminist model because she explores, because she
remains fluidly uncertain and because she creates beautiful essays
and sensitive sketches in spite of her troubled spirit, in spite of
the troubled world.
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SPOON RIVER ANTHOLOGY: AN INTRODUCTION

RoBERT NaARVESON

The years just before the first world war are relatively barren
ones for American literature. Among novelists, Crane and Norris
were dead, Howells and Mark Twain were past their prime,
Dreiser was silenced for most of a decade by the quasi-suppression
of Sister Carrie; both James and Wharton were living out of the
country, and the strongest voices on the domestic scene were
rebels and reformers such as Jack London and Upton Sinclair,
whose talents for literature were less strong than their commit-
ment to the social causes of the Progressive era. As for the poets,
Frost, Eliot, and Pound were learning their craft in obscurity,
while Robinson’s finest work was appearing under adverse con-
ditions and finding little response. In 1912, however, the founding
of Poetry, A Magazine of Verse in Chicago, presaged a growing
spirit of expectation and an increasing receptiveness to novelty.
John Butler Yeats stated in that year: “The fiddles are tuning as
it were all over America.” It was toward the end of such a literary
drought, amid the stirrings of a new awakening, that Edgar Lee
Masters’ Spoon River poems made their sensational appearance.

Masters was a libera] lawyer in Chicago, a literary unknown,
when he began sending his epitaphs in verse to William Marion
Reedy’s weekly Mirror in the spring of 1914, The series of weekly
installments started with the'issue of May 29 and continued with
few lapses—apparently as quickly as they came from the author’s
pen—until by January 15 of the following year some 213 poems
had appeared. Masters gathered them into a book which was
published by Macmillan in May, 1915, In the fall of the next
year came a second edition, expanded by the insertion here and
there throughout the volume of thirty two additional epitaphs
and an epilogue.
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From its beginnings in Reedy’s Mirror and on through the
expanded, definitive edition of 1916, The Spoon River Anthology
was an immediate and outstanding success with both critics and
public. People were shocked, scandalized, indignant, delighted.
The muckrakers had been busily exposing the shame of the cities,
President Roosevelt and others had denounced malefactors of
great wealth, but the small town was still the official haven of
innocence and virtue. Now came Masters’ ghosts, avowing the
presence of vice, corruption, greed, and pettiness in the American
Arcadia.! Their sexual behavior was scandalous; their frank can-
dor violated strong taboos; their conventional religious views were
masks for meanness; their genuine religious feelings were hetero-
dox; and the language and the verse form in which they couched
their sentiments were appropriately unconventional.

On the other hand, the portraits were strongly ironic, pathetic,
heroic, comic; the quest for the good life and the good society,
the god-secking, the love of nature were on a level of high
seriousness; a fundamental affection for traditional agrarian values
informed the whole volume. Along with the notoriety due to
scandal, came a fame based on the book’s solid virtues. Ever
since its first public prominence it has continued to lure new
readers. Often reprinted, translated, and adapted, it has had the
vitality to survive the times that gave it birth; and is by now an
established American classic.

Judged by its setting and characters, the Anthology may be
seen to illustrate the realist’s dictum that one writes best about
what one knows at first hand. Masters knew the life of central
Illinois in the last third of the 19th century. In several earlier
books he had made no direct literary use of the experiences of his
childhood in Petersburg and Lewistown, but the editor of the
St. Louis Mirror, his friend William Marion Reedy, was refusing
to print more of his conventional poetry and demanding instead
something more contemporary in spirit. Masters obliged. With
the example and encouragement of his friend Theodore Dreiser
he began in 1913 writing short prose sketches of the life he had
known.? He wrote Dreiser in the spring of 1914:

Glad some of these things [poems] please you. I am trying
to find a theme for a play that interprets a bit the spirit of
the times. As yet all is nebula, whirling about, emitting
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sparks and smoke. Those central Illinois stories and episodes
would make playlets. Oh for timel®

A short time later he sent Reedy the first of the Spoon River
poems. He did it half-jokingly, but he knew, and Reedy knew,
that he had finally found his subject and method.*

The subject was complex, and not to be separated from the
poet’s attitude toward it. The Spoon River Anthology, as he later
wrote, was born out of long meditation upon the life of two
Illinois small towns in which his immediate ancestors had lived
since the early days of the state and in which he had spent most
of his first twenty-two years.® An equal number of years in
Chicago had not effected his youthful experiences, nor had the
years taken the edge off his memories. However much his per-
spective had been broadened, he still found that his early years
had provided him with a point of view for interpreting all human
existence.

The towns of Petershburg and Lewistown lie on opposite sides
of the Illinois River in the central part of the state. Petersburg
lies two miles north of New Salem, remembered as Lincoln’s
home in the 1830’s, Squire Davis Masters and his wife Lucinda
pioneered land in this area, building up a farm which prospered
with the region. One of their sons, Hardin Masters, had taken his
bride to Garnett, Kansas, where their son Edgar Lee was born
August 23, 1868.° Less than a year later, the family returned to
Petersburg where Hardin took up the practice of law. There
Edgar Lee grew up amid legends of Lincoln and the pioneer
days. He enjoyed long visits to the Masters farm, where the
domestic atmosphere was more tranquil than in the home of his
temperamentally mismatched parents. In 1880 the family moved
fifty miles northward to Lewistown. The transplanting was not
easy. The father’s struggle for an adequate practice cast an
unpleasant shadow over the first few difficult years. Eventually
he did succeed; he became a leading citizen of Lewistown, was
several times elected its mayor, and often served as a delegate
to state and national Democratic caucuses.

In later years Masters remembered Petersburg with affection,
but he wasted no love on Lewistown. Powerful elements in
Lewistown opposed his father in political, religious, and economic
principles, and the son remembered the life there as one of more
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or less constant strife. Then, too, the discord within the family
was increasingly galling as he grew older. Eventually his father’s
opposition to his literary ambitions, among other things, led to
the young man’s departure. He went in the classic American
manner to-the big city-——in this case Chicago—to make his own

‘way as best he could. There he settled to the practice of law,

hoping to gain the leisure to write.

This was in 1892, During the next two decades Masters
married and established a family, became a prominent lawyer
(Clarence Darrow was a partner for eight years) and an influen-
tial Democratic politician, and at the same time pursued an
underground career in poetry, drama and the essay, publishing
generally at his own expense and under a pseudonym. His absorb-
ing ambition was to gain recognition as a poet, and his consistent
failure to progress toward this goal lent a tinge of bitterness to
his outlook. His practice was productive enough, but generally
pitted him against the financial powers of the city. These were
also the years when his Democratic party consistently lost state
and national elections. His struggles in Chicago seemed to him
a mere continuation of his family’s struggles in Lewistown,” He
soon concluded, he said, that the great world of the city and the
smaller world of the rural town were essentially alike.® This idea
was to become his guiding theme in the Anthology.

He began, he said, with “casual experiments in related themes”
and ended by creating “an epic rendition of modern life.” His
first few poems were free imitations of ancient lyrics from the
Greek Anthology. As the influence of his American setting gained
ground over that of his classical model, he began more and more
insistently to write into the epitaphs the familial and community
interrelationships that give most of the dramatic force to his
creation. What happened to the significance of “Spoon River”
serves to illustrate this development. Through the first few
“Garlands” in the Mirror, “Spoon River” seems to have meant no
single incorporated community, but rather the whole territory
from which he was drawing his raw materials. Not until “Dow
Kritt,” the sixty-eighth epitaph to appear (August 7, 1914), was
there an unequivocal reference to a town of Spoon River. Until
then the name had been applied either to a river or to what
Josephine Craven Chandler has called the “Spoon River country.”
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Until one fourth of the way through the series, the author seems
to have resisted naming forthrightly the village on which his
jmaginary community centered. Though he employed other place-
names drawn from his native region—Chandlersville, Thompson’s
Lake, Clary’s Grove, Proctor’s Grove all turn up in the early
epitaphs—nowhere did he mention either town in which he had
lived as a boy. Characters based on memories of each community
spoke instead of “the village.” His problem seems plain, His
fictional community had to represent both Lewistown and Peters-
burg. Eventually “the village” became “Spoon River,” and in it
the differing tendencies that Masters associated with the two his-
torical towns were settled in disharmony. It was a simple solution
to a problem that has never existed for his readers but for personal
reasons was very real to Masters.

Masters appreciated the advantages of his solution. From the
point of its introduction, the specific application of “Spoon River”
to the village occurs in epitaph after epitaph. In rearranging the
epitaphs for the first edition he saw to it that the town of Spoon
River was mentioned in the early pages. The epitaph of Benjamin
Pantier, for example, which had come in one of the middle
Garlands (September 25), was moved ahead to page 14 in the
book. There are many such examples. Even the extensive re-
arrangement in the first edition did not reflect strongly enough
Masters’ interest in the towm as a corporate entity, and in the
first fourteen pages of the second edition he added three epi-
taphs, “Constance Hately,” “Harry Carey Goodhue,” and “Kinsey
Keene,” each of which mentions the town of Spoon River, the last
two in great particularity. Harry Carey Goodhue lists specifically
a number of the issues that divide the town: prohibition, taxes,
public utilities. Kinsey Keene names the men who personify the
institutions dominating the town:

“. .. Thomas Rhodes, president of the bank;

Coolbaugh Whedon, editor of the Argus;

Rev. Peet, pastor of the leading church;

A. D. Blood, several times Mayor of Spoon River;

And finally all of you, members of the Social Purity Club—"

With the advantages of such epitaphs, today’s reader need not
repeat the error, made even by Masters’ close friend Reedy, of
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overstressing the individual portraiture, important as that is,
at the expense of the dramatic battle over the form that com-
munity life should take. So striking is the portraiture that even
the recent Broadway adaptation of Spoon River emphasized the
nostalgic'mood of recollection with which Masters began (“Where
are Elmer, Herman, Bert, Tom, and Charlie—"). But it was
Masters’ satirical critique of contemporary America that soon
became his central theme. In such epitaphs as Kinsey Keene’s
the acrimonious feuds of Lewistown between the liberals and
“the party of law and order,” as Masters satirically has people call
it, are fought out once more. Not until later epitaphs does he
emphasize the mellower spirit that he associated with Petersburg
and the older pioneer generation,

Though the battle in Spoon River has many petty manifesta-
tions, the basic issue is momentous. Masters is writing of that
transitional period in our history when a predominantly rural
society adhering in principle to Jeffersonian-agrarian ideals was
in the throes of change into the urban-dominated society we know
today. He portrays society as an arena in which conflicting ideals
battle to become institutionalized. The issue is joined; society is
in flux, the outcome uncertain. The central question is whether
social institutions shall favor the many or the few, whether the
forms of life shall permit each person the largest possible freedom
to work out his own destiny or whether those forms shall limit
individual options. For him to do this required that he make his
village society mirror the issues of the nation at large; this led
him to portray village life in a way that was for his times little
short of heretical,

Americans had—and still have—their own version of the pas-
toral. It asserted that God made the country and the devil made
the city; and that the United States was a God-favored refuge
from the corrupt city-dominated civilization of Europe. This
pastoral myth was buttressed by the historical fact that most
Americans of that generation were of rural origin and had made
in vast numbers the epic migration from farm to city; the road
to grandmother’s fabulous house did often lie over the river and
through the woods. If they felt that the national character was
decaying, they blamed the life of the city, which in its cruel
competitive individualism contrasted unhappily with the nostal-
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gically remembered cooperative life of the family farm. Though
later writers have attacked this myth of rural bliss, it was nearly
inviolate in 1914, and Masters’ simple assertion of common
nature and motives in city and country people was not only
shocking but liberating, helping to give his poems a scandalous
reputation.

The perspective of years has made it plain that Masters’ love
for his rural society led him to excoriate its evils the more bitterly.
Petit the Poet sings of

“Life all around me here in the village
Tragedy, comedy, valor and truth,
Courage, constancy, heroism, failure. .

kL

In this he speaks for Masters himself. The individual portraits
portray the gamut of human emotions, desires, compulsions; and
petty viciousness in one character is balanced by grandeur of soul
in another. Far from repudiating the American pastoral myth,
Masters made it central in his thought; but he was aware that
the agrarian ideal differed from the actual condition of life in his
times. Both sides of a dichotomy in American thought were
present even in the rural community. Basically this dichotomy
was between the urge to freedom, which he associated with
Jefferson, and the urge to repression, which he identified with
Hamilton. He did not limit his polarity to economics and politics;
he saw it influencing attitudes toward religion and morality as
well. One can see the polarity in the epitaph of Kinsey Keene,
already quoted. Tt is present just as explicitly in “Jefferson
Howard,” who speaks of “my father’s beliefs from old Virginia: /
Hating slavery, but no less war,” and lists his opponents “here
in Spoon River, with its dominant forces drawn from New
England, / Republicans, Calvinists, merchants, bankers.” Such
a formulation of the issue extends the scope of Spoon River
Anthology in space and time. The golden age of the Republic
lies in earlier days, before the Civil War brought about the
dominance of Hamiltonian impulses. The battle, though a losing
one, continues.

Masters’ Jeffersonianism shared the pragmatic spirit of the
Progressive era, For him, freedom was quintessential to human
life. Truth required continual testing in action and a man had
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to be free to seek his own truth because no received truth could
be trusted to point the way. The inadequacy of convention in
sexual mores and economic affairs was for him proved by its mani-
fest failures o achieve order and justice. The libertarian position
receives support by inference whenever the rules for life laid
down by “preachers and judges” fail. The: lives of people in the
Anthology contradict conventional wisdom at every turn. Hod
Putt, highwayman and inadvertent murderer, asserts his kinship
to the rich man who used law to achieve ends that the law should
rightly oppose. Of course Hod Putt is a guilty man; he recognizes
it. More significant, however, than the question of his guilt is
his interest in justice. If society values justice, but does not so
order itself that justice is the rule, then it is as guilty of moral
failure as Hod Putt the murderer; and that is what The Circuit
Judge himself asserts. Editor Hamblin makes the same point
generally and figuratively in attacking perversion of justice in the
Haymarket case. Justice, proverbially blind, and no respecter of
persons, is now foo often no respecter of guilt or innocence.
Sometimes the blindness of convention may be not legal but
moral, as in the case of the Charles Blisses, whose incompatible
marriage was continued on the urgings of Rev. Wiley and Judge
Somers (“preachers and judges”), to the irreparable harm of the
children. By the pragmatic test of results, the inadequacy of
conventional views of marriage is evident.

The attack on provincial dogmatism is conducted with the
village’s own favorite weapon—the specific example. By the
equally pragmatic test of mutual fulfillment, the Matlocks demon-
strate that for some at least marriage is indeed a sublime institu-
tion. Therefore, the purport of one epitaph or group of epitaphs
may be contradicted by one equally as convincing, Who could
unreservedly uphold dogmatic views in the light of such confusing
evidence? The welter of cases supporting every sort of conclusion
does not, however, lead to complete skepticism. Masters own
moral bias is clearly on the side of the greatest possible freedom
for each man to seek in his own way the meaning of life; and the
best social organization is that which enhances personal freedom
to the fullest extent, The Village Atheist states, “Immortality is
not a gift, / Immortality is an achievement; / And only those who



60 ' MIDAMERICA VIIL

strive mightily / Shall possess it.” The ideal form of life will least
inhibit the quest.

Knowing both small town and city, and critical of both,
Masters found the illustrations for his themes in the fabric of
nineteenth century life. It is clear enough, from the shock of
repudiation in the communities concerned, that Lewistown and
Petersburg furnished a wealth of individual touches for the por-
traits.’* It is not so easily noticed that Chicago too contributed
numerous characters and incidents. The Chicago Haymarket affair
enters under its own name, and Lambert Hutchens refers directly
to the giveaway by the Illinois legislature of the Chicago lake front
to the Illinois Central Railroad. The scandalous Yerkes streetcar
franchise acts which Governor Altgeld vetoed figure in the
epitaph of Adam Weirauch, Less obviously, the epitaph of
Herman Altman is a disguised tribute to Governor Altgeld, who
could not with plausibility be smuggled into the Spoon River
graveyard under his own name. It should be compared with
Vachel Lindsay’s own verse tribute to the same man, “Sleep
Softly, Eagle Forgotten.” The case of “Butch” Weldy, victim of
the “fellow servant” rule, would seem to be a fictional version of
a Chicago case for which masters was counsel.’* More generally,
Masters’ bitterness toward judges was formed not in the intimate
circles of the rural courts, but in the courts of Chicago where he
observed the close connections between the ruling commercial
class and the likes of Judge Cary (of the Haymarket case) or the
unnamed judge whose rulings harrassed Masters in his defense of
a waitresses’ union in 1913-14. The essays of The New Star
Chamber (1904), especially the title essay which attacks anti-
strike injunctions, are testimony to the important part that indus-
trial Chicago had in defining the social conscience of the liberals
in Spoon River. Would the attacks on the small town plutocrat

Thomas Rhodes, or the prostitute journalist Coolbaugh Whedon _

have been so vehement if they had not been the representatives
of so much that Masters hated in industrial Chicago? Chicago,
Masters knew, represented the shape of things to come, the final
disappearance of the heroic pioneer era. The sense of loss, of life
and vitality slipping away, that often seems like a paradoxical
nostalgia for the communities of his youth (and later, in his
glorification of Petersburg, became just that), is far more the
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expression of emotional involvement in a battle largely lost in
Chicago but still raging in Spoon River.

This battle of a pre-industrial way of life now on the wane
against the advancing era of the megalopolis, as Masters called
it, was a ‘rearguard action which Masters knew must result in
defeat. In 1924, ten years after writing Spoon River, Masters
returned to the subject and style in The New Spoon River. Much
of the lesser dramatic power in the later book results from the
loss of tension between rival value systems, for Chicago has won,
and Spoon River is no longer the largely autonomous community
it once had been: it has instead become “a ganglion for the
monster brain Chicago.”> Megalopolis has triumphed.

Even as the epitaphs were appearing in the Mirror, Reedy
noted that the poems were partly an elegy “of the country’s
declining heroic age, of the age in which came to first acuteness
the personal problem of life multiplying complications.”™® Since
the Civil War, Reedy went on, “materialism came into rule and
more and more idealists in Spoon River and elsewhere went down
to dusty defeat.” This may sound like an exceptional view from
a liberal editor in 1914, just two years after Woodrow Wilson had
led triumphant progressivism into power. But both populism
and progressivism, for all their reformist tendencies, were basi-
cally holding actions, attempting to keep alive the cherished
pre-industrial way of life by counteracting the forces that were
destroying it. Nostalgia and a sense of loss were the other side
of the emergetic, hopeful progressive coin. Even as the poems
were appearing, war had broken out in Europe, and soon the
glorious faith in progress was to disintegrate, under the pressure
of world-wide devastation, into the cynicism and selfishness of the
1920’s, Therefore, even in its twilight mood the Spoon River An-
thology is a faithful reflection of its era, recording hopes and fears,
successes and failures, confidence and bewilderment, of a time
which an historical cataclysm was bringing to a dismaying end.

Because Masters was what he was, the book can be this record
of a particular moment in history and at the same time an in-
tensely personal book. Not only had Masters the wealth of
intimate knowledge of the life he portrayed; he had also felt in
a personal way the peculiar qualities of desperation and resigna-
tion that inform the book and catch so authentically an emotional-
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intellectual mood of that historical moment. The anguish of the
defeated souls is Masters own anguish; the joy of the fewer
victorious souls, and the serenity of the “enlightened spirits” on
their rarified level above the battle, are Masters’ compensatory
vision. The tone of ironic mockery, which Masters mistakenly
allowed to become dominant in the weak “Spooniad” and much
weaker “Epilogue,” is in part the self-mockery of a man who
measures the slight worth of petty daily struggles at which he ex-
pends his best energies, knowing all the while that these struggles
cannot be abandoned.** Rarely is a book so truly the distilled
essence of a personal experience that includes so much of the
experience of its times.

It is curious that many of America’s best books fit uneasily
in recognizable genres. Walden, Moby Dick, Leaves of Grass,
and the Education of Henry Adams are only the most illustrious
examples, The Spoon River Anthology is another of these unique
works. This uniqueness begins with the table of contents, with
its alphabetical listing, like a town directory. The first poem,
“The Hill,” sets up an ironical relationship with traditional high
culture by echoing the ubi sunt formula, which goes back to
antiquity. The well known Rosetti translation of Villon’s “Ballade
of Dead Ladies,” with its melancholy refrain, “Where are the
snows of yesteryear?” is echoed by Petit the Poet: “The snows
and roses of yesterday are faded, and what is love but a rose
that fades?” But the highly conventional form of the ballads
contrasts sharply with the free verse stanzas of Masters’ poem,
just as the highborn ladies who are the poetically suitable subject
matter of the older poem contrast with the commonplace villagers
of whom Masters writes. One is poetry of an elite, educated class;
the other, poetry of comparatively classless democratic society.
Through these contrasts Masters demands for his subjects the
dignity reserved by ancient convention for more exalted figures.

The body of the work sustains this demand. The chief literary
dept is to the lyrics of the classical Greek Anthology. Here again,
the very name Masters chooses—Spoon River Anthology—raises
ironic echoes of an old tradition; but does the echo imply a
flattering comparison or a mocking contrast between the insignifi-
cant modern community and the great civilization of antiquity?
Masters” poems purport to be epitaphs spoken by the dead sub-
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jects themselves, just as the confessional epitaph is a chief mode
in the older collection. The brevity and concentration of his
epitaphs follows the epigrammatic convention of the Greek poems.
Indeed, some of the poems, like “The Unknown” and “Alexander
Throckmorton,” read almost like direct translations from the older

~ work. Even the names assigned to some of the speakers, names

such as Cassius, Amanda, and Ollie, raise classical echoes, not only
because of obvious Latin etymologies but because as printed in
the Mirror a number of them stood without surnames, suggesting
an older practice of naming rather than the contemporary Ameri-
can practice. There was also a touch of an older practice in the
use of generic names, such as Griffy the Cooper, Theodore the
Poet, Schroeder the Fisherman, and The Town Marshal, These
are especially prominent in the early Garlands in the Mirror,
where even people who were later given standard names have
generic designations, An Able Lawyer, for example, becoming
John M. Church, and A Leading Citizen becoming John Horace
Burleson. The term “Garland,” used for each group of poems in
the Mirror printing, ties the Spoon River poems to the group of
poems called “The Garland of Meleager,” which formed the
nucleus of the Greek Anthology; the Greek form of “anthology”
itself translates as “a gathering of flowers,” or “garland.” Again
the effect is ironic, since the majority of the Spoon River epitaphs
seem less like flowers than like weeds, and seem picked less for
aesthetic than for medicinal purposes.

During the spring of 1914 Masters experimented with free
verse poems modeled on Greek epigrams. Reedy had introduced
him to MacKail's Select Epigrams from the Greck Anthology in
1909, possibly even earlier.’® He showed renewed interest in the
Greek poetry in the spring of 1914 when he asked his friend
Theodore Dreiser for a copy of the Bohn library Green An-
thology.* The translations in both these editions were in prose;
since they did not lose their force by this fact, they helped con-
vince Masters that the conventional rhyme and meter of his
carlier and unremarkable volumes A Book of Verses (1898) and
Songs and Sonnets (1910) were not the essence of poetry. He
was assisted to this conclusion by the example of Carl Sandburg,
whom he met in the winter of 1913-14, as well as by Poetry maga-
zine, which Sandburg influenced him to read. Sandburg and
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Masters discussed the new free verse then coming into vogue.
Masters later professed not to have cared for it, and denied in
print that Sandburg had influenced him significantly; but that
was after their friendship had cooled.” It is possible that a
version of “Griffy the Cooper” dates from this period before the
beginning of the Spoon River Anthology as such.®

Though most readers are impressed by the freedom of the
verse in the Anthology, Masters moved progressively toward the
use of conventional metrics, lines, and stanzaic patterns.’ Such a
poem as “Petit the Poet” is in four-stress lines throughout, and if
one observes the end punctuation one finds divisions into quat-
rains and a couplet, much as in a conventional sonnet. Similarly,
“Fletcher McGee” is in traditional English ballad stanzas, and
lacks only the rthymes to be conventional verse. A large number
of the poems ave in a fairly regular iambic tetrameter or penta-
meter, but the overall impression is still of free verse.

While the length of his epitaphs tended to increase beyond
the limits of the epigrammatic convention, many of the later
ones running a full page and more, the epigrammatic nature of
Masters’ models may have encouraged him to employ a sort of
sharply worded summation, usually made more emphatic by a
falling cadence in the last line, achieved by shortening it a foot
or more. Ami Green concludes:

“. . . the much-sought prize of eternal youth
Is just arrested growth.”

Alexander Throckmorton says:

“But my weary wings could not follow my vision—
Genius is wisdom and youth.”

An outstanding example, because it also shows Masters employing
a rare degree of alliteration and assonance, is the ending of Wil-
liam H. Herndon™: '

“As the cawing crows winged their way to the wood
Over my house-top at solemn sunsets,

There by my window,

Alone.”

Such devices, often effective in themselves, in their recurrence
create the uniformity of tone pervading the volume.
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In the individual poems, little attempt is made to adapt the
style of the speech to the station and character of the speaker.
There is even a certain monotony of diction that makes prolonged
reading in a single sitting somewhat tedious. Yet this slightly
monotonous language of the plain-spoken lawyer’s brief is ex-

" tremely functional; blunt and unbeautiful, it carries an air of

conviction that a suaver diction probably would not. The very
matter-of-factness contributes to the intensity of feeling. The
speech is authentically Midwestern, though not in the idiomatic
vernacular fashion of Mark Twain or Ring Lardner. It is rather
the language of the public record, found in newspaper and court
report. The touches of an older stock poetic diction (“Behold,”
“lol,” “O soul,” “Ye living ones”) may seem intrusions in this
speech, yet can be justified as remainders of the ironical relation
these poems bear to the poetic tradition. They sound, not in-
appropriately, like the clumsy attempts at literary language of
people not fully at home with it. The frequent use of sturdy
home-grown metaphor and simile, earnest, intense, and groping
rather than graceful, precise, or pleasing, keeps the speech con-
creta and vivid, and avoids the diffusion and abstraction of ordi-
nary newspaper or official prose. Toward the end, the opposite
fault of murky and imprecise symbolism is less defensible.

While the characters speak, one is hardly conscious of the
manipulations of the author, Only when Masters carries certain
devices too far or repeats them too often do we lose the sense of
authenticity, In poetry, and even in life, names may suggest
character, but how far one wishes to indulge Masters” fondness
for such names is a matter of taste. Excessively obvious parallels
such as “Robert Fulton Tanner” (an inventor), “Margaret Fuller
Black” (a would-be writer), and “Jonathan Swift Somers” (a
satirist) are fortunately fewer than names formed by recombining
the names of actual people of the communities in which he grew
up. The “occupation analogy™ is another device that is too trans-
parent to bear much repetition, and there are a good many of
these analogies. The dentist, the laundress, the weaver, the
gardener, the chicken farmer, the piano tuner, the cooper, and
many others use the language of their callings to interpret the
meaning of life. Despite these and a few other traces of writing
to formula, the book as a whole teems with individual life,
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If their language is largely undifferentiated, the characters
speak out of their own personal experiences as interpreted through
their own individual outlooks. They come from every station in
the life of their time and place, from nearly every occupation,
sect, racial background, and level of society. The actors who
dramatized Spoon River portraits on the Broadway stage occa-
sionally employed slurred endings and local accents to make
“characters” out of some of them. It made effective drama, but
it allowed a condescension toward certain speakers that the
leveling effect of Masters’ constant diction does not encourage.
In the Anthology all-the speakers share a passionate concern with
life that gives them all—the wise, the foolish, the good, the
vicious—a seriousness demanding respect. They step forward
as before the final bar of judgment, and they speak their inmost
thoughts in recognition of the awesome finality of their pleas.
We feel, not that they necessarily speak truth, but that they neces-
sarily speak what they believe to be truth. They lack the slightest
trace of the duplicity that unavoidably attends speech among
the living. Where the truth lies is for the reader himself to judge.
If the book is regarded as a novel in verse, as some early reviewers
called it, it illustrates the illusion of objectivity for which Henry
James praised the dramatic point of view.*

However moving individual pieces in the Anthology may be,
they do not show to best advantage when removed from the con-
text of the collection. One epitaph supports and modifies another
ag chord modulates chord in symphonic music. The connections
are various, There is first the circumstance that all the characters
are or have been in some sense part of the same nineteenth cen-
tury mid-American community called Spoon River, so that each
contributes to the complex definition of that place and time.
Beyond that, groups of characters are “interlocked by fate,” as
Masters said, in more intimate fashion. A group of connected
epitaphs may tell a story, as in the case of the Pantiers, the Mer-
ritts, or Lambert Hutchins and his daughter. Epitaphs placed
side by side may gain ironic power through contrast, as with
Albert Schirding and Jonas Keene, or epitaphs refer to the same
incidents, showing how events ramify and touch many lives, as
in the case of the bank failure. Sometimes a series of epitaphs
seem to form a colloquy, searchingly examining a topic from a
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number of viewpoints, as in the case of Henry Phipps, Harry
Wilmans, John Wasson, and “Many Soldiers,” who discuss,
directly or by implication, the nation’s adventures in war. The
passionate concern with finding meaning in their own lives and
in life in general serves as the common denominator uniting an
amazing range of material.

Not all of the characters conduct their search for meaning on
the same level. Masters distinguished a three-fold division among
his creations, claiming that as the portraits are arranged in the
book, “the fools, the drunkards, and the failures came first, the
people of one-birth minds got second place, and the heroes and
enlightened spirits came last, a sort of Divine Comedy.”® Unfor-
tunately, no simple three-fold arrangement is discernable in the
book. This does not mean, though, that we should dismiss Masters’
remark. In fact, there does seem to be a subtle progression, and
by the last pages a change is obvious. Toward the end we do find
a concentration of “heroes and enlightened spirits,” just as he said.
The overall progression could perhaps be described as moving
from pettiness of vision to largeness of vision, and consequently
from agitation and discord to serenity and harmony of soul. If
Masters did have in mind an increasing breadth of vision, his
“fools, drunkards and failures” might include those who think
primarily in petty personal terms, his “people of one-birth minds”
those who view human life in the context of the social world, and
his “heroes and enlightened spirits” those whose vision tran-
scends the personal and social to reach the universal, Such an
interpretation is supported by the order of the epitaphs in the
Mirror, where one may follow the course of Masters' changing
conception of his work. The first few Garlands contain a majority
of epitaphs concerned with individual stories; the epitaphs
printed during the late summer and fall are increasingly pre-
occupied with the problems of communal life; and the last few
Garlands showed a heavy concentration of religious and philo-
sophical concerns. This points generally to the three levels of
concern hinted at in Masters’ description, but even there, and to
a far greater degree in the book, the three levels are thoroughly
interwoven.® In addition, any one epitaph may touch on more
than one level.



63 MIDAMERICA VII

One must avoid emphasis on any one of these levels at the
expense of the others. Early critics concentrated on the first level,
and therefore likened the book to village gossip. Masters himself
seemed to be aware of the danger of this, since the epitaphs added
to the second edition tend in a number of cases to strengthen
the second level by emphasizing the public issues in the early
pages.® The third level, on which most readers seem to find
the book least impressive, is nevertheless prominently displayed
in the final section of the book, and demonstrates that Masters
wished to place the personal and the social in a perspective that
denied them the final importance in life. An enviable calm per-
vading the final section contrasts sharply with the agitation that
runs through the rest of the book. The “heroes and enlightened
spirits” seem to have achieved a high degree of harmony with
the essential nature of things.

That beyond the confused arena of human strife there lies a
realm of essential harmony can be inferred also from the treat-
ment of physical nature throughout the volume. The frequent
brief descriptions of nature generally carry suggestions of repose,
in contrast to the tumult of emotions associated with the larger
part of humanity. The heroic old pioneers are described as having
a “mystical pathos”; the “serene sorrow” in their eyes is “like a
pool of water / Amid oak trees at the edge of a forest, / Where the
leaves fall.” William H. Herndon is pictured meditating on
Lincoln’s epic career in the evening of life “As the cawing crows
winged their way to the wood / Over my housctop at solemn
sunsets.”

These examples are from the last part of the book, where the
note of serenity is dominant, but instances from the earlier pages
are easily found. Hare Drummer, without conscious spiritual
insight, found delight in the natural setting. What he recalls of
life are his boyhood walks with laughing companions “When the
sun was low and the air was cool / Stopping to club the walnut
tree / Standing leafless against the flaming west.,” Ile asks nostal-
gically:

... how many are with me, how many

In the old orchards along the way to Siever’s,
And in the woods that overlook
The quiet water?
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In al] these instances the images are of summer and fall. This
is typicall of the volume as a whole. Considering that the setting
is Illinois, winter is surprisingly absent from the portraits. The
general impression is of a nature that is on the whole benign.
There are, to be sure, instances of nature’s cruelty. Bert Kessler
‘describes his death from a rattlesnake bite, Schroeder the Fisher-
man pictures the endless struggle for survival in which strength
is everything, spirit nothing. But most of the speakers feel sub-
limity rather than hostility in the natural order, Dillard Sissman
is typical:

.+ . the buzzards wheel and wheel,
Sweeping the zenith in wide circles
Above my kite. And the hills sleep.

I am shaken as a banner!

All in all, so many of the speakers have sensed a healing power
in communion with nature that the viewpoint of the “heroes and
enlightened spirits” seems fittingly to receive the final place in the
Anthology proper.

Since the Anthology proper does end on this comparatively
elevated plane, what can be said for the “Spooniad,” which con-
cludes the first edition, and what indeed for the “Epilogue,”
added at the end of the second edition? The “Spooniad” does, to
be sure, draw in its burlesque fashion the line dividing the com-
munity into two contending camps, and it may be, as has been
claimed, a parody of Milton’s war in heaven in Paradise Lost.?*
Most readers nevertheless find it heavy handed as well as unneces-
sary. Even worse is the “Epilogue,” a relapse into the Shelleyesque
conventions of Masters” earlier verse, bad as poetry and contra-
dictory in implication to the epitaphs taken as a whole.25

Masters wrote the Spoon River poems in moments stolen from
his busy law practice. He published them under the pseudonym
“Webster Ford,” because he feared that poetic fame would ruin
him as a lawyer (it soon did). But the immediate accolades set
up a pressure for the author to be revealed, and by fall Reedy
had persuaded Masters to let his identity be known. Reedy then
announced “The Writer of Spoon River” in a long article of
appreciation on November 20, 1914, after which Masters happily
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assumed a place among the poets and editors of Chicago, espe-
cially those involved with Harriet Monroe’s magazine Poetry. The
intensity of his creative effort was draining him emotionally and
physically; in early winter he fell victim to pneumonia, and was
critically ill when the proofs for the book arrived from Macmillan.
Harriet Monroe came to his aid by reading the proofs for him;
the book was ready by April, and when he recovered he found
himself a celebrity, courted by. interviewers, editors and pub-
lishers, the friend and equal of writers and creative artists of all
kinds.2® The bitter years of futile aspiration were now behind him,
for all too brief a spell, and he basked in the glare of reputation.

After clarifying and amplifying the Anthology by adding the
thirty-two epitaphs to the definitive edition, he turned energeti-
cally to other writing. Books from his pen poured forth nearly
one every year. The fame of the Anthology won him ready pub-
lication for a time, but he could never repeat the triumph of that
book. He lived on amid increasing critical and popular neglect.
At his death in 1950 he had more than fifty titles to his credit, and
a reputation as a one book man,

University of Nebraska-Lincoln

NOTES

1. There was a tradition of mild dissent in rural America; “village atheists” were
tolerated as amusing and harmless figures, The speeches of Ingersoll, E. W.
Howe's Story of ¢ Country Town, and Mark Twain’s.“Man That Corrupted
Hadleyburg” are examples of pre-Speon River iconoclasm, Perhaps the
Anthology carried things too far and cut too close to the bone, or perhaps
a change of mood in the country caused the unusually vigorous critical stir.

2. One of the sketches survives in the Dreiser collection, University of Penn-
sylvania Library, One page long, it is a vernacular account of a rural
festivity, Masters titled it “The Oakford Derby.” Oakford is a small com-
munity north of Petersburg, Illinois.

3. Letter to Dreiser, April 138, 1914 (University of Pennsylvania Dreiser col-
lection).

4. Masters was already thinking of book publication before the second group of
poems appeared in the Mirror. Letter to Dreiser, June 11, 1914 (Unwers1ty
of Pennsylvania Dreiser collection).

5. See “The Genesis of Spoon River,” American Mercury, XXVIII (January,
1933), 38-55, This article and Masters’ autobiography Across Spoon River
{ New York, 1936) are the chief sources of information about his life. His
facts are unfortunately not always reliable.

'6. Across Spoon River has 1869; however, the earlier date is recorded in the
family bible in the possession of Miss Edith L. Masters, Petersburg, Illinois.
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7. His own marriage was apparently at least as unsatisfactory as his parents’,
and eventually ended in divorce. He remarried in the 1920's.

8. See Genesis of Spoon River, p. 46: “The village of Lewistown had furnished
me a key which unlocked the secrets of the world at large.”

9. Toward the Gulf, p. ix,

10, For a detailed discussion of Masters’ use of central Illinois material see

Josephine Craven Chandler, “The Spoon River Country,” Journal of the
“Illinois State Historcial Society, X1V {1921-22), 252.320.

11. On the more personal, less distinetly Chicago, side, “Paul McNeely” is a
fictional tribute to Bertha Baum, the Chicago woman who was his nurse
during his serious illness in 1915; and “Daniel McCumber” and “Georgine
Sand Miner” relate a barely disguised version of Masters' love affair with
Tennessee Mitchell in 1908-10.

12. The New Spoon River, p. 5.

13. William Marion Reedy, “The Writer of Spoon River,” Reedy’s Mirror,
XXHI {November 20, 1914), 2.

14. For Casters” opinion of his legal career, see, for example, Across Spoon River,
pp. 398-99,

15. Reedy discussed this work in “God in Stricken Italy,” Mirror, XVIII
(January 7, 1909), 1. For Masters’ statement of influence see hIS introduc-
tion to Toward the Gulf { New York, 1918), p. vii.

16. Letter to Dreiser, April 20, 1914 {University of Pennsylvania Dreiser col-
lection ).

17. Harriet Monroe believed that both Sandburg and Poetry had influenced
Masters. See “Comments and Reviews,” Poetry, V (March, 1915), 280.

18. The April 20, 1914, letter to Dreiser mentions the crayfish image used in
“Theodore the Poet”; what is apparently an earlier version of “Griffy the
Cooper” is in the Harriet Monroe collection, University of Chicago library.

19. Masters claimed that he could point to exactly sixty-seven epitaphs “which
are both rhythmical and metrical.” Genesis of Spoon River,” p. 49. He also
stated that his book “for the first third required a practiced voice or eye to
vield the semblance of verse; and for the last two thirds, or nearly so, accom-
modated itself to the less sensitive conception of the average reader.” Towerd
the Gulf, p. ix. Actually, metrical and non-metrical epitaphs are thoroughly
intermixed.

20. See, for example, William Stanley Braithwaite, “The Soul of Spoon River,”
Boston Transcript, May 1, 1915, part 3, p. 8.

21. “Genesis of Spoon River,” p. 50.

22, There have been numercus attempts to classify the epitaphs; Putzel in his
study of Reedy The Man in the Mirror { Cambridge, Mass., 1963}, pp. 203-5,
seems closest to the mark when he distinguishes three basic themes: “the
vanity of human knowledge,” freedom, and “that life holds precious gifts
for those who have the strength and the will to prize it.” The division that
I suggest, following Masters’ schema, is less between epitaphs than between
tendencies often found together in the same epitaph.

23. See examples on pp. 7 and 8 of this essay.

24. Putzel, p. 204: “Actually “The Spooniad is no true fragment but a subtle
prarody of the first and sixth books of Paredise Lost . .. .”
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25;

26.
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Lois Hartley in Spoon River Revisited {Ball State Monograph No. 1, 1963),
p. 5, may represent those who argue that the Epilogue’s “philosophy is that
of the rest of the book.” The spirit of sardonic mockery there dominant is
of course present in a good many epitaphs, but is, I believe, balanced against
a serener, less cynical spirit, particularly in the later pages.

She also wrote the brief note introducing “The Spooniad.”

- SHERWOOD ANDERSON’S DEATH IN THE WOQDS:
TOWARD A NEW REALISM ‘

Mary AnnE FERrGUsON

Though recent critics stress the importance of Sherwood
Anderson’s later works and most critics admire “Death in the
Woods” as one of his best short stories, if not his masterpiece,
the volume Death in the Woods and other Stories (1933) has not
been studied. Yet Anderson, always concerned with the “baffling
question of form achieved or not achieved,™ took special pains
with the book. When he was reading proof, he perceived uneven-
ness in the quality of the stories and “threw out two or three”; he
wrote a new story to complete the volume, “Brother Death,” a
story which in his opinion would “make the book”; “It is, I'm
pretty sure, one of the finest stories I've ever done, and I even
dare say one of the finest and most significant anyone has ever
done.” Anderson was especially pleased with these changes be-
cause, as he explained to Ferdinand Schevill, “I did want the book,
dedicated to our friendship and my esteem for you and your
mind, to have real integrity.”® Anderson “sounds cocky,” he
admits; but as Schevill would have realized, such self-assurance
with respect to a collection of short stories was a new note for
Anderson. In his dedication to Dreiser of The Triumph of the
Egg (1921) he wrote of his sense of inadequacy: “Many tales are
dying in the street before the house of my mind”; and in the
first selection in the volume, “The Dumb Man,” the persona
reiterates this despair: “I have no words., . . . I cannot tell the
story.” In the Foreword to the collection Horses and Men (1923)
Anderson says that he may be deaf, blind, and unable “with these
nervous and uncertain hands . . . [to] feel for the form of
things. . . .” In the Introduction to a collection of sketches,
Perhaps Women (1931), he apologizes for his failure to have
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found a suitable form: “The whole thing is nothing but an
impression, a sketch. I know that I have kept it by me for a
year now. I have tried to give it better form but that now seems
impossible to me.” Anderson’s cockiness about having achieved
his goal of “real integrity” in Death in the Woods suggests that
the volume may represent a new departure for him. I find in the
volume a movement away from a persona seeking the meaning
of life in “the preternatural or archetypal,”® a passive observer
upon whom reality impinges itself, toward a persona who shares
the life he observes and locates the center of reality outside him-
self. The change in the persona is associated in the volume with
a change in attitude toward women and toward death.

The story “Death in the Woods” is the first in the volume;
“Brother Death” is the last, and Anderson indicates that this
arrangement was his intention.* Obviously the volume is unified
by the theme of death; but it is not death alone. As he had else-
where,® Anderson links the topics death and woman. Of the
sixteen stories in the volume, five deal with the death of a woman
and its effect upon a male character, In “Death in the Woods”
the male narrator is a stranger to the woman whose death is an
episode in his development. In three other stories—“The Return,”
“Another Wife,” and “The Flood”—the focus is on a widower
trying to find a substitute for his dead wife. The narrator of “In
a Strange Town” flees his wife and home in order to recover
from the depression he felt upon the death of a young woman
student; he consoles himself by meditating upon the meaning of
life for a widow he sees at a railroad station in a funeral party.
These stories reflect the conviction which led Anderson to publish
Perhaps Women in spite of his dissatisfaction with its form, his
sense “that modern man is losing his ability to retain his manhood
in the face of the modern way of utilizing the machine and that
what hope there is for him lies in women.” Other stories illus-
trate ways in which women may save men and make explicit the
faults from which men need to be saved. Their need for worldly
success is the primary life-denying fault, whether it be in a
mountaineer moving to the city for work, a young man seeking
sophistication among expatriates, or a writer abandoning family
and human values for the sake of his craft. In one powerful
story, “The Flight,” Anderson shows male rivalry as ruinous; in
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another, he shows jealous possessiveness as absurd. -Through their
interaction with other characters the males in these stories either
ironically reveal their illusions about -themselves or gain self-
knowledge. In a few stories Anderson focuses on the positive
qualities of the women characters—their wisdom and their ability
to deal with the realities of life—which enable them not only to
survive in a hostile world but to help men. Finally, in “Brother
Death,” he uses a female central consciousness to show that in
the midst of death one can live fully.

The stories in Death in the Woods were written over a period
of years—some were published as early as 1925—when Anderson
was also writing the avowedly autobiographical works A Story
Teller's Story (1924) and Tar: A Midwest Childhood (1926).
But from these and the many letters and passages in the Memoirs
{1941) which tell about this period in Anderson’s life, one cannot
get a trustworthy chronology. The tantalizingly frequent parallels
between his biography and his fiction cannot be made into a study
of development.’ But the changes I perceive in Anderson’s male
personae in the volume Death in the Woods are. paralleled by
changes in six versions of the title story which have survived.

Anderson considered “Death in the Woods” one of his best
short stories but, he .added, it “was one of the stories I wrote,
threw away, and rewrote many times.” Recognizable versions of
the story appear in three works unpublished during Anderson’s
lifetime: “Paris Notebook” (1921); “Father Abraham: A Lincoln
Fragment”; and the recently discovered fragment “A Death in
the Forest.” Three published versions exist: as part of Tar: A
Midwest Childhood (1926); as a separate short story in American
Mercury, (September 1926); and finally in 1933 in the volume
Death in the Woods.® In a passage in which he compares the
gestation of a story to pregnancy, “the.telling of the tale . . .
[to] the cutting of the natal cord,” ‘Anderson remarked that out
of his private world of fancy, he would like to introduce and tell
the story of, among others, “the old woman acc¢ompanied by the
gigantic dogs who died alone in a wood on a winter day,” In
“Death in the Woods” Anderson does tell the story of such a
woman, using as narrator a grown man looking back to a memor-
able incident in his boyhood twenty years earlier. The narrator
mentions that he did not understand the significance of the
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woman’s story until later in life when he “had a half-uncanny
mystical adventure with dogs in an Illincis forest on a clear
moon-lit Winter night.” In his Memoirs, Anderson describes such
an experience when he was living in Chicago and spending week-
ends in the country nearby in order to write. The troop of dogs
which accompanied him on a walk one snowy night “seemed
excited”; they “ran in circles,” and when Anderson stopped to
doze, lying half-way up the slanting trunk of a fallen tree, they
made a circular path in the snow beneath him, running head to
tail; one by one they dropped out of the circle to run up the tree
trunk and gaze into Andersor’s face. Anderson felt “something
of the mystery of the night,” of the “strangeness” of the animals’
reversion to a primitive state, but he thought that part of their
ritual, their stopping to run to him, indicated their tie to
civilization.' :

Anderson ascribes a similar feeling of awe to Abraham Lincoln
in “Father Abraham: A Lincoln Fragment.” The narrator projects
himself into the mind of Lincoln whom he imagines as the defense
attorney for a woman accused of killing her employer. Like
Anderson’s mother a bound girl, the woman had no defense but
violence when her master attacked her., Lincoln is able to imagine
her feelings as well as those of the man who sees her as his rightful
conquest; he knows that the man’s wife tacitly condoned the rape
as a way of keeping the girl bound to their service for life. With
great insight Lincoln perceives the farmer as a misguided human
being, not a brute; but his sympathy is for the victim. Earlier in
“Father Abraham,” Anderson wrote about Lincoln’s passion for
Ann Rutledge and his mourning for her at her grave in the snow
on a winter night; Anderson presents Lincol’s love and loss as
the experience which liberated him from the merely personal and
allowed him to extend his sympathy and influence to strangers.
In “Death in the Woods,” Mrs. Grimes’ early life as a bound girl
parallels that of the woman on trial; the death scene bears many
resemblances to that of Lincoln at Ann Rutledge’s grave.™

The version of the old woman’s story in “Father Abraham” is
close to that of the sketch in the “Paris Notebook™; in both the
emphasis is on the brutalized life of the old woman, told with
compassion for all participants. In the “Notebook™ the old woman,
who has not attempted to murder the farmer, relives in dreams
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her youthful experience. The woman whom she served, habitually
“silent & sullen,” “did not mean to be unkind”; the farmer is not
evil but amoral, perceiving the girl as his rightful prey. The man
she married, a“filled with wrath that was bottled up inside him”
and which he did not understand, had in his youth expressed “a
kind of love” in the only way he could, drinking and fighting,
“Ma Winters’ now dreams of herself as “frightened, a young girl
in a torn dress,” trying desperately to care for the animals which
love her. In one of her dreams, trying to rescue herself and
trapped animals from an airless barn, she cannot reach the bar
which would open the door. “The bar she could not reach was
cold as death. It was death. One raised death out of its sockets
on the great door and then joy and light came in.” Without rais-
ing death, she awakes. This version focuses on the meaning of
death to the girl who is the central consciousness; her dream vision
seems associated with Anderson’s dreamlike experience in the
Illinois forest.

But the bound girl’s story, Lincoln-like compassion, and the
dreamlike incident of the dogs were not always linked. In a
recently published holograph version of the story entitled “A
Death in the Forest” Anderson treats the old woman’s death
almost entirely as it concerns the narrator as a young boy, Ander-
son focuses on the boy’s encounter with death and the nakedness
of woman not as a rite of passage, made mysterious and “mystical”
by the ritualistic circling of the dogs, but as the occasion for his
finding a role model. At the death scene he meets Ben Lewis, a
young man of the town who for five years has been a newspaper
reporter in Chicago. His success and its importance to the nar-
rator are symbolized by Ben’s “grand overcoat . . . (all silk lined
and everything)”; to the boy the most significant aspect of the
death scene was Ben Lewis’ giving his overcoat to him to hold:

.. . the charge lay upon me with a delicious weight. Could
men, actual flesh and blood men, who had been raised in
our town, wear such gorgeous garments? Did such unbeliev-
able things happen to young fellows who left our town and
become reporters on city newspapers?

The coat was of broad yellow and green plaid and to my
fingers the touch of it was delicious. And it was lined with
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silk. How reverently I carried it home to our house and
how good and kind I thought my mother when she Jaugh-
ingly permitted me to have the coat hanging in my own
room overnight,

I slept but little that night and often crept out of bed to
touch the coat again. How deliciously soft the fabric. The
death of Ma Marvin in the snow in the wood was forgotten.
. . . Would I, could I, sometime, grow up, go away to a
city, get a job on a newspaper and like Ben Lewis wear a
coat like 2 king? ‘The thought thrilled me beyond words. . . .

As to the actual story of Ma Marvin's death, I found all
about it in a rather queer way nearly twenty years later.
Now I will tell you of that. .

The manuscript ends here, but even.if it had been continued,
the story would not have been that of the old woman; the narrator
has already dismissed that possibility in a few short paragraphs
of narrative summary beginning “It was a poor little story after
all.” Obviously at this stage Anderson did not perceive a signifi-
cant relationship between the woman’s life and her death; the
narrator dismisses the death as something beyond a boy’s capa-
city to understand and immediately shifts his attention to the
death as the cause for a gathering of the townsmen and the oppor-
tunity for him to hold Ben Lewis’ coat. For the narrator, following
in Ben Lewis” footsteps would lead to his heart’s desire: success
enough to buy luxury that would be visible to the townspeople.

Even for the adults in “A Death in the Forest,” the old woman’s
death is not deeply significant. It occurs as an interruption to
the town’s happy preparation for Christmas and enjoyment of
winter, “ecrowds of boys . . . shouting and laughing” as they jump
on and are thrown from bobsleds on Main Street. The first sen-
tence of the story announces the death bluntly: “It was December
and snowing when Mrs. Tke Marvin—we knew her as Ma Mar-
vin—died in the little hollow in the center of Grimes woods,
about two miles south of our Ohio town.” The next two para-
graphs personify the town: the retwrn home of a few girls rich
enough to have been away at boarding school and of Ben Lewis
makes the narrator feel “one’s town putting its nose up in the air
like a fine pointer dog” on “a day to remember.” The day is
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memorable because of the effect on the townsmen of the news of
Mrs. Marvin's death: all activity in the town ceases, and the
narrator recalls in detail what many of the townsmen were doing
as “things went bang then, like putting a light out in a room.”
He recalls the bustle as the news is shouted by two young hunters
who run down Main Street, figures remembered as “not quite
human . . . more like Gods.” The sudden cessation of activity is
accompanied by a change in the weather as the townspeople,
including “even women who had no babies to look after,” went
in a group to the scene. The old woman’s life and the manner
of her death, “just as plain as though there had been an eyewitness
to her death there to tell the tale,” are very briefly summarized.
The narrator remembers the “white, half frozen little old figure,
pitched a little forward,” and the “pack of big ugly dogs™; he
imagines “the stillness of death coming softly, night and the
cold,” but comments “My boy’s mind couldn’t grasp it then” and
goes on to give details of Ben Lewis’ participation in moving the
body and handing him the coat to hold. In this version it is the
boy as part of the town, indeed, the town itself which is the
center of the story.'

In the three published versions of the story the old woman’s
death and her life become the central memory of the adult nar-
rator and the story becomes his attempt to perceive its true
significance. The final version published in 1933 intensifies the
mystical and mythical nature of the experience and its effect
upon the narrator as a boy. All three of these versions omit any
reference to Ben Lewis and his coat. The immediate impact of
the death scene on the narrator and his brother is its function as
sexual initiation for them: “She did not look old, lying there in
that light, frozen and still. One of the men turned her over
in the snow and I saw everything. My body trembled . . . and
so did my brother’s. It might have been the cold. Neither of
us had ever seen a woman’s body before™ (20).

But before this scene the story of the old woman’s life as a
bound girl, as brutalized wife and mother, as a person totally
isolated from human contact, has been amply told; the boy’s
previous impressions of her during a summer when he had
observed her when he was idled by sickness, make his interest
in her believable; his final view of her as a “feeder of animals”
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is made convincing when he presents it as arrived at “slowly,
long afterward” (22).

Anderson gains credibility for the narrator in the published
versions by carefully detailing his relationship to the old woman,
An omniscient narrator first describes the old woman’s trip to
town on the fatal day as one of many such trips viewed “one
summer and fall” by the boy. Her actions are presented as those
habitual to “such old women” often seen by “all country and small-
town people” but seldom understood by anyone. The use of the
present tense to describe habitual action and of the conditional
in verbs like “may own” and “might spend” is interrupted in the
second paragraph by a specific statement about the boy’s distaste
for liver; now he becomes the central consciousness but the use
of the habitual present continues. “The old farm woman got
some liver. . . .” is inconspicuous in the midst of the habitual
present; it prepares the reader to believe the narrator’s assertion
that he had often observed the old womian. Continued shifts
between the habitual present and the specific preterite are rein-
forced by apparently casual explanations of the narrator’s knowl-
edge both of the woman’s past and of the day of her death. Such
observations as “she got into my thoughts,” “I remembered after-
wards,” “I later knew all about it. It must have stuck in my mind
from small town tales, heard when I loitered about where men
talked,” augmented by conversational tags like “You see,” “Well,”
“Maybe,” and rhetorical questions like “then what would she do?”,
subtly establish the tone of oral narration, of a tale being told.
This tone not only achieves suspension of disbelief but imparts
to the old woman’s story the aura of myth. The detailed narra-
tive of her death becomes part of a larger story; the sense of
strangeness Anderson felt in the Hlinois forest is communicated
through dwelling on the dogs” return to their primordial origin as
wolves, their memory of civilization and perhaps their fear of
death expressed in their interrupting their circlings to come close.
to the old woman, who had stopped to rest against a tree trunk
beside a clearing. Further details about the dogs tearing into
the old woman’s bag of supplies and tearing off her dress “clear
to the hips” prepare for the denouement when the narrator and

his brother “saw everything” and perceived the body of the old .

woman as that of a slender young girl.
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Even such a minor change from “A Death in the Forest” as
omitting any women from the group of townspeople who went
to the clearing, prepares for the climax as ritual: the old woman
is completely alone among men who are reduced to silence by
being in the presence of death and who treat her body with
ritualistic reverence. Later the townspeople make her part of
the community as she had never been in life, by banishing her
husband and son, scapegoats for the townspeople’s communal
guilt for excluding her in life. The young brothers experience the
scene as sexual initiation and as a story to be told; the inability
of the older brother to tell the story properly increases the sense
of its strange effect, which the narrator only later could under-
stand as awe. He remembers the scene as if he had been a spec-
tator of himself, seeing himself among “the men standing about,
the naked girlish-looking figure, . . . the circle made by the run-
ning dogs, and the clear cold winter sky above,” his angle of
vision like that which Anderson had in the Illinois forest sus-
pended on the ‘tree trunk above the clearing. This distanced
perspective of the adult narrator—like that of the tall Abraham
Lincoln standing at Ann Rutledge’s grave—along with new ex-
perience gained over time, enables him to see the woman’s life
and death as a cycle of feeding animal life, a cycle matching the
dogs’ ritualistic circle and representing a return to primordial
origins. Mrs. Grimes becomes the archetype of female experience;
the telling of her story brings her out of isolation into the reader’s
world., The substitution of the title “Death in the Woods™ for
“A Death in the Forest” underlines the mythical dimension.

That such a focus was deliberate is even more apparent when
we examine other comparatively small but important changes
among the three published versions. The version included in
Tar; the shift to a first-person narrator, division into five parts,
and many small changes in wording resulted in a story Anderson
changed little for the 1933 volume. All the changes for the final
version emphasize the mythical dimension. The words “lovely”
and “charming” are added to the description of the body; the
effect on the narrator is emphasized when “with some strange
mystical feeling” is added to the sentence “his body trembled,”
and the words the mind and are inserted in the predicate of the
sentence “something creepy steals over the body.” Significant
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changes occur in the final paragraphs of the story summarizing
what the narrator had gradually come to perceive as the meaning
of the story, which became to him “like music heard from far off.”
In the sentence “The woman who died was one destined to feed
animal life,” the phrase “destined to feed” has replaced “who fed”;
“animal life” has replaced “animals,” preparing for the subsequent
addition of the idea that “She was feeding animal life before she
was born,” a completion of the cycle which ends with her feeding
animal life at her death. Such additional statements by the nar-
rator as “I wonder how I know all this,” “I remember now,” “I
have just suddenly now, after all these years, remembered her,”
and “It all comes back to me now” distance the adult narrator;
dredging up the details from his memory, telling the story, is
like perceiving the archetype. The narrator’s “It is a story” near
the beginning and “A thing so complete has its own beauty”
near the end frame Mrs, Grimes' story, which has become also
the story of the artist’s creation of the “thing so complete.” This
story is “a story teller’s story,” an exemplum of the process by
which the artist crystallizes experience into art.’®

The other stories in Death in the Woods continue to reveal
the creative process; the narrator-persona is confident and un-
apologetic, increasingly involved in the life described. One story,
“The Flight,” shows the necessity of putting aside childish views
if one is to be taken seriously; another, “The Return,” shows the
futility of retwrning to childhood scenes and conditions—of going
home again—in order to find a sense of adult identity. In twelve

stories fixst-person narrators are adult males able to understand

the meaning of events as they learn about or experience them in
a specific environment, whether it be New York, Paris, the
Virginia mountains, or the New Orleans of “A Meeting South.”
The locales are neither typical nor mythical; the narrators are
at home in them, They are also more rational in putting two and
two together in order to find a pattern than is the adult narrator
of “Death in the Woods,” and they rely on others than themselves
for help in the process; they are very good at listening.

Many of the first-person narrators furnish an authoritative
framework for their stories. Anderson had always taken ideas

for stories from what he called “feeders,” people who could tell

him_their stories but could not see their significance or write
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them.’* In earlier collections “feeders” lack reinforcement as
authoritative sources; they are casual acquaintances or unreliable
characters: a “woman met on a train” (“War”)}, “a man” (“The
Other Woman”), “my friend—his name is Leroy” (“Seeds”), a
college professor unable to communicate with his own wife (“The

" Man in the Brown Coat”). “Feeders” in Death in the Woods are

much more reliable. In the three stories about Virginia moun-
taineers, the narrators discourage disbelief by not demanding
total belief. One has lived “for some time” among “These Moun-
taineers,” but does not pretend to understand them when they
reject his pity. Another has been told the story of “A Sentimental
Journey” by a scholar who has become the friend of “a mountain
man, named Joe, a man much older . . .”; the scholar tells the
narrator Joe’s story after first admitting to his earlier belief in
“Romantic tales.” In “A Jury Case” the narrator has most of
his information from a mountaineer who participated in the crime
and who is “something of a dramatist”; the narrator disarms dis-
belief by stating flatly, “His version is, to be sure, all a matter
of fancy,” and by not insisting on the truth of any version.' In
“Like a Queen” a friend tells his story to the narrator after ex-
perience of thirty years has corroborated it; the story gains verisi-
militude when Alice, who is the focus of the story, tells her own
life history. In “A Meeting South” a young poet tells the nar-
rator the “story of his ill fortune” as if he were “speaking of
another”; his command of words wins the narrator's—and the
reader's—belief. Being able to use language appropriate to the
subject is a test for other narrators and “feeders.” In “There
She Is—She is Taking Her Bath,” the first-person narrator calls
attention to his own use of clichés, a step which increases the
verisimilitude of his self-revelation; and in “That Sophistication”
the hostess’s reptition of the word corked each time she pours
out a new bottle of wine for her guests reveals her absurdity. The
narrator of “In a Strange Town” creates a story for us as an
illustration of his techniques; because we know that the widow’s
life he has imagined is fiction, we tend to believe as fact the
narrator’s concluding story about his own experience. Unlike the
persona of “The Dumb Man,” this narrator has found a way to
go beyond his first reaction of sitting “dumbly” upon learning
of his student’s death. Credibility for the narrator’s perception of
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hidden truths about people is gained by repetition, at the begin-
ning and end of the story, of examples of his amazing ability to
hear sounds unheard by those familiar with them.

“In a Strange Town” more directly than “Death in the Woods”
epitomizes the process behind this assured narrative voice. In
his Memoirs Anderson recorded the centrality of this story to
his concept of himself as a writer.’® He tells us that his habit
of wandering in strange towns, immersing himself in a “bath of.
new impressions, of people scen,” often results in mystical self-
loathing which brings him to the point of suicide—“and then
something happens.” This “something” makes “the person called
Sherwood Anderson” disappear. But he does not commit suicide;.
he is able by writing to get “entirely rid of self,” to project the
“darkness,” the “corrupt mass of self.” Even as a child, he had
felt the “selfishness and slickness in me,” the tendency to “control
and use men and women,” had felt the need for salvation, to
which others suggested religion as an answer. Anderson says that
such an answer was not possible to him because he could not
make the total commitment to art that imitating God as the
‘ supreme artist would entail; such a decision is impossible for him
because he is not willing to let “everything else go.” The creative
process described in “In a Strange Town” allows the writer to
make stories without controlling lives; the narrator need not feel
self-Joathing but through his art may achieve a catharsis of
despair and self-centeredness.

The narrator of “In a Strange Town” is a professor of phi-

losophy, “no longer young”; he has fled the familiar in order to.

renew his creativity by making up stories of the lives of strangers
he encounters. He demonstrates this renewal by gradually
imagining the story behind a group of people in the railroad
station: he sees them as “people of no importance” who in becom-
ing mourners have “suddenly become important [as] symbols of
death. Death is an important, a majestic thing, eh?” (145) says
the narrator, who has already shown the townspeople’s sense of
awe as they make a “litle path of silence” for the group. He
“reconstructs” the life of the widow to illustrate his perception
that all lives are similar but that “the little circumstances of no

two lives anywhere in the world are just alike.” From perceiving

the “little odd fragmentary ends of things” he is able to perceive
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the mystery of life in general which he represents in his recon-
struction of the widow’s life. This process of relating the par-
ticular and the general is, of course, appropriate for a professor of
philosophy. Also appropriate to the mature professor is the fact
that when he wanders in strange places he is an observer, not a
participant in life: he no longer picks up women but tries to
escape involvement. “It may be that I am a bit dirty with life and
have come here, to this strange place, to bathe myself in strange
life and get clean and fresh again” (150). Now, he tells us, he is
refreshed. This could be the end of the story if it were meant
like “Death in the Woods” to exemplify the process by which
the artist goes beyond self or if the focus were on the imagined
characters as symbols of death. But the narrator goes on to reveal
that the immediate cause of his wandering to a strange town was
the sudden death of a young woman, his student, whose attention
had flattered him and whose experience had often caused him to
re-experience his youth. Her death has caused him to take this
trip in order to become “more aware,” “more alive”: as in “Death
in the Woods,” a woman and her death have been the inspiration
for a narrator; but his learning process here is the result of
active imagination, of purposefully weaving observed particulars
into a pattern of meaning.

The changes in the narrative voice in Death in the Woods
are paralleled by changes in the attitudes towards women revealed
in the stories, All of them go beyond the suggestion in “A Lincoln
Fragment” and in “A Death in the Forest” that a woman’s death
was more significant than her life because it freed a man from
provincial limitations, though “Death in the Woods™ itself comes
close to this egocentric attitude. Mrs. Grimes’s nobility in suffer-
ing exalts her almost to the dimensions of the mythical suffering
servant who can redeem mankind, but this exaltation is essen-
tially demeaning to the character’s humanity. However much
the reader is inclined to sympathize with Mrs, Grimes’s stoicism,
it is difficult to overlook its inadvertence. Her suffering is that of
a victim; not of an autonomous human being. In other stories
about women who are helpful to men because of their greater
generosity and nobility, Anderson creates more nearly autono-
mous characters, Alice in “Like a Queen” arouses in the narrator
a “great surge of love” when she obtains a gift of a thousand
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dollars to support him in his work, which she tries to convince
him is a source of power. As a young beauty she had given her
lovers something; as an old woman she is still a nurturer, acting
as go-between for rich parents and their alienated children. Aunt
Sally of “A Meeting South™ is like a mother; she saves their nest-
eggs for men who had patronized her gambling and drinking
establishments, more than re-paying them for what they had paid
her for her services. Significantly, Alice and Aunt Sally, though
now old and ugly like Mrs. Grimes, are perceived as beautiful
by the narrator, who dissociates them from any preconception
of beauty.

Anderson’s exaltation of women is distilled in Perhaps Women,
a small volume he wrote after months of wandering to observe
the impact of industrialization at the beginning of the Great
Depression, The woodcut Anderson commissioned for the frontis-
piece of the volume shows a strong woman on an impressive
steed leading a small man on a nag; Anderson felt that his friend
Lankes caught exactly the meaning expressed in the volume.
But the repetition of “Perhaps Women” as the title of three
separate sections within the book emphasizes the perhaps;
Anderson sees women as potentially strong leaders of men but
is not sure that they will actually become saviors. In fact, he
feared that women, especially as consumers, might contribute to
industrial man’s castration; and he recognized that women too
might stand in need of salvation. In the concluding section, “A
Cry in the Night,” he suggests that the factory women’s calls to

men may become only parts of a game, greeted by “an outburst.

>

of laughter from many women, ironic laughter.” In spite of such
doubts, the narrator persists in suggesting that women, because
of their biologically-caused tenderness, may be able to bring back
to life men deadened by their roles in industrial society.

Other stories in Death in the Woods show men’s weakness
and consequent need for the saving grace of women. Males who
view women primarily as sex objects are shown to be foolish, if
not vicious. The absurdly jealous narrator of “There She Is—
She Is Taking Her Bath” ironically reveals his foolishness while
defending-his suspicions that his wife is committing adultery;

the reader easily perceives the innocence of the wife who is

merely taking a bath—symbolically renewing herself. The nar-
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rator in “The Lost Novel,” shocked by the injustice of a novelist’s
perception of his wife as an object to be abused and used for
literary purposes, perceives the novelist’s self-deception. The nar-
rator in “The Return” realizes that casual sex is no longer signifi-
cant or even possible for him and that his marriage for the sake

* of professional advancement has been sterile. The difficulty men

have in learning such lessons is wryly shown in “The Flood,” in
which a professor of philosophy intent upon finishing his life-
work on values succumbs for the second time to marrying a
frivolous woman. Although the woman in the story is not admir-
able, she is a tie to life more important than professional achieve-
ment. In these stories the women are more than objects; they
have lives of their own and men must accept them as they are.
In them Anderson moves away from exaltation of woman as a
mythical creature to a realistic view of women sharing men’s lives.

Two stories go further to show women as actively initiating
involvements that will benefit men. “Why They Got Married” is
a playful story in which a married couple tell the story of
their courtship to an interested observer; both acknowledge the
woman’s skill in winning the man’s love and his parents” approval,
and credit her with their present happiness. As co-narrator as
well as wife, the female character is on a part with the man; both
relish the story of the wife’s manipulation of her in-laws so that
“marriage sure seemed like salvation to them” (268). In “Another
Wife” a widowed doctor is happy to marry a woman who has,
without regard to local mores, pursued him. The doctor realizes
that his view of her as surrounded by admirers and therefore too
good for him has been a stereotype, and he sees her as a person
with her own specific life history, a unique identity, She is admir-
able, worthy of his love, and able to renew his self-confidence
and vitality, but she is not above him on a pedestal. Through his
new insight about her the doctor is able to end his own brooding
introspection. In this last story the change in attitude toward
women is accompanied by a significant change in the male
character’s view of himself,

In “Brother Death”™ Anderson went beyond perception of
women as sharers of experience with males upon whom the stories
focus; he uses a creative and wise female as the central conscious-
ness.®* No narrator intrudes between the reader and the charac-
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ters. An assured but unidentified voice paints the scene and de-
scribes the characters before focusing on Mary Grey. Unlike
the young boy in “Death in the Woods,” Mary is already mature
at fourteen. At the time the incidents of the story begin . . . she
was both a child and a grown woman. The woman side of her
kept popping out at unexpected moments” (273), and she and
her younger brother Ted understand life better than their elders.
Like the narrator of “Death in the Woods,” Mary does perceive
the events of her childhood more completely when she grows up,
but she never shares his naiveté. So sure is she of the validity
of her own perceptions that she guards Ted, who has a heart
ailment which they all know will soon kill him, from the over-
protectiveness of the rest of the family, and stands up to her
mother who spoils Ted’s joy in life with her warnings. Mary and
Ted both perceive that the very imminence of his death warrants
his risking all for joy; embracing “Brother Death” is the only way
for Ted to live. Later Mary realizes that living Ted’s way, risking
all for joy, is the only way to aveid “the more subtle and terrible
death” in life that is the choice of their older brother who sacri-
fices his independence to share in the materialism and success of
his parents.

In making his mature voice a female, Anderson has blended
his perceptions of the artist and of woman. It is not only the
male free to roam—often freed by woman's sacrifice—who has
“glimpses” that can become stories; woman living her life can

have and fight for creative insights. Mary’s wisdom coincides
with the motto Anderson ascribes to Socrates as the ultimate .

wisdom: “Not life but the good life” and to Anderson’s choice
for the inscription on his grave: “Life not death is the great
adventure.”® . Death in the Woods moves from a mythic view of
woman and of the artist’s quest to a definition of the good life,
of the kind of success Americans need to substitute for the mate-
rialism that has blighted the fulfillment of their heroic quest for
meaning.

In “Brother Death” Anderson goes beyond the kind of realism
in which abstractions reveal meaning,?® beyond myth which
evokes “a connotative style approaching the idiom of poetry.”

It is significant that Professor Tony Tanner, who found Anderson .

not only incapable of but opposed to rational analysis, focuses on

Sherwood Anderson’s Death in the Woods 89

Winesburg, Ohio for his examples.® Tanner epitomizes what he
considers Anderson’s childlike refusal to discriminate among
random details in order to find the general behind the particular—
his refusal to reason—by citing from Tar the child’s concept of
God as juxtaposed with his sensation of straw tickling his belly
and the statement “There’s a lot to think about you can never
really think about.” “Brother Death” opens with a statement that
two oak tree stumps were to two children “objects of wonder.”
But their wonder is no passive awe, no mystical feeling. Soon
after seeing the trees cut, the two children start “wondering”
ab0}1t them, attempting to understand the event, to find reasons
for it, to integrate it with their previous knowledge. They suggest
that perhaps the stumps had bled, as they imagined the stump
?f an armless man they had seen must have; they argue over this
idea, the girl insisting that a woman could have had an armless
stump, so that the trees” experience could be compared with that
of a woman just as well as with that of a war hero. Mary’s “Why
not? I'd like to know why not?” sets the keynote of the entire
story in which the tree stumps become a rich symbol. She would
like to have verified the hypothesis by touching the tree stumps
to see if they were warm, but it is too late for that experiment‘
since she and her brother ran away “just as the trees fell.” In the,
rest of the story they do not run away from experience; they
escape into reality. Their escape is based upon the fact, the sure
knowledge that Ted must soon die. The special bond’ between
them because they accept the implication of their knowledge is
‘\:eriﬁed by everyone who knows them; they are perceived as being
too serious” for childhood and they do not fit the romantic
stereotype of the inmocent, the ignorant child. It is the adults
wl}ose “recognition wasn't very definite”; Mary’s sense of “some-
th}ng concerning her brother Ted” is not the result of an intuitive
glimpse but stems from a reason, her knowledge of his condition
and her rational facing up to its implications.

It is significant that Mary is not merely a passive observer of
her brother’s life and death; she participates in them, initiates
action, though Ted too “was imaginative and could think, of plenty
of risky things to do.” The children’s actions are connected
purposive. Far from being passive, they create and re—creat(;
their own world daily; “being in their own created world, feeling
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a new security there, they could suddenly look out at the out-
side world and see, in a new way, what was going on out there
in the world that belonged also to others” (282). They do not
perceive the world as isolated details; they do not intuit some
mythic world behind the perceived details. They create their
own reality and use it to perceive the objective reality of others.
The two children are reasoning; they are Man Thinking, inducing
and deducing. The narration goes on to give the facts about the
cutting down of the trees, about the irrationality and tyranny of
the father who has ordered them cut, the ineffectiveness of the
wife in trying to get him to change his mind, about the submis-
sion of the older son Dan after a brief rebellion against his father’s
will. The stumps can be taken to stand for the sterile lives of the
father and son who make material success their goal, a living
death far worse than the real death Ted experiences. They can
be perceived just as physical facts without either the anthro-
pomorphic meaning the two children suggest or the symbolic
meanings of the struggle between father and sons or between
the two sons, one literally dead and one metaphorically so. The
stumps are a true symbol, open-ended in their meaning; Anderson
has resisted the imposition of his own view of the world or that
of characters in the story. Hach reader must create his own
reality. In going beyond the authoritative voice of other narrators
in Death in the Woods, Anderson anticipates the modern critical
view of the need for readers to participate in the creation of a
text.

Anderson’s change from the paratactic style Professor Tanner
considers his hallmark. Compared with the first two hundred
words of “Death in the Woods,” the opening of “Brother Death”
is clearly in a hypostatic style. It contains almost twice as many
subordinate clauses, one-third as many simple sentences; the
average number of words per sentence is 15.4 compared with
11.8 for “Death in the Woods,” a significant difference when linked
to the preponderance in the latter of compound predicates joined
by the paratactic and and in the former of participial embedding.
One-line paragraphs found in “Death in the Woods™—there are
nine—as portentous statements of simple narrative facts are used
in “Brother Death” only for dialog; just a glance at the story

Even a partial analysis of the style of “Brother Death” shows )

:
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establishes the paragraph length as much -greater than that of
any other story in Death in the Woods, the main reason being
for continuous narrative. The style is also different in that it lacks
the vagueness of “Death in the Woods™ about the old woman as
“one of those,” “such a,” one seen by all but unknown by any

* “Brother Death™ opens with the fact “There were the two oak

stumps” ( Anderson added oak in revising an earlier version) and
within four sentences begins direct discourse between the two
children who exchange ideas, even argue about the stumps.

The continuity of action in the story belies Anderson’s fictional
view of the writer’s technique as the piecing together of isolated
incidents, of understanding the general through erratic glimpses
into the lives of others. The narrator of “Brother Death” knows
the history of the land and the people in the story; he gives us
details of the cutting down of the trees and the children’s death-
defying activities, but neither the trees nor the death of the
younger brother becomes the focus of the story. Like “Death in
the Woods,” the story is beauntiful because of its completeness.
But it is not a completeness imagined by an observer of someone
else’s life; it is a completeness experienced by the characters.
Their concept that death is the accompaniment, the fulfiller of
life has the authority of direct truth, not of myth. The narrator
of this story is no naive observer of life; he has gone beyond won-
der to understanding. '

“Death in the Woods” is probably Anderson’s greatest story
in the style of his early writing, his greatest achievement in
mythopoesis. In it he resolved the dichotomy between the ob-
server and the observed by absorbing the external world into the
mind of the observer. In the volume Death in the Woods he
undercuts the authority of an observer as creator of the observed
world by showing the absurdity of egocentricity, by increasing
Ehe credibility of other observers (his “feeders”), and finally, in
Brother Death,” by allowing the meticulously reported details
observed by the narrative voice to constitute the story, a story not
about writing a story but about living a life. Perhaps this shift
is the effect of Anderson’s fully releasing the woman within him-
self. The old writer of “The Book of the Grotesque” felt that
his creative force was a young woman within him, “wearing
a coat of mail like a knight”—ready to go outand seek adventure.
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In “Brother Death” a young woman wise beyond her years creates
the meaning of her brother’s life; she leads him not be?ause of
superior strength and nobility like the woman of 'Lanke_s 5 wooc?—
cut for Perhaps Women but because of sympathetic sharing of his
life. In Mary Grey the voice of Sherwood Anderson expresses the
wisdom learned by living; “Brother Death” is a fitting climax to
Death in the Woods.

University of Massachusetts-Boston
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concept into myth,” contrast with the techniques of “such contemporary
naturalists or realists as Dreiser or Lewis.”

. See the letter to Paul Rosenfeld referred to above, Letters, p. 292,
.~ One of the main foci in Winesburg, Ohio is the death of George Willard’s

mother; in fact, David Stouck considers death “a persistent preoccupation”
in Anderson’s work, though he does not discuss Death in the Woods per se;
see his “Winesburg, Ohio as a Dance of Death,” American Literature, X1, VIII
(Jamuary 1977), 525-42. In the first selection in The Triumph of the Egg,
the tale the “dumb man” could not tell was that of the relationship of a
woman fo four men, one of whom “may have been Death;/The waiting
eager woman may have been Life.” The long story “Unused” from Horses
and Men is about a young boy’s first view of death; he sees the bloated
distorted body of a woman who had committed suicide because she could
find no man who could accept her proffered love,

. Introduction, Perhaps Women (New York, 1931; rpt. Mamaroneck, N.Y.,

1970). For Anderson male impotence was not just a sexual but a total failure,
essentially a failure to be an individual. To him women represented not
just sex but the sense of life. For more detailed considerations of Anderson’s
view of women as a civilizing force, his debt to Henry Adams and rejection
of Freudian formulas, see Rex Burbank, “The Artist as Prophet,” pp. 107-23
of his Sherwood Anderson (New York, 1964), and Frederick ]. Hoffman,
[“Anderson and Freud”], rpt. in the Ferres edition of Winesburg, OHio,
pp- 309-20. In a study Limited to Anderson’s short stories, William V. Miller
links Anderson’s life experiences with women to his artistic view of them
as idealized but limited to their biological roles. Miller points out as a
“new note . . . the objectivity, the irony, and the narrator’s [comparative
objectivity]” in a story of 1936 but fails to find the evidence for this new
note that I believe exists in Death in the Woods, See Miller's “Barth-Mothers,

Succubi, and Other Ectoplasmic Spirits: The Women in Sherwood Ander-
son’s Short Stories, Mid-America I (Fall, 1973), 64-81,

. For dates of publication of the stories, see Sherwood Anderson: A Bibliog-

raphy, ed. Eugene P. Sheehy and Kenneth A. Lohf {Los Gatos, Cal,, 1960).
Of the sixteen stories in the volume, four were published for the first time
in Death in the Woods: “Like a Queen,” “That Sophistication,” “The Flood,”
and “Brother Death.” For all the stories but “Death in the Woods” and
“Brother Death,” Anderson seems to have used the writing habits described
by Phillips for Winesburg: he frequently changed single words but seldom
whole paragraphs or the original narrative order. The stories with previous
magazine publication, except for “Death in the Woods,” were almost un-
altered for the volume, Anderson’s shaping of the volume depended largely
on the arrangement of the stories and the fnal writing of “Brother Death.”
None of the stories can be specifically linked to incidents which must have
deeply influenced his ideas about women and about death, such as the
death by suicide of his second wife, Tennessee Mitchell, in 1929, her body
discovered in her apartment several days afterwards; and the lonely life
and death (1927) of his youngest brother Earl who never found a woman
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to rescue him. But Anderson does explicitly credit his fourth wife, Eleanor
Copenhaver, whom he married shortly after Death in the Woods was pub-
lished and with whom he was traveling when he put the volume together,

with “awakeming in me again the desi

re to participate in life at any cost.”

See his letter to Paul Rosenfeld, Letfers, p. 292,
8. See Michael Fanning, France and Sherwood Anderson: Paris Notebook,

1921 {Baton Rouge, La, 1978}, pp.

82-85, for what Fanning thinks may

be Anderson’s first attempt at “Death in the Woods.” “Father Abraham:

A Lincoln Fragment” appeared in The

Sherwood Anderson Reader, ed. Paul

Rosenfeld (Boston, 1847), pp. 530-602; Rosenfeld thinks the piece may
have been alluded to in a letter of 1925, and there is a reference to “working
on Lincoln” in a letter of April [1924] to Jerome and Lucille Blum (see
Sherwood Anderson: Centennial Studies, ed. Hilbert H. Campbell and
Charles E. Modlin [Troy, N.Y., 19761, p. g). “A Death in the Forest” was
edited by William V. Miller as an appendix to Tar: A Midwest Childhood,

ed. Ray Lewis White {Cleveland, 1
Death in the Woods was published

969). The first and only edition of
by Horace Liveright in New York;

the volume appeared on April 8, 1933, in the depth of the depression, and

Liveright went out of business a mo

th later. This fact may account for

the scarcity of reviews elicited by the volume--there were only seven—and
the scarcity of subsequent attention, though precccupation with Wineshurg,
Ohio as Anderson’s most important if not only significant work was’ also a
cause of neglect of the volume. All quotations from the story are from the
1933 final version in Death in the Woods except when specific reference is

made to one of the earlier versions.

9. A Story Teller’s Story (New York, 1924), pp. 122, 121

10. Memoirs, ed. Ray Lewis White (Chapel Hill, N.Y., 1969), pp. 425-26. In
the Frst edition of the Memaoirs (New York, 1942), the incident appears as
part of Book 1V, The Literary Life, entitled “Old Mary, the Dogs, and
Theda Bara,” pp. 306-12. The specificity of the title makes the incident
seem biographically credible; if it occurred, it would have had to be between
1920-22, according to Professor Walter Rideout, who kindly gave me this
information in a letter dated February 3, 1978.

11. Anderson had long been fascinated by Lincoln and identified himself with

him. See David D, Anderson, “She

rwood Anderson’s Use of the Lincoln

Theme,” Lincoln Herald, LXIV (Spring 1961), 28-32, Lincoln’s mysticism

Sherwood Anderson associates with
summer afternoons” (“A Lincoln Fra

his “being alone in the forest on still
gment,” p. 567). The fact that Ander-

son added a comment about the eruelty encountered by bound children
to the 1933 version of “Death in the Woods” indicates that the Lincoln story

may hav

e been in his thoughts at the time, though his own fictionalization

of his mother’s life as a bound girl may have been uppermost in his mind:

see A Story Teller's Story, p- 7.

12. The town as Anderson’s mythopoetic creation is discussed by Professor Spencer
in part three of the article cited in n. 3 above.

18. Many critics have seen the focus on

the artist as the center of the story; see

Jon 8. Lawry, “Death in the Woods' and the Artist’s Self in Sherwood

Anderson,” PMLA, LXXIV (1959),
Artistic Dimensions of Sherwood An
in Short Fiction, 1V (Spring 1967),

306-11; and Sister Mary Joslyn, “Some
derson’s ‘Death in the Woods',” Studies
959.50. Professor Mary Bohrherger has
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SHERWOOD ANDERSON'S MANY MARRIAGES:
A MODEL OF THE MOST PERILOUS JOURNEY

Mia KiEn

We shall not cease from exploration
And the end of all our exploring
Will be to arrive where we started
' And know the place for the first time.
T. S. Eliot, Four Quartets,
“Little Gidding”

The final belief is to believe in a fiction, which you
know to be a fiction, there being nothing else. The
exquisite truth is to know that it is a fiction and that
you believe in it willingly.

Wallace Stevens, Adagia

The most universal and the most perilous ]:ourney that the
human creatures must undertake is that from childhood to .adiﬂt;
hood. Many cultures have devised rituals to ma..rk the'arnva ad
adulthood, and the adult assumes rat.her s;l)e'mﬁc bulden.s alil
responsibilities and enjoys rather specific px.lv.llege.s. Yet 151 t'1e
American culture—as seen perhaps most v1v1fily in the ?tm;
of our most respected writers (another essay n.nght concerz& 1tsl.;31
with our political behavior)—this journey is at least doubly
problematic. .

First, the protanogists in American fiction se‘l‘dom seem ’;0 stop
being “children.” Leslie Fiedler has noted that one of t'he actors
that determine theme and form in our great books is this strategy
of evasion, this retreat to nature and childl?.ood 'wllnch rrf]a;kes. E}lt
literature (and life!) so charmingly and infuriatingly cl)ylsf.
I am certainly struck by the persistent recurrence of searches 05
“tathers” and mothers,” immersions in nature and fantasy, an
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failure or absence of genitally organized sexuality every time I
teach nineteenth- and twentieth-century American authors, Exam-
ples are readily available in the works of authors such as Poe,
Hawthorne, Cooper, Hemingway, Kerouac and Barth. Our litera-
ture continually deals with the fantasies and fears of the child,
but—through the disguises of art, to one degree of success or
another—makes them palatable to the mature reader.

Second, the whole concept of childhood’s being a separate
place and of adulthood’s being a separate place and of its being
desirable to make the journey from the one place to the other is
a tenuous concept at best. It may be that we too readily accept
the notion of a clear severance between the child and the man or
woman and too readily equate genitally organized sexuality with
maturity., The journey may not be a horizontal, linear one—how-
ever crooked—from one place to another, but rather a vertical,
circular one from a simple and wholly sensual experience of the
flavor and content of childhood up or down, in or out, around
and back again to the same place with a heightened appreciation
or fuller sense of the same flavor and content. (See Tony Tan-
ner’s discussion of this matter in The Reign of Wonder: Naivety
and Reality in American Literature.) When one says to a forty-
year-old boy or girl, “Grow up,” one means, I think, “Stop your
damn suffering.” Adulthood as a place to be arrived at is a
fiction which too few recognize as a fiction, and thus they take
it too seriously and refuse to arrive, or they take it too seriously,
submit to arriving, and suffer. Perhaps the mature individual
willingly accepts childhood-adulthood as a fiction and enjoys
it-them without ever refusing to accept the responsibilities of
maturity or relinquishing the spontaneity and capacity for fantasy
of immaturity.

Sherwood Anderson’s fourth novel, Many Marriages (1923),
clearly illustrates the American protagonist’s tendency to remain
a “child,” to undertake the perilous journey to “adulthood” and
to end up back where he began without growing, without coming
to “know it for the first time.” Better writers than Anderson have
portrayed this phenomenon, and it is no more a kind of pathology
in him than in others. In Winesburg, Ohio Anderson succeeded
in making the fantasies and fears of the child palatable to mature
readers, but rarely did he succeed elsewhere, In the case of Many
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Marriages, the work of art 4s less than the psychology it affirms.
Yet Anderson’s novel provides an extraordinarily lucid example
of this journey pattern in American fiction. It most certainly pro-
vides a map of the journey undertaken by the protagonists in
every one of Anderson’s seven novels and in his own life as
reflected in his three fictional autobiographies.

John Webster, the protagonist of Sherwood Anderson’s Many
Marriages, realizes one day in his thirty-seventh year that he
has begun to think and act strangely. His mind has begun to
produce fanciful phrases and images, and his behavior—retwming
from the factory at unexpected times, running bareheaded down
a grassy way in the town, falling in love with a young secretary—
surprises even himself. The rather quiet manufacturer of washing
machines in a Wisconsin town begins a nightly ceremony. In his
corner bedroom, which connects with both his wife’s and his
daughter’s bedrooms, he nightly undresses and paces back and
forth in front of a dresser which he has decorated with a little
picglre of the Virgin and with two candles in candlesticks with
Christ on the cross on them. :

Webster hears voices in his room that sound so loud to him
that he is surprised they don’t awaken the others in the house.
On evenings when he is unable to sleep, he goes for a walk. He
knows he is arousing the suspicions of the citizens:

Sometimes he met a man homeward bound and as they
passed the man looked at him with surprise and something
like distrust in his eyes. He walked past and then turned
to look back. “What are you doing abroad? Why aren’t
you at home and in bed with your wifef” the man seemed
to be asking.

At one point Webster asserts, “I have no doubt I am insane.”
We are later_told that Webster’s wife and daughter, when they
have responded to his gesturing and come into his bedroom,
think he is “completely insane.”

Insane as Webster may appear, I believe his experience is
more accurately seen as a revolt against the corruption of his
authentic humanness. In The Politics of Experience R. D. Laing
discusses the notion that a man can free himself from a society
that is deranged by inventing a strategy of liberation, by launch-
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ing himself, or being launched, on 2 journey into the inner space
and time of consciousness to undergo a rebirth. A primary
derangement of our culture, again, concerns the sharp distine-
tion drawn between childhood and adulthood. “Rebirth” would
allow the -adult to rediscover his essential nature and become a

- responsible, open individual in the fullest, best sense.

Laing calls this journey the transcendental experience, an
experience that “sometimes [the emphasis is his] break[s] through
in psychosis.” Laing believes the experience he describes is a
version of the egoic experience of all religious and existential
philosophies, and he calls on society to “set up places whose
express purpose would be to help people through the stormy
passages of such a voyage.” Let it be noted that I share Lionel
Trilling’s dissatisfaction with Laing’s assigning to schizophrenia
“an etiology of ultimate simplicity” and with his belief in “an
upward psychopathic mobility to the point of divinity.” But I
share, too, David Kleinbard’s enthusiasm for Laing’s usefulness
to the reader of literature. Kleinbard writes, “In its freedom from
technical jargon [Laing’s] experiential language lends itself read-
ily to the elucidation of literature.” I suggest that Laing’s concept
of liberation through transcendental experience provides an en-
trance into John Webster’s experience in Many Marriages, our
model of the most perilous journey. ’

Early in Many Marriages, John Webster eats a lunch and then
for the first time in twenty or thirty years, realizes that he has,
eaten his lunch without joy, has stuffed the food into his body
without really tasting it or smelling it. It had been different when
he was a small boy. His senses then were joyously alive. A farm
woman with strange, strong-looking hands had come driving an
old grey horse and bringing fruits and vegetables to be put away
in the cellar. All his senses and his boyish imagination had savored
the vision and the fragrance and the mystery of the strange place
from which the woman and her treasures had come. Now Web-
ster finds he is again noticing “every little thing” about him. In
Laing’s terms, he is beginning again “to experience the world
afresh, with innocence, truth and love:” he is rediscovering not
only the content but the flavor of childhood.

Webster imagines that if people would only discard their social
trappings, an infinity of new relationships would be possible and
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some still-to-be-discovered senses might be revealed. Laing
includes in his list of the social “things” that unite people and at
the same time separate people “our different perspectives, educa-
tions, backgrounds, organizations, group loyalties, affiliations;
ideologies, sociceconomic class interests, temperaments.” These
social “figments” are what Webster, in a metaphor reminiscent
of Swift, Carlyle and Thoreau, thinks of as the clothes men wear.
Therefore it becomes important to him that he perform his nightly
ceremony in the nude—he wants to meet his wife and daughter
in as pure and clean a condition of his humanity as possible.

I haven’t been liking this room or the clothes I wear. Now
I have taken the clothes off and perhaps I can in some way
purify the room a bit.

. . The clothes he habitually wore and that he had
learned to dislike because they had been made not for
himself, but for some impersonal being, in some clothing
factory, were hung away, out of sight, in the closet.

Webster's fellows lead lives of quiet desperation. The condi-
tion, their “normaley,” is characterized by Laing as “the condition
of alienation, of being asleep, of being unconscious, of being out
of one’s mind.” Webster composes a series of extended metaphors
to describe his wife’s normalcy. She lives, he imagines, behind a
wall where the light of life is dim. She floats or sinks in an ocean
of silence. She keeps a heavy iron lid on the deep well that is
within her. Each of Webster’s metaphors speaks of a desperate
effort to achieve order in one’s life, to avoid life—especially the
life of the unconscious—because life can bring confusion, pain,
and death.

In every human body there is a great well of silent thinking
always going on. . . . There is a deposit of thoughts, of
unexpressed emotions, . . .

There is a heavy iron lid clamped over the mouth of

" the well. When the lid is safely in place one gets on all

right. . . .

Sometimes at night, in dreams, the lid trembles, but no
one knows about that.
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Webster’s view, his healthy, anti-social insight, is that the
unconscious may also be the reservoir of that in man which is
authentic, physically and spiritually fulfilling, good. Forced to
stay in the well, thoughts and impulses may become frustrated
and diabolically threatening, yet the same thoughts and impulses,

if allowed to come out into the light of day and find expression,

may become beautiful.

Webster understands how fiercely society clings to its standard
of normaley. He knows that he is upsetting things by becoming
“insane in a sane world or sane in an insane world,” and he is
fearful of being locked up in an asylum before he can complete
the ceremony in his bedroom. He knows that society accepts
those whose alienation resembles its own and rejects and even
punishes those whose alienation is out of step. Webster explains
to his daughter, Jane, “‘My being here in this room with the
Virgin and without any clothes, the strangeness of all this will
make you think me insane. Your mind will cling to that thought.
It will make you want to cling to that thought.’ ”

Webster comes to understand that “If you love in a loveless
world you face others with the sin of not loving.” Living behind
a wall and therefore, in a kind of perverse self-defense, preferring
life behind the wall, society identifies, marks, and eliminates
individuals who try, in Thoreau’s terms, to “live deliberately, to
front only the essential facts of life, and see if [they] could not
learn what it had to teach, and not, when [they] came to die,
discover that [they] had not lived.” Like Thoréau, Webster
believes,

When one comes right down to it accomplishment is not
the vital thing in life. . . . Men and women either spend
their lives going in and out of the doors and houses and
factories or they own houses and factories and they live
their lives and find themselves at last facing death and the
end of life without having lived at all,

Something in Webster insists on being allowed to live and
refuses to submit to the tyranny of the social system. As a man,
he feels the need of a woman; his wife will come to him only
reluctantly and bought women make him feel mean and unclean.
He feels the need of spiritual significance in his life, but in order
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to be successful as a washing machine manufacturer he must try
to crush out his dreams, for if he were really to entertain his
dreams he would find it impossible to perform convincingly
the “success” role as defined by society. His is precisely the
“position of checkmate” which Laing describes: “He cannot make
a move, or make no move, without being beset by contradictory
and paradoxical pressures and demands, pushes and pulls, both
internally from himself, and externally from those around him.”
 Facing unacceptable alternatives, Webster goes crazy. Insane
as his outward behavior may appear, however, his experience is
more accurately seen as an entirely appropriate rebellion against
a living death. “If the formation is itself off course,” Laing has
shown, “then the man who is really to get ‘on course’ must leave
the formation.” Webster's body is now 2 house whose doors and
windows, after twenty or more years of being locked, have been
thrown open and whose interior is getting a house cleaning.
Thinking of his body as a house leads him also to imagine it as
a town, a city, or a world—a space into which he himself and
others might enter and travel in. The metaphors reveal that
Webster is inventing a strategy aimed at expanding the possi-
bilities of self, at realizing his authentic humanness in all its
dimensions. ‘ :
Webster's medium of travel into inner time and space is his
fancy, his imagination, his capacity for reverie. On one level his
flowering fancy both frightens and shames him. Laing writes that
“fantasy as encountered in many people today is split off from
what the person regards as his mature, sane, rational, adult experi-
ence. We do not then see fantasy in its true function but experi-
enced merely as an intrusive, sabotaging nuisance.” Webster
describes how he once adopted society’s disapproval of his active,
boyish fancy, and numerous times he unself-confidently recognizes
the likelihood that he will be judged mad and the possibility that
the entire experience is self-deceiving and dishonest or even fatal
to those who are his innocent victims. At one point in the novel,
Webster walks down the middle of a railroad track while he is
busily fantasizing and narrowly misses being run over by a train.
At the same time, Webster is aware of his fancy’s immeasurable
potential for giving pleasure. Laing describes the true function
of fantasy: “Fantasy - . . is always experiential and meaningful;
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gnd, if the person is not dissociated from it, relational in a valid
way.” Madness, or travel into inner space and time by fancy,
“need not be all breakdown. It may also be breakthrough. It is
potentially liberation and renewal as well as enslavement and
existential death.” Webster philosophizes that “a man’s fano%fr,

~ the creative thing within him, was in reality intended to be a

healing thing, a supplementary and healing influence to the work-
ing of the mind.” He sees infinite possibilities for transcending
With’the fancy the limitations of both one’s socially-defined and
one’s divinely-prescribed humanness, “A life-giving thing has
been given to me,” he tells himself. If he is insane, he hopes only
that he shall remain so because he is clearly getting more joy
out of life and feeling more love for his own self than the so-called
sane people. He is determined that his shall be a “purposeful
insanity.”

Laing describes the phases in the healing journey into one’s
sglf:‘ the journey is experienced as “going further in,” as going
back through one’s personal life, in and back and through and
beyond into the experience of all mankind, of the primal man,
of Adam and perhaps even further into the beings of animals,
vegetables and' minerals.” Webster’s journey is experienced
primarily as“going back through one’s personal life,” as a chrono-
logical regression, as an effort to return to earlier, happier
moments in order to attach himself to them, as an effort to
return to the source of self in order to be reborn into a more
satisfying life. 'What Webster wants is to recapture the perfect
moment of total purity that he had experienced with the girl who
was to become his wife and who for the moment had acted spon-
taneously and openly. He wants to recapture that perfect moment
and, this time, to allow himself to be renewed by it. “ ‘O, had we
only know how to live up to that moment’,” he laments to his
daughter as he is recalling it—in vivid detail—to her. He de-
scribes to her his boyhood, and life-long dream:

“It is a moment. The most unbelievable thing happens.
There is a clock on the wall and it has been ticking, ticking,
running out the span of your life and the lives of all the
others. Qutside the room, in which this remarkable scene
tak.es place, there is a street with the activities of the street
going on. , . .
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“And suddenly all is stopped. It is a fact. On the wall
the clock stops ticking, moving trains become dead and
lifeless, people in the streets, who have started to say words
to each other, stand now with their mouths open, on the
seas winds no longer blow.

“For all life everywhere there is this hushed moment
and, out of it all, the buried thing within you asserts itself.
Out of the great stillness you step and take the woman
into your arms. In a moment now all life can begin again,
but after this moment all life forever will have been colored
by this act of your own, by this marriage. It is for this
marriage you and the woman were made.”

Webster describes the transcendental journey to a zero point, a
point of stopped time, a point that is the end of everything and
the beginning of everything, the point at which the individual
begins the return trip.

Anderson insisted in his memoirs that the relationship between
Webster and his daughter during the ceremony in the father’s
bedroom is completely pure:

I called my book Many Marriages, meaning to convey the
feeling of contacts among people, of the flesh and not of
the flesh-—something deeply of the spirit that nevertheless
has the flesh in it.
The book was not understood. When it was published
-1 was widely cursed for it. There was a scene between a
father and daughter that was taken for incest.
What stupidity. It hurt me deeply when it happened.

But despite Anderson’s insistence and despite Webster’s belief
that his purpose is “to startle her, if possible, into a realization of
the fact of [the inner] life,” their encounter is inescapably sexual
“He came again to sit beside her and as he talked boldly put his
hand on her leg.” Then, “he took his hand from his daughter’s
leg and touched her cheeks and then her hair. He was frankly
naking love to her now and she had somewhat fallen under his
influence. He reached down and taking one of her hands held it
tightly.” Jane does respond. “In 2 way his daughter had given
herself to him as he had given himself to her. There had been a
kind of marriage, that he realized. ‘I have been a father as well
as a lover, Perhaps the two things cannot be differentiated’.”
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Judging from the following dramatic moment in the bedroom
ceremony, I think it is highly likely that Webster’s unconscious
purpose is to accomplish a physical union with his daughter:

“I'm dammed. I'm crazy as a loon,” he thought. He had
suddenly a ridiculous desire to begin singing a silly refrain
that had just come into his head.

Diddle de di do,
Diddle de di do,
Chinaberries grow on a

Chinaberry tree.
Diddle de di do.

And then his fingers, fumbling about in his pockets, came
upon the thing he had unconsciously been looking for. He
clutched it, half convulsively, and went toward his daugh-
ter, holding it between his thumb and forefinger.

Though he talks about wishing to recapture that perfect wed-
ding moment with his wife, what Webster is actually doing is
courting and trying to achieve a wedding moment with his
daughter who is, alter all, more responsive. This father-daughter
“incest” fantasy is Webster’s first effort to find an acceptable real-
life substitute for the son-mother “incest” that makes possible a
rebirth to a more fulfilling life. In Symbols of the Mother and of
Rebirth, Carl Jung writes:

The basis of the “incestuous” desire is not cohabitation,
but, as every sun myth shows, the strange idea of becoming
a child again, of returning to the parental shelter, and of
entering into the mother in order to be reborn through her.
But the way to this goal lies through incest, i.e., the neces-
sity of finding some way into the mother’s body.

Webster’s strategy to escape his checkmated position is, in Laing’s
terms, to return to “the womb of all things (prebirth)” so that he
may subsequently travel back from eternity to new mortal time
and life. To avoid the crime of incest, a substitute mother must
be found. Thus Webster's daughter is finally not a satisfactory
mate, nor is the Websters” housekeeper, who, although she indi-
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cates willingness, is likewise too much a part of the family.
Webster must look elsewhere.

Mother figures and forces, to be sure, dominate Webster’'s
experience. He relates intimately to the gardens and to the life
in the countryside—that is, to Mothers Earth and Nature. The
sudden flowering of his fancy and his feeling that he is a budding
artist and his continual creating of metaphors to express for him-
self his own experience reflect his involvement with the Mother
Unconscious who is the seat of fantasy, imagination, impulse.
Most central, however, in his effort to return to his point of
origin—and here we cannot separate the physical and psychic
aspects of his travel—is the Holy Mother. It is the Virgin who
watches over the ceremony and to whom Webster’s thoughts
continually return.

Natalie, the woman to whom Webster pledges his love, is
linked in his mind to the Virgin. This is the crucial aspect of
their relationship. When Webster buys the image of the Virgin
for his ceremonial altar, he thinks, “To tell the truth the figure
of the Virgin looked mnot unlike Natalie. There was a kind of
quiet strength in her.” During the ceremony, “[the Virgin]
looked steadily at him as Natalie might have looked and he kept
smiling at her.” Further, one day early in their relationship,
Natalie herself presents a Virgin image to Webster. He is stand-
ing in their factory office in such a position that her head is framed
by a window. The lumber in the yard outside is “so piled that,
in the soft evening light, the yellow boards made a kind of back-
ground for Natalie’s figure. The sun was shining on the lumber
pile, the last soft rays of the sun. Above the lumber pile was a
space of clear light and into this Natalie’s head was thrust.” The
halo about the head of the Madonna. Webster’s falling in love
with this woman was clearly more a matter of unconscious selec-
tion—the selection of an appropriate woman to be his “mother”—
than of chance.

Quite apart from whatever sexual compatability they might
have, then, there is also a level on which Webster’s and Natalie’s
relationship is that of a son and his mother. Natalie’s maternal
qualities—in Webster’s vision of her—include the fact that she
is pure and clean and has a way of keeping things clear. At their
first embrace, he puts his head in her lap and feels “her broad

A
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strong hand in his hair and on his cheek.” After they become
lovers, Webster and Natalie take long walks through the streets
or into the country nearly every evening. He thinks of her as
having a naturally poetic nature: “She is a strange one. When

~ she does not understand she believes. There is something in her

that accepts life as these trees do.”

What Webster really achieves in his escape with Natalie
from his family and factory and town is a‘' reunion with a mother
who might give him new life. It was all a part of his plan—the
meaning of his madness—a plan fired by his unconscious, by his
creative, healing fancy. His behavior has the appearance of
insanity only in its deviation from the socially accepted normaley.

The fact remains that Webster’s psychic trip has required more
than anything else that Natalie be his mother, and his own
thoughts and doubts reflect the extent to which he has failed
to consider how their relationship might succeed once they have
begun to live together and once his role for Natalie and her
vision of her role in their relationship meet. At the end of the
novel, as they walk to catch the train, John is in a dangerously
impersonal mood, considering the drastic move he is making with
his and Natalie’s lives. “There’s no use. thinking too much about
what I've done. What's done is done,” he says. His attitude is
alternately flippant and philosophical, and it seems to me that
Anderson’s self-conscious defense of or confusion over his own
one~-way psychic journey (some ten years.earlier) is audible in
Webster's question, “Where did a man come out in all thisP
What, in the end, did he think of himself?” Anderson asks us
to believe in Webster’s answer, “I am myself. I am trying to be
myself.” We sense that this individual who has undertaken the
most perilous journey is returning .to the. starting place without
having learned anything.

Bergen Community College



LEO MARKUN:
MRS. GRUNDY'S BAD BOY

WiroaMm F, Ryan

Any discussion of Leo Markun's brief career today has an
unavoidable ring of morbidity. The commentator has only the
mounting impression that his short unhappy life was an absurdly
sad one as well. I have more than once stared over the tall paper
columns formed by the stacks of his many Little Blue Books—a
1920s larder for trunks and attics—and pictured his closing the
file folder on his own life with a shrug.

Leo Markun foretold his own obscurity in a poem he wrote
late in life, and left unpublished. He titled those lines, “I Live
to Plague Unborn Schoolboys,” and jotted in rhyme his bitterness
over the cruel price exacted by generations passing his own grave.
None would know him. He would be “A name to them, a mental
dot” . ..

I was able to read that poem, and several others which survive
only in manuscript, through the courtesy of Leo Markun’s niece,
Mrs. Evelyn Rosenberg, of Boston. Those facts of the author’s
life, recounted here for the first time, were told to me by Mis.
Rosenberg and by Mrs. Louis R. Markun of Indianapolis, widow
of Leo’s cousin. Much of the Markun lore came in a rush on
June 30, 1979, when those women obliged my curiosity in separate
telephone conversations. That afternoon, the mysterious thicket
surrounding Markun’s hidden existence was parted at last.

Leo Markun was boin on March 11, 1901, in New York City,
and grew up on the East Side. He was the youngest of four
children. His parents, Jacob and Dora Markun, were well-to-do
owners of a factory where coats and suits were manufactured.
Eventually the family moved to 801 Ocean Parkway in Brooklyn,
where they remained for several years. The father, Jacob, was a
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Russian Jewish immigrant. The influence of this ethnic heritage
on the mind of Leo Markun is not entirely known.

Louis Markun was Leo’s first cousin. The two were very close
from their big city childhood. Louis would come to fetch Leo

~ from his room for a ball game. He would find the bookish Leo

reading and writing. He was not easily persuaded from his infro-
vert’s pursuits to the Iures of outdoors. Even when he did go
outside, the boy carried a note book.

In 1918, he began undergraduate study at Columbia Univer-
sity. Later he transferred to Harvard College, where he graduated
cum laude in 1922. His degree was in Literature—an S.B., roughly
equivalent to the current Bachelor of Science. In the 1920s
it was a Harvard practice to accord the S.B. to those Humanities
candidates who did not complete a Latin-speaking requirement.!
Markun’s facility with languages other than German dialects is
yet another of the troublesome unknowns.

After graduation, Leo Markun immersed himself in the deep
channel of his craft. He is remembered as quiet, aloof, lonely.
That he would ever have emerged from the buried life he seems
to have chosen is unlikely. Mrs. Louis R. Markun portrayed him
from memory: “Leo Markun had dark hair and wore rather thick
glasses. He was tall, of average weight, not very good looking.
He was not a happy person. Probably he never went out with
girls. His parents never understood him. I don’t think he was
particularly religious—I always considered him an agnostic. He
questioned many things, including the government. And he could
read a book in nothing flat!”

Only his literary ambitions are without question. In a very
short time his name surfaced as a prodigious and ingenious author.
In 1923 and 1925, his book reviews peppered the pages of The
Nation and some of the New York papers. Outstanding among
them is Markun’s review of D. H. Lawrence’s The Captain’s Doll,
in The Literary Digest International Book Review?® “Psycho-
analysis in the fiction of D. H. Lawrence is a civilized thing,” he
wrote. “It serves to explain, not to confuse.”

He passed into a kind of hiatus in 1924. Since the close of
World War I, the Markun clothing business had suffered a steady
decline. The factory was shut down. Toward the end of March,
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Leo and his parents moved to 2832 Park Avenue, Indianapolis.
They lived in this house in the capital city for three years.

Another branch of the Markun family had preceded them to
Indianapolis years before, and had established themselves in ’fhe
motion picture theater trade. Jacob Markun took this profession
as well.

Leo Markun always styled himself a freelance WTitGI:, when
approached by Harvard for the anniversary reports_of h’lS class.
The literary occupation afforded him all of its material disfavors.
It compelled him to live in the home of his parents. Wher'l he
was not in his father’s employ at the theater, he was enshrined
with his books. _

There was time for writing poems. He typed out reams of
them, and many remain unpublished and unread today. Probably
his mind, if not Lis shoes, lapped the miles back to New York
City over and over again. Certainly his heart had never left there.

The Literary Digest International Book Review continued. to
welcome his work. The August, 1925 issue carried his review
of Frances Sim’s critical biography, Robert Browning: The Po_et
and the Man (New York: D. Appleton & Co., 1925). Therein,
Markun faulted Miss Sim for her infatuation with the period of
Browning’s boyish love affairs to the neglect of an insight into
the basis of his couch-side courtship of Elizabeth Barrett—leaving
it an open question whether Robert was bound to Elizabet.h the
woman, or her poems.® This incisive probe into literary history
was a prefiguration for Leo Markun, '

The following month brought his essay on Ha’velock Ellis,
spinning itself easily around an appreciation of Ellis Th.e Danc.e
of Life, published two years before by Houghtor:t Miffiin. T%ns
article, perhaps more than any other in the spare literary remains
of T.eo Markun, serves as a profile of Markun the scholar and
thinker. Tn Ellis he found a model of the psychological artist
who “goes beyond perfunctory definitions, and therefore deali
of necessity with theories which may be partly or entirely false.

The greater portion of the Leo Markun canon was written for
E. Haldeman-Julius’ “University in Print.” A finer author on such

a diverse range of subjects would have been fearfully hard to
find. By H-J’s own telling, Markun came as a great boon, almost
magically. He responded to II-J’s call for a Voltaire in the Twen-
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tieth Century, to be recruited among a roundly positivist and
forward-seeking generation of youthful intellects in the 1920s.
Markun was not the optimist that Haldeman-Julius proved himself
to be. He was a free thinker but that appellation with the capital
“F,” so covetously guarded by the atheist and anticlerical ideo-
logues, was a category he might well have shunned. But in a
handful of years, the young scholar Leo Markun became, in his
Indiana hermitage, the Haldeman-Julius standing authority on
the Sturm und Drang of the human heart and its cyclone swath
through recorded history. His astonishing output of Little Blue
Books with such consistent high quality—and salability, of course
—caused Haldeman-Julius to look back on the record and declare
about Leo Markun, “He was a minor McCabe.”

In his avtobiography, Haldeman-Julius said that he never
saw Leo Markun and knew not a single fact about him. Memory
did not serve H-J as well as it usually did. He claimed that he
first heard from Markun in 1926; actually, that happened one year
previous.

“He sent me a few suggested titles and 12 or 15 words describ-
ing what he wanted each title to cover,” Haldeman-Julius wrote.
“That’s all T was told, but the titles were so attractive that I asked
him to submit Mss., which he did, and each was accepted immedi-
ately. During a period of five year (sic) he submitted 62 editorial
suggestions, all of which I endorsed. He wrote them, submitted
them, and I accepted them without exception. Usually his check
went out the day after his Ms. was received. . . . It worked just
like that. I know it sounds like something out of this world, but
it happened just that way. . . . Remember, the man’s a stranger
to me.”

Haldeman-Julius proceeded, in his autobiography, to list 62
Little Blue Books by Leo Markun. There were, in fact, 12 more
than that—74 in all. The dozen Little Blue Books, somehow
omitted by H-J from the long litany of histories, psychologies,
statistical handbooks, legal-economic treatises, sociological ex-
poses (with sales figures for all), included the very first works

by Markun in 1925, and a significant index to the vast cityscape
of his interests:

820 Max Stirner and the Philosophy of the Individual.
1925.
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840 Conventional Lies of Our Civilization. Max Nordau.
Edited by . . . 1925,
845 An Introduction to Chaucer. 1925.°
1439 Your Intelligence and How to Test If. 1928.
1442 What You Should Know About Graphology. 1929.
1448 Character Reading From the Face. 19297
1449 The Love Affairs of John Wesley. 1929.
1456 A Dictionary of the Social Sciences. 1929.%

Haldeman-Julius neglected, as well, to mention the Markun trans-
lation of Leasing’s Nathan der Weise, issued as one of th’e very
early Big Blue Books.® This work was probably Markun’s only
published book of poetry, and a rare distinction that ITaldeman-
Julius might at least have claimed in his own behalf.

Tt scems likely that Leo Markun sought out H-J] when his best
ideas and arcane literary taste were brushed aside elsewyere by
academic journals and highbrow reviews. His learning, 1}13 essen-
tially poetic sensibility and the fine strokes and loops of lns.wntm.g
style, made of him a truly unique craftsman in the.H-‘] series. 'H1s
mastery of Freudian psychology made his revisionist hlstm.:lcal
tracts stand out as pioneer efforts in the United States, espemall.y
as they were marketed for the mass H-J andience. His symphonic
examinations of depression and psychoneurosis burned a strange
incense to Schopenhauer and foretold his own doom.

He was, regally, an author of Little Blue Books, and permitted
himself time for scarcely anything else. Haldeman-Julius went
into much detail about the astonishing record of his sales of
Markun titles.’® They proved to be harbor lights of populf:}r
learning and radical expression through the tough economic
decade of the 1930s. Markun’s articles in H-J's magazines were
mere précis, and often just window dressing, for a handful of
his pamphlet texts.

To the second issue of the Haldeman-Julius Monthly he con-
tributed “A Note on Chaucer.”™* He was one of the bright stars
of the Haldeman-Julius Quarterly, his piquant psychological
essays spinning off Little Blue Books in very short order.lz. To
The Debunker and The American Parade he penned the bristly
expose that became Little Blue Book No. 1709 The White Slave

Traffic, in 19317
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The first two Markun productions for the Little Blue Books
series were Max Stirner and the Philosophy of the Individual and
an abridgement of Max Nordau’s much-cursed Conventional Lies
of Our Civilization. Markun’s explications de texte were to set
the tone for all his future essays in history and psychology. In

 the archetypal misanthrope and narcissist philosopher who signed

with the pseudonym Max Stirner, he discovered what he took to
be ultimate truth—that appearance so masks what really is, that
the sham is frequently bitter and absurd; that most philosophies
and ethical systems are so duplicitous in just that fashion, that
human welfare and freedom are stifled by them; that laws and
governments are chiefly to be banished or discarded because
humankind cannot proceed through planetary existence with a
durable and reliable moral framework. From Stirner he derived—
probably in Harvard days, reading him in German-—the notion
that man is indeed an island after all, and could well sustain an
unmuddled head by avoiding all other human “islands” as much
and as coolly as possible. Such was the engine of Leo Markun
the thinker and Leo Markun the man.

For Little Blue Book No. 840, Markun adapted the translation
of Nordau’s seventh edition of Conventional Lies of Qur Civiliza-
tion, as published by Louis Shick, Chicago, 1884, Again the reader
is confronted with appearance and reality in modern society, the
shabby facades of religion, government and conventional morality,
all adorned with the idols and icons so prone to fall over and
crush the brains of unthinking, unquestioning persons. And there
is little doubt that Max Nordau (yet another pseudonym) was an
idol of the young Leo Markun’s. The Nordau iconoclasm and
scalpel edge to the world’s spreading cancer was surely the prime
role model for Leo Markun the free thinker and debunker—
young, precocious, aloof, learned, combative of all convention.
A paragraph from his brief “Introductory” was practically a sylla-
bus for the course of study he would present to Haldeman-Julius
and the Blue Book devotees:

Of Nordan’s other books, “Degeneration” (1893) is
no doubt the most important. This deals chiefly with the
abnormalities of the human mind and their relations to
one another. The comnection of genius, especially the
genius of the “decadent” writer and artist, with insanity and
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criminality is fully discussed. About the time this book was
published, these same matters were being studied by an-
other Hebrew, Lombroso, in Italy.*

What followed was a splendid array of revisionist histories
under the hot light of Freud, and psychologies made tender with
much the same history and literary allusion. Many of Markun’s
subjects were seemingly from the same secret cabinet as Clement
Wood’s, only executed with a surgery quite alien to Wood. For
the Clement Wood pageantry, Markun substitated a relentless
earnestness, 2 set of discourses with figures often hundreds of years
out of the past,

His overview of history was most clear when he set out to
prove that wars were the inevitable upshoot of financial and eco-
nomic turmoil and human greed; that laws were designed to be
broken and governments to topple; that the history of morals is
little more than a ceaseless war of sex-endowed men and women
against conventionality. He was less the foe of religions than he
was of laws.

He has been regarded as a front-guard author of the psycho-
analytic approach. to history and literature, but Markun would
have eschewed any identification with this growing school of
criticism in the 1920s. In his treatise on the human memory he
wrote: “There is much in the teaching of Freud and the other
psychoanalysts with which I find myself unable to agree. The
dogma of the will to forget, however, seems to me entirely reason-
able, provided that it be not carried to extremes.”® In his later
booklet on character building he furthered his argument with
visible pique:

While I consider the psycho-analytical system of great
importance, it seems to me that it has developed in part
along mystical rather than scientific lines. And the psycho-
analysts themselves, as every student soon discovers, do
not agree as to methods and results. In short, the subject
has been popularized somewhat prematurely. The uncritical
have tended to make a fetish of psycho-analysis and thus
to throw it into undeserved disrepute among persons who
have been scientifically trained. Psycho-analysis stands now
approximately where organic evolution stood shortly after
the publication of The Origin of Species. Just as evolution
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came into.use for the explanation of all sorts of ethical and
sociological matters, psycho-analysis has recently been
dr?.gged into many fields where it is not altogether appro-
priate, at least in the present state of knowledge,® ‘

Probably no one really knew Leo Markun. His mind had a

weave like the streets of a Medieval town in old Europe—non-

li.near spokes and fans and blind turns, seemingly without direc-
tion, _the purpose and meaning deliberated and obscured by a
cunning, private deception worthy of the Borgias. It reflected
in the deep stream of his writing style. But the terrors and tor-
tures of his reclusive existence are a secret list still hidden from
the daylight world of people who still read books.

- Leo Markun would not be photographed. I have seen only
one camera reproduction of his face. Haldeman-Julius certainly
never published one, as he was bound to do with his best authors—
either a photo portrait or a drawing. At Harvard his face was
not relegated to school remembrance volumes of any sort. The
Harvard University Archives told me by telephone (]ur.le 19
1979) that all of Leo Markun’s possible yearbooks and anmivers ‘
volumes list him among those “Not Pictured.” This is in keep;r}gr
with what those who have watched and tracked Leo Markun have
come to understand about his troubled personality and what
surely must have been a brittle, wounded character. Did he have
any friends? Were any of them close intimates? Perhaps not
I have obtained reliable information, for instance, that both'
Haldeman-Julius and Freudian scholar Athert Mordeli considered
Leo Markun a genius, a most learned American free thinker. The
sought his friendship but Markun doggedly refused to COII.IIIIUDIX
cate.’" All three were urban Jewish writers of east coast origin
and shared a bounty of concerns and delightful obsessions
M.arkun certainly knew of Mordell, as well as he knew of H—].
H1s constraints and his silence will not be understood. Perha s
it was home life with his family on the quiet end of Indianapo]ii.

It appears that Leo Markun returned to New York City for
some weeks in 1927, likely with the best intentions of remainin
the.re as a freelance writer,’® Other than his Little Blue Book%
written that year, I have only located two other national appear-
ances of his during 1927. To the fifth issue of Samuel Roth’s Is)]ick
vivacious monthly, Beaw magazine, he sold his sardonic poem,
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“Advice from a Russian Proverb,”® It close,s with the chuckh.ng’
admonition to “Praise God all day, but don’t neglect the I?evﬂ.
His stanzas could be taken in merriment except for the line he
drops as if for a distress call: “Neglect not this and not the oth}elr
world.” For a poet to reveal some third eye on the mulf -
whispered parallel world has never been remarkable; but Markun
was not truly a poet. “The beasts can hear, pe'rhaps the vei:ly
table,” he penned in iambs, “So let no usless (sic) vodka-oaths
be hurled.”

His expeditions on the veldt of that other world were un-
doubtedly less understood by himself than anyone else. I-’IIS
scholarship can be seen now, not only as an attempt to examine
his own capacity for those beasts at his table, but as an escape
from their slavering jaws as well. The theme recurs jchat same
year—1927—in the first of his pair of poetns carrlec.l in I?arnet
Monroe’s Poetry magazine. “Two Realities” was vxrntten in i]i)vi
quatrains, given here in full—not because they are immortal, bu
as an indicator of the sad pathology of Leo Markumn:

What I have lived in reverie

Is true beyond the bounds of truth.
The dreams which subtly come to me
Are sweet to gaze on—aye, and sooth.

Reality I see in twain,

Reality of dream and flesh;

But both we falsify in vain

While still the memory holds them fresh.

And yet the twain are not as one:

1f dreams are healthy, flesh is mad.
But I have cried, The sun! The sun!—
While yet a child, with Galahad.

In older age, I heard the spheres
As they went dancing—Lackaday!
And thus I missed the playful years,
The boon of licensed disarray.

I know not, master, which is true;
I know not if I dream or live;
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And doubt has whispered, Nor do you—
A doubt not easy to forgive.?

There is no clue to who the master was, whom Markun was
addressing with a tremble,

Not long afterward, Haldeman-Julius published Little Blue
Book No. 377 The Psychology of Joy and Sorrow (1928). I have
found this the most precise instrument for measuring that mind
of Leo Markun. On page 11 is the turnkey to the lines above,
and to his wrestling match with the appearance-reality enigma:

The advantages of looking for happiness in attainable
things are obvious. Perhaps a word may be said in favor
of the land of faery, the world of poetic dream. . . . But
if we reject the ordinary criteria of success, if we make
satisfaction—purely a subjective thing—the only test, we
may come to realize that there are individuals who can
best attain happiness in an imaginary world of their own.
The walling up of a man’s experience, the isolation of his
dream country from the field which he shares with other
human beings, if it is carried out fully, makes him insane.
Are lunatics unhappy? Some are, apparently, some are not,
and many change quickly from a gloomy state to an exces-
sively cheerful one. But I think it is true, in general, that
people are happier after they go crazy than just before. Tt
is to escape from harsh realities that they protect themselves
with neuroses and psychoses. The patients who recover
and are discharged from asylums are, of course, ashamed
of having been insane. In their case, it is hardly true that
the insanity adds to the total pleasure of their lives.

The laws of this country at the present time serve to obviate any
option of tracking whether or not Leo Markun was speaking from
personal experience in that rambling paragraph. What is clear
is his return to clean, well-lighted comforts of his parents’ house
in Indianapolis in the early weeks of 1928. The Markun family
moved to 2139 North Pennsylvania Street, a detached home some
miles apart from the capital city’s industrial area. However dis-
enchanting this residence might have been, he remained there
in a kind of somber seclusion much of his remaining years, a
young man with the stature and bearing of an elder,
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The albino tramp writer Fred Bair, who was the “roving cor-
respondent” of the Haldeman-Julius Monthly, caught a hc.)bo ride
on a mail train and traveled to Indianapolis in the winter of
1928. He dropped in on Leo Markun at home, and wrote What
is surely the only interview with the young scholar to ever see
print. It is also the only face-to-face glimpse of Leo Markun
ever afforded to the world. .

At the time, Markun was turning 27 years old, but Bair appre-
hended a physical and mental specimen closer to 40, an over-
weight bachelor who wore shell-rimmed glasses and displayed
the mannerisms, presumably the stoops and lopes, of a seasoned
scholar. When he was not working for his father, who operated
a movie theater in the city, Leo was sequestered in the tiny Stl.ldy
relinquished to him by his parents, a lair of books, manuscripts
and envelopes packed tight with notes. .

According to what Markun told Bair, he was making real
earnings from this authorship in some forty magazines (.But wheltt
were those?). He displayed to Bair a patent vocalization of his
disdain for American poets, his emulation of James Joyce as the,
greatest novelist then alive, his bouts with di‘scouraging editors
rejection slips, and his long dawn watch with * well-founded hope
that he will some day make a big hit.”*!

He had told Fred Bair that he found it easiest to sell verses
“confected merely for the market.” The roundel that inched its
way into Poetry magazine in 1929 was certainly one of thz.;.t
quality. . Entitled “My Song,™ it was his second appearance in
Harriet Monroe’s magazine for the supposed versificators of the

future. The poem is only significant because it indicates a woman
in Leo Markun’s life, a lover who must have found herself in
the ranks of other persons who knew Markun well gnough to try
to figure him out. The refrain, “She is my song and my son’s
recompense,” gives an impression that his love for who;nca.ver she
was, was requited—at least for a time. But the same tension a'nd
confusion about himself is still present. He speaks of being
“sweetly mad,” wearing his dreams like a mantle. Th.e verses are
more about himself than anyone outside. He remains the Max
Stirner persona whose uncanny attraction in history had trjtkf:n
such a choke hold on his overworked intellect—the narcissist
dreamer of shades in the great books, all star-crossed lovers from
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the fallen courts of Europe. For all his ink on paper about the
lush and dangerous sweets of the dream world, he left readers
of books with no idea of what his personal dreams were really like,
Decades later there would only be that question, whether the
Roderick Usher of Indianapolis could file away his voyeurism of
history’s illustrious mistresses and profligate rogues, long enough
to feel love and passion for someone among the living.

Meanwhile, he had a major project in mind. The idea had
obviously occurred to him as early as 1926. In his Little Blue
Book on Insanity and Other Mental Disorders he wrote an
apology for his inability to submit for publication any useful dis-
cussion of sexual aberrations. The reason: “. . . what we may
call the Mrs. Grundy complex, unfortunately active in the great
majority of Americans just now, is quick to seize upon supposed
indecencies.”®® Mrs, Grundy is the perennial archetype of prudery
and censorship through all recorded history, He would cast in a
giant book a history of human morals and havoc that moralizers
and arbiters of right conduct have unleashed on the planet,

Leo Markun’s magnum opus appeared in book stores and was
mailed to reviewers in the early part of 1930. The work is Mrs.
Grundy: A History of Four Centuries of Morals Intended to
INuminate Present Problems in Great Britain and the United
States (New York and London: D. Appleton and Company, 1930).
Its 649 pages of text (There is a fairly good index as well) are
profusely illustrated with highly curious prints from most periods
of art history. The work is a feast of historical anecdotes, ideo-
syncracies, eccentricities, pruderies, outrages, horrors, sinister
purposes, well-intentioned bad ideas, hypocrisies, miscarriages of
justice and general scholarly mayhem. Never had there been, on
the popular market, such a heavy catalogue of the world’s pru-
rience and obscurantism. Markun embodied in the image of Ms,
Grundy the most lethal aspects of what Haldeman-Julius had been
calling bunk about society’s morals, customs and bad taste.

- For his major work, Markun had incorporated the better
servings from several of his Little Blue Books, notably his series
on the history of prostitution® and samplers of amorous adver-
tures among the aristocrats of Europe over centuries. Had - this
magenta-covered tome been censored or banned, it would likely
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have remained perennially in print. As it is, Mrs. Grundy is. sti'}g
highly thought of by scholars and has been a favorite for reprint.

Unlike several authors whose trade books were spin-offs from
their earlier Blue Books, Markun was quick to give Cl‘efl‘lt to
Haldeman-Julius. In the Preface to Mrs. Grundy he said: “I arn
grateful to Mr. E. Haldeman-Julius for his courteous prompti-
tude in granting me permission to make free use here of th.e
material contained in such of my earlier publications under his
imprint as cover, though on a lesser scale, parts of the present
ground. Hardly any of the phraseology of Mrs. Grundy, however,
has been carried over from these.”® Later in his book, Markun
cites Mr. and Mrs. E. Haldeman-Julius in connection with the
companionate marriage brouhaha?” And near t?le close‘of Mrs.
Grundy is this paean of praise: “E. Haldeman-Julius has c.ixs.played
less pedantry [in muckraking], and has shown more w11]mg1}ess
to make himself understood by people of little formal education.
He has more respect for democracy than some of the other
‘debunkers’. Like Mr. Mencken, he believes in free speech and
personal liberty. In religion, while Mencken calls himslf an
agnostic, Haldeman-Julius prefers to be known as an atheist.
Both are anti-Christian, both agree that this is not the best of
all pbssible worlds, and the United States not the best of all pos-
sible countries.”?

Mrs. Grundy was widely reviewed, and although .opin.ion.s
were mixed, none of the commentators would deny its signi-
ficance. Outlook and Independent's Walter R. Brooks was n,t’aarly
ready to fault Markun for a lack of “general interpret-ation but
then concluded: “Perhaps it is not fair to quarrel with a bo?k
because it does not take up considerations which are outside its
scope. .

. Arthur Krock defended Markun on this very argument, in
The New York Times: “No, the story of Mrs. Grundy is too
entangled for any of us to draw confident conclusions'. Like.l\:/lr.
Markun, who compiles it, we had best refrain from being pO?lthG
about the rights and wrongs. Emerging from his curious list of
regulatory facts he could not well be otherwise.”

Preserved Smith, writing in The Saturday Review of Litera-
ture,#* faulted Markun for what was touted as a scientific approach
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to history, in order to mount a case for his conclusion that all
moral systems are historically futile. This prompted a rejoinder
from Leo Markun in a letter to the editor. Defending his book,
he said: “Whether it needs to deal more than a history of litera-
ture or of the fine arts with such matters as economic and religious

- development is, after all, somewhat disputable. So is the question

whether any truly scientific history has been, or now can be,
written. I myself think that history as a science is impossible

until the study of human behavior can be considered complete
and accurate.”??

In a brief review, Current History quipped: “In an extensive
account, obviously written for popular consumption, Leo Markun
traces the rise and fall of moral standards among Americans and
their British forebears. . . . One gathers the impression from
reading this volume that generally our men have been men, and
our women have been women; after all that is something,”s

Alan Burton Clarke wrote a surly chastisement of Markun and
his work for The Bookman, including in its opening remarks a
patrician swipe at the author’s having introduced his subject mat-
ters in the publications of Haldeman-Julius, He taunted Markun
for a style that he felt bordered on the monotonous.

“As one of the debunkers,” Clarke continued, “Mr. Markun
takes pride in the completeness of that list of ‘morals’ which hope-
lessly contradicts itself and which to him is mere grist for his
mill and the butt of his indirect laughter,

“But there is little explanatory material in Mrs. Grundy.
There are no wit, no style of consequence, no observations drawn
to indicate what the reader is to make of the mammoth study. The
book plods, plods wearily in its recital of local and impermanent

customs, and in many places is more a simple history than a study
in ‘morals’.

“Without being told as much we gather from the general tone
of the book that Mr. Markun believes he is writing actually about
morals—morals of the British and the Americans. And the book
leaves one with the impression that morality is a matter of

geography, the calendar and popular whim. Perhaps the author,
if asked, would say as much.”®
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My own aside to Clarke’s elocution is that I feel quite sure—
had Markun been confronted with that question-—he would have
answered, “Yes.”

Favorable thumbnail commentaries appeared in The Book-
list% and in The American Journal of Sociology.® But the most
offensive and infuriating review, by far, was William Seagle’s in
The Nation, late in the year. Seagle parroted back many of the
same criticisms of Mrs. Grundy and found Markun’s thesis—that
moral systems are relative and destructible—an objectionable idea
out of righteous, priggish indignation.

“Guch a view,” Seagle commented, “implies no moral standards
and may be sophisticated. It is undoubtedly true that to recognize
as an article of one’s philosophy of life that the mores do change
is a sign of civilized urbanity. But a constant preoccupation with
the idea argues the possession of a mind that is basically naive.
It is at least plausible to hold that morality would be idiotic if it
were everywhere and at all times the same. To take a perpetual
delight in the fact that our ancestors were foolish in different ways
from ourselves betrays a certain form of immaturity.”®"

Leo Markun had done a splendid job., Mrs. Grundy was a
considerable success in its time. The stir it caused in the intel-
lectual and literary communities must surely have been what the
young author had desired. Whether he felt victory, whether his
life was altered at all during the next two years, is not known. As
usual, very little is known about him.

All that is definite is the ongoing pattern of his work. He
continued to write Little Blue Books. But Haldeman-Julius had
restricted all new titles in the series to 32 pages. Markun’s Jast
books were inconsequential to his personal learning and obsessive
scholarly pursuits—handbooks of statistical matter, legal and
financial guides, trivia on pseudo-science to which he tried to
apply his best critical faculties.

In 1929, Haldeman-Julius designed a correspondence course
for fledgling authors. His promotional copy was printed and sold
as No. 1366 in his series and titled, How to Become a Writer of
Little Blue Books. On page 28 of the booklet was this endorse-
ment; :
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Blue Book Standards Are High
BY LEO MARKUN

(Author of 64 Little Blue Books)

I have written Little Blue Books in which I had full
scope for the development of my own thoughts, I have
also compiled statistical matter for other Little Blue Books
Never have I felt that I was doing mere hack-work. This.
after all, depends rather on the worker than on the task,
If.you can show that you have the right to be original, you
?Vlll be encouraged to be so, I am sure—something which
is not true of all editorial rooms. I think it is likely to prove
permane.ntly harmful to a writer if he or she constantly
works with tongue in cheek, or at a low level, and I haven’t
been made to do so while writing Little Blue Books.

A year after that statement, Mrs. Grundy was the resonant
contro-versy in a trans-Atlantic intellectual wrangle, a paper-
throwing bout in magazines, which readers could aﬁorci less every
day to buy or to read. The Great Depression had hammerlocked
the U.S. and much of the world. Leo’s finest hour was rung in a

bleak season. His material survival as a writer was stll on a
cat walk,

One September 27, 1930, Haldeman-Julius wrote to Markun
approving a list of 18 books, and setting up terms of 7,500 words
each and payment of $50 per book. All were suggest’ed by Leo
Markun, and all but a couple were ultimately published as Little
Blue Books over the next two years, as follows:

1575 History of Venereal Diseases

1576 Facts You Should Know About Masturbation
1592 A History of Gambling :
1602 Principles of International Law

1639 The Story of British Imperialism

1682 The Story of American Imperialism

1685 The History and First Principles of Insurance
1687 The History and First Principles of Banking
1709 The White Slave Traffic

1710 The Magic of Numbers

1711 The Economics of Taxation

1712 Great Dates in History
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1722 Fortune Telling From Dreams

1794 The Next World War: How It Is Being Prepared
1725 The Story of Tammany Hall

1726 How to Think Creatively

Two other Markun suggestions, “Facts About the Moving Picturi
Stars” and “The Inferiority Complex and Adler’s Psychology,
never came to be. Haldeman-Julius said that he could only afford
to receive one manuscript a month from Markun. “Our receipts
during September are down to our 1921 level,” H-] wrote, “a.nd
that’s pretty bad, even though our Hoovercrats tell us everything
is only psychological.” &

Leo Markun accepted this letter as a kind of contract, and
proceeded with his list of what most other authors would have
considered hack work. He seems not to have regarded it so—
even his late works for H-] were of thoroughgoing excellence—
and he dutifully mailed one complete book per month.

But his business-like relations with H-J became strained when
Markun’s ambitions turned irksome to both of them. Leo Markun
was apparently soliciting a collection of his writings from Past
Little Blue Books as a new work entitled All Mysteries Unveiled.
In a perfunctory letter dated December 17, 1930, Haldeman-
Julius refused permission to Markun for the use of any such
material without payment from the publishers who plannfad to
pick up the writings. Markun apparently threatened to discon-
tinue his list arrangement with H-J. On January 6, 1931,
Haldeman-Julius sent him a letter of rebuke:

Of course, I wouldn’t want to urge you to write any
more Little Blue Books if you do not feel our conditions to
be acceptable. I'd prefer to have you finish your schedt}le,
despite the fact that the publishing business is suffering
from a depression that may not improve before next Fall.
I gave you the work to do because I admire your workma}n-
ship, and this was done at a time when it is d]fﬁgult to raise
money for ordinary expenses let alone the “luxury” of
increasing one’s list of titles.

If a threat it was, Markun retracted it and agreed to complete
his list of books. Haldeman-Julius acknowledged this on January
12, 1931. :
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In the meanwhile, Led Markun attempted to entrench his
more serious ruminations of history and philosophy in loftier
places. The Open Court, a literary and theological monthly out
of Chicago, entertained his “Pleasant Pains” triad of essays in
1930 and 1931. In the first, “The Pleasant Pains of Martyrdom,”
he set out to dissect the nature of algohedonia—the ability to
derive pleasure from pain—and produced a short history of the
great religious persecutions. He argued that the martyrs have
always shared a self-cruelty which can quite naturally and per-
versely turn to merciless bloodlust upon others in another time.
No religion or nation or race could escape the pointing finger of
Leo Markun. He trashed the supposed high-thinking motives of
the persecutors and the persecuted as well, relegating them to the
midden pits of human greed and sexual aberration. Ie had done
the same job in his Little Blue Books. Somehow he found abrupt
rescue for himself and those he quietly admired by telling the
reader to expect abuse and death for skepticism and innovation.
“Men of original genius must have a strong capacity for self-
cruelty if they are to be successful,” he declared. “They must
delight in the very attacks made upon them. Else they are Hable
to die heartbroken,”8

In the second, “The Pleasant Pains of Asceticism.” he con-
tinued his bleak lecture on self-cruelty, exactly paralleling self-
cruelty with self-denial, probing for the exurberant joy of the
celibate, the flagellant, the faster and the cloistered monk. For
a long time he branded the ascetics of ancient and modern history
as the mad destroyers of human happiness. He would find no
true ascetics beyond fanatics and perverts who need no religion
or reliance on the supernatural to joist up their mysticism, their
quest, through renunciation, for a communion with a far-off
consciousness. But then! At a juncture of his sermon, Leo Markun
seems to have found something like himself.

“In our own time, when scholars and philosophers and scien-
tists are chiefly to be found outside monastic walls, many of
these men and women show a certain tendency toward asceti-
cism,” Markun concluded. “Choosing to devote himself to pleas-
ures which are not such at all in the eyes of the unsympathetic,
they renounce others. Knowing in many cases that they are not
to enjoy the material rewards which come to persons of intel-
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lectual ability inferior to their own, they nev"-,:}rtheless choose to
serve humanity or to follow the inward gleam.”®

In the third and last, “The Pleasant Pains of War,” he sought
to apply algohedonia to the time-worn penchant for %mman war-
fare® The essay fails, perhaps because of its brevity, perhaps
becanse Markun could not see himself in the problem. The ﬁ.ne
sentences wax into clusters of fascination for men’s revel.ry vn.nth
the martial life through recorded history. What is missing is a
denouncement for the indictment Leo Markun was building up
in the previous two essays—a bill of ugly and pathological par-
ticulars against something that none of his readellrs would see.
Only he could see the horror, in his own mirror. Himself. '

Something there was in Leo Markun that wanted to commit
violent, wanton acts. He refused to face it, blanched from it. The
final installment of “Pleasant Pains” would either assume the
proper disguise—a discourse on war—or fumble philosophically.
He chose the latter. The fact of its appearance in print was a clue
he never would have suspected, for the outrageous wind-up to
come. _

Evelyn Rosenberg prepared for me some handwritten notes on
her uncle Leo Markun, July 22, 1979, Therein she stated that
Markun was solicited by letter, dated February 13, 1931, from
Henry Harrison, publisher of Poetry World magazine, New York
City. Harrison was putting together an Indiana Anthoiogy, and
had accepted for it five Markun poems: “Mother Eve, ﬂ.&rouse
No Gods,” “Under the Red Robe,” “My Song” and “The Triumph
of Caliban,” They were published together in three pages.‘f1
More than a year later, on October 9, 1932, Leo wrote to his
cousin’s husband, the author Max Licht, that he had written no
new verse in two or three years. Perhaps, he said, he would give
up poetry forever.

His epistolary relationship with Haldeman-Julius was on as
even a keel as Depression economics would allow. On August 2?,
1931, H-J mailed his new instruction to Markur‘.l‘ to space_out his
manuscripts every two months instead of one. . I believe we
have been keeping pretty well at the job of giving tl}e public
something new to read, though there (sic) mo?d today 1s“to read
nothing we publish, new or old,” Haldeman-Julius wrote. “. .. For
the present, the wisest thing to do is not to try to make people

e
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buy when they either don’t want to buy or are too busted to
be able to buy.”

In succeeding weeks, Haldeman-Julius paid for Leo Markun’s
books two at a time, with $100 checks dated days or weeks ahead.
On December 31, 1931, H-J sent $100 for Markun’s Fortune
Telling and The Next World War tracts. The check was dated
January 11, 1932, “1931 has been a disastrous year, but there are
signs of improvement,” H-J wrote. “I rather fancy that I'll be
able to come back as strong as ever during the next six months.
It’s a wonderful thing just to survivel” Ie further added that he
understood the latest submissions to clean up Markun’s schedule
of books; and that he planned to lay off new work for some 90 days.

Markun replied on January 3, 1932, that there were yet four
more books to produce for the series. “I am glad you are finding
signs of improvement in your business,” Markun wrote to IL-J.
“Publishing in general seems to be in a bad way, so far as I am
able to observe, and of course everything else is, but I know
that some concerns are moving decidedly against the general
trend, Bargains are going to be the great inducement this year,
I think, A happy new year to you,”

In the usual H-J hury, the publisher returned Markun’s
letter to him with hand notations in the right margin. Haldeman-
Julius encircled “Bargains are going” and scribbled the word
“right.”

But life was ceasing to be a seasonless cycle of pleasant pains
for Leo Markun. “He had a wonderful sense of humor,” Evelyn
Rosenberg told me about her uncle. “He wrote me long letters
on which he would draw pictures. I would see him once a year
when my family would go to Indianapolis during the summer.
I was six and a half years old when he died.”

Only two of his four remaining titles for Haldeman-Julius were
ever finished. In characteristic irony and mockery, Leo Markun’s
very last Little Blue Book, published late in 1932, was No. 1726
Hotv to Think Creatively.

The end was swift and horrible. On the morning of Novem-
ber 2, 1932, Leo Markun was alone in his bedroom at his parents’
house on Pennsylvania Street. He took a razor blade and slashed
his own throat three times. There must have been some clamor—
maybe he screamed or stumbled around in agony. His brother
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Harry knocked on the bedroom door. Leo Markun opened the
door for him and immediately dropped dead. Dr. John Salb, a
deputy coroner, told the Indianapolis Star that he could get from
no one any reason why the 31 year-old author of Mrs. Grundy
would take his life.*®

Evelyn Rosenberg revealed to me what she learned many
years later, about her uncle’s death: “He killed himself because
he was going blind. He wore very thick glasses for his poor eye-
sight. T only learned of his suicide a few years ago. All this time
I was told that Leo Markun was on his way to the library and
was hit by a car. The family feared that suicide might run in
the family. . ..”

In the last months of his life, Markun was working on another
big book, one to match or eclipse his Mrs. Grundy. To Max Licht,
of the Bronx, he gave the title as “A History of European Morals.”
Even after his suicide, Leo’s devoted older sister, Sarah Markun
Windheim, of Boston, continued to solicit her dear brother’s
manuscript in the publishing houses of New York City. Through
an uncommonly rainy and chilly fall and winter in Gotham,
Sarah made her relentless rounds with the next Markun book on
morals. Two months after Leo’s passing, she succumbed to
double pneumonia and died. Her daughter is Evelyn Rosenberg,
who told me that the second Markun history of morals remains
unpublished.

The Leo Markun death by his own hand has been discussed
over the decades since it happened that cold day in Indianapolis.
Dr. Bronson Feldman, psychoanalytic author, spoke his opinion
aloud to me that Leo Markun was quite obviously harboring a
self-hatred and fierce longing for retribution against someone . . .
or something. Someone who cuts his throat four times, Feldman
adjudged, is someone who wants to commit a savage violence.
At that time—the afterncon of August 4, 1979, Dr. Feldman had
not seen Markun’s “The Pleasant Pains of War.”

At this writing, the Markun house at 2139 North Pennsylvania
Street still stands in what is now the run-down inner city of
Indianapolis. The parents are gone. The other children are all
deceased. The secret was all but kept.

When Haldeman-Julius wrote of Leo Markun in his auto-
biography, in 1949, he mentioned that he had a newspaper clip*
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on Markun’s death—most likely the same obitvary from the
Indianapolis Star that I have consulted myself. But H-J did not
mention suicide as the cause of death—that came two years later.
He wrote an uncommonly morbid and grisly essay, entitled
“Suicide,” for The American Freeman in 1951. Therein he speaks
of Markun’s suicide and that he “cut his throat from ear to ear.
I was never able to learn the reason for this act.”

The impact of Markun’s death was without question an
enormous recoil on the spirits of Haldeman-Julius, and the shock
waves repeated for nineteen years. When H-J wrote “Suicide”
he was in deep trouble with the Bureau of Internal Revenue,
the FBI, his arthritis, his over-taxed heart. Enthusiasm for his
causes and his products was in twilight, and his depression, I am
told, was staggering. The suicide of Leo Markun was back to
haunt him and trip him up. The anxiety was the source of
some misinformation that, as published, is so drastically unlike
Haldeman-Julivs that his printed blunder alone makes his own
death, not long after the appearance of “Suicide,” highly suspect.

“If you want to learn a lot more about this subject,” wrote
H-J, “read Leo Markun’s excellent Little Blue Book, ‘The Psy-
chology of Suicide’.”*

There is indeed a Little Blue Book of that title—it is No. 374—
but the author is not Leo Markun. The Psychology of Suicide
was written by Hugh Russell Fraser. Haldeman-Julins encapsu-
lates the thinking of Fraser in this book quite well, but it is
Fraser’s book. I cannot stress these facts enough. Such an error
pertaining to a cherished author and one of his own products
was beyond his ken,

Something else could have been in among the more ghastly
and chill echoes from the past. Haldeman-Julius might, indeed,
have been thinking or even re-reading Leo Markun’s The Psy-
chology of Joy and Sorrow, which has this testament:

It is probable that there are more optimists than pessimists,
among the individuals who blow out their brains or hang
themselves with their suspenders. For the man who expects

life to yield him a great deal is very likely indeed to be
disappointed.

. . . For most of us, it is essential to turn some sorrov?
through whatever alchemy we know best how to use into
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joys. Not always does the transmutation succeed. No-
philosopher’s stone is perfect; no way of ].jfe passes a strear?1
into which all disturbing thoughts, all dlsappomt_menﬂit;s, a
unpleasantness may be flung and carried out of sight.

opted for flinging himself out of sight.

LeoBi/Isi;el: u\l?\lfhilt)e, who adm%re% his work, mailed 23 of his poens
to the illustrious scholar-critic Isaac Goldberg. Mrs. Rosa::anbfargs
handwritten notes to me, on the subject of her uncle, mdlc.ate
that Goldberg replied from Boston on May 2}, 1934, requesting
a biographical sketch of Leo Markun. He said he would. use a
group of the Markun poems in one or more of the summer issues
of his monthly Panorama. )

The July, 1934 number carried a brief eul(_)gy to Leo MarM@,
stating with false optimism that his companion volume to Irs.
Grundy, on European morals, would be published the coming
fall#¢ A few pages later, four of his “Post}.lux_noui }?oems were
displayed: “Planting a Tree,” “Proverb Unlimited,” “The Twain
and “Others.”" The next issue, August, 1934, offered two more—
“And After, Then?” and “Narcissus.” Both poems are about his
death. In the latter was stamped in ink a kind of epitaph:

Then I, who shall be trodden on by worms,
Must all the more insist upon my terms: N
The body is most proud-souled when it squirms.

Leo Markun’s “terms” had obviously more to do with hl:S own
death than they would ever specify about life, the sensations of
love and sensuality, or much else of concern to the poet who
relishes earth’s victuals more than those of the dream world. He
left those terms for the unborn schoolboys to define and perhaps

iscard.
discar Arlington, Virginia
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SAXTON’'S LATE-PROLETARIAN TRIPTYCH:
TO CHICAGO AND WEST

FrEDERICK C. STERN

It is not always true that “proletarian” fiction was written by
those who had, as it were, emigrated to the proletariat. There are
writers like Jack Conroy, author of The Disinherited,! who came
to their fiction about working people from roots deeply sunk in
working class life. But Daniel Aaron is surely correct when he
writes: “As might be expected, most of the so-called proletarian
fiction of the thirties was written by men and women of middle-
class antecedents who had lost any lingering faith in the recu-
perative powers of capitalism and who now as the Depression
deepened began to dramatize ‘the coming struggle for power’.
Few of them knew about the working class from first-hand
experience. . . .”?

But there were those who in their personal lives did make the
move from the middle class to the working class, in as much as
that is possible, and then incorporated their experience as well
as their ideology in felt ways into their fiction. Moreover, fre-
quently this move in class also involved a move in locale, and
often the new locale was in the Middle West, away from the
putative sophistication of New York or Boston. It was to the
city Sandburg celebrated that these writers often traveled, though

sometimes it was to Detroit or Cleveland or other cities in the
Midwestern heartland of the nation.

An example of one such writer, and a “proletarian” writer to
whose fiction more attention is due than has been given is
Alexander P. Saxton. He is the author of three novels, two of
which are basically set in Chicago and deal with railroad workers.
The third novel, set in San Francisco, reflects Saxton’s personal
move to the West Coast, and deals with shipyard workers. Saxton’s
fiction is rather belated. It is proletarian in essence, and most
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clearly so in The Great Midland, but written and published, in
the case of Grand Crossing at the end of the highwater mark
period of proletarian fiction, and in the case of the later two
books respectively nearly a decade and more than two decades
after that point.

Saxton’s own life, it appears, is reflected in all three novels,
but most directly in the figure of Michael Reed, the protagonist
of his first novel, Grand Crossing.® Like Reed, Saxton moved from
New York and Cambridge to Chicago, from Harvard College to
Hutchins’ University of Chicago. In time, he moved to the west
coast, where he still lives. A brief biographical sketch seems
relevant here. _

Alexander Plaisted Saxton was born in Great Barrington,
Massachusetts, on July 16, 1919. His father was Eugene Francis
Saxton, for many years the editor-in-chief of Harper and Brothers.
Alexander spent most of his childhood in New York City, where
he attended the Friends’ Seminary and then Phillips Exeter
Academy. He entered Harvard, where he was first on the staff
of The Advocate, and then, in protest against what he and others
considered the literary magazine’s sterility, he helped to revive
The Guardian. In his junior year he transferred to the University
of Chicago, from which he received his B.A. in 1940. His brother
Mark, also a writer and an editor for Farrar and Rinehart in the
forties, explains Alexander’s action this way: “He was becoming
jncreasingly fascinated by the phenomenon of the Middle West,
its size, its power, its culture, its identification with the realities
of American life, and he wanted to know more about it and be
part of it.™ : - _

Saxton returned from Chicago to work with Louis Adamie,
who was then, in 1940, assistant editor of Common Ground.
Adamic, of course, played a significant role in the development
of ideas of proletarian literature in the United States, as his par-
ticipation in the symposium “Where We Stand,” published in the
July, 1934, International Literature, indicates.” Saxton did not
stay long with Common Ground, however, leaving the magazine

to become a laborer. He returned to graduate school to study
architecture, and in 1941 took a position as an apprentice in an
architect’s office. He then took several railroading jobs in Chicago,
as a wiper in a roundhouse, and a switchman on the Baltimore
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and Ohio and the New York Central Railroads, Grand Crossing
was published in 1943, the same year Saxton enrolled at the
United States Maritime Training School, choosing to do his war-
time service in the Merchant Marine instead of the armed services,
as did many other radicals of the period.

_After the war, Saxton’s second novel, The Great Midland® was
published. Eventually he moved to the West Coast, where his
third novel, Bright Web in the Darkness™ is set. Like many other
radical intellectuals, he did not remain a blue-collar worker. He
received an M.A. in 1962 and a Ph.D. in 1967, both in history,
from the University of California at Berkeley. Saxton has recently
written to me about his life from the time The Great Midland
was published until he left the ranks of blue-collar workers as
follows: “Actually . . . until 1962 when I finished the M.A. and
decided to go on for a doctorate, I was earning a living as a
construction carpenter in the SF Bay Area and served many a
year in the offices of a local of the Brotherhood of Carpenters.
That makes a total of 21 years” blue collar experience—to present
date, more than a third of my life. . . . I was drawn into the
working class not simply by youthful romanticism, but by ambi-
tion for a career in the cultural and intellectual life of a working
class based movement. I reopened negotiations with academia
only after the last vestiges of such a possibility had faded out of
current history.,” Subsequently, Saxton taught at Wayne State
University for a year, and then joined the history faculty at UCLA
where he has since been a professor of United States History
with special interests in matters related to the labor movement.

~ As an historian he has published extensively, especially works
which have to do with the effect of racism on the labor move-
ment. He is the author of The Indispensable Enemy: Labor and
the Anti-Chinese Movement in California (U, of California Press,
1971}, and of many articles and chapters in books. His continuing
interest in the radical movement and Marxist thought is best
indicated to me as I write this by the announcement in the recently
founded journal Marxist Perspectives that it will publish an article
by Saxton in a forthcoming issue®

*The article in question has appeared since my manuseript was completely pre-
pared f.or ’]Emblication. It is a review essay, “Historical Explanations of Racial
Inequality,” Marxist Perspectives, 2, No. 2 (Summer, 1979), p. 146-68.
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Grand Crossing is rather an interesting novel, in a number
of ways. Its critical reception was quite good for a first novel,
but there has been little comment about it subsequently. I con-
sider it a “pre-proletarian” novel, in that its focus is not so much
on Michael Reed as worker as on Michael Reed’s development
away from his upper class roots towards a radical and labor
orientation. Its ideology is also less clearly radical than that of
Saxton’s next novel. The root cause for Michael’s re-education
is his growing dissatisfaction with the content of his upper cl.ass
life. We meet Michael when he is just finishing a summer job
on a newspaper in Portland, Oregon, where he has I.)een a kind
of apprentice. The time is the summer of 193&%. Mmhaels lug-
gage is stolen on the bus trip home, so that he is without funds.
He meets a traveling Chicagoan, a young Jew named Ben Baum
who at home works in the garment industry to earn enough money
to return to the University of Chicago. Together, Michael and’
Ben, both of whom are now broke, hitchhike and “ride the rails,”
working at various pursuits along the way back to the East.

Ben is certainly a romantic character. He is a young radical
of sorts, who values the life of the mind, but at the same time
refuses to play the college boy game. He is the catalyst who con-
verts Michael’s already nascent rebellion against New York-
Harvard upper class life, and does so especially by suggesting.to
him that he ought to quit Harvard and come to the University
of Chicago to finish his work.

Part two of the novel begins with Michael’s return to the East,
to New York, and provides the materials which should make us
understand his desire to go West. Saxton is more effective here
in portraying the shallowness, the callousness to other section.s
of the population, of the well-to-do Harvard students an.d their
families. A particularly telling scene describes a party given by
the staff of the literary magazine, which is characterized by the
sycopbancy and intellectual pretensions of the staff members, the
faculty, and the lionized visiting poet. A further plot development
in this section of the novel comes from an offer, made to Michael
by his uncle, of a job working on a little Washington “insiders”
newsletter, The end of a romance aids Michael in his decision to

leave Harvard and to try the University of Chicago.

Saxtow’s Late-Proletarian Triptych: To Chicago and West 137

Part three of the novel begins as Michael is crossing the coun-
try on the train to Chicago. Those who have experienced it will
find telling Saxton’s description of the Ohio and Indiana plains
unfolding under the rails. It is still not entirely clear in this
portion of the novel why Michael is so attracted to the Midwest.
Ben has painted an appealing picture of the University as a place
“. .. which is full of people who actually want to read books and
learn things. And they work god-damn hard for the chance.”
But beyond that, what drives Michael away from the East is the
lack of seriousness he feels among his fellow students, and the
lack of understanding for life-styles other than those of the
wealthy which he feels among his friends and family. '

In the course of his travels, and in his Chicago contacts, we
also see Michael’s growing attraction to socialist ideas. He meets
and talks with ex-Socialist Party members and Wobblies, and
takes part in a workers’ action, testing socialist ideas, though
never, really anywhere in the novel, fully stating an acceptance of
such ideas as his own.

This part of the book deals with Michael’s life as a student
at the University of Chicago. He leaves not only Harvard, but
the clubby dormitory life associated with it. Once in Chicago,
for example, he takes most of his meals in the co-op in which Ben
Baum lives. There he also meets Baum’s medical student friend,
a Black Communist Party member who is a veteran of the Spanish
Civil War’s International Brigade. William Christmas is through-
out the novel an exemplary figure, hard-working, dedicated, sen-
sible and devoted, courageous in his opposition to capitalism and
racism.

Baum eventually moves to an apartment in a building on Peoria
and Halsted streets, a location then, in 1939, made up of empty
lots and still-standing older houses (and which is close to the
present site of the University of Illinois at Chicago Circle). The
characters now introduced to the novel are working class people
who will play a major role in Michael's life. Most important
among them are Rosita, the powerful and warmly human Mexican
woman who runs the grocery store downstairs from the apartment
and who becomes Ben’s lover, and Johnny Morelos, the young
Mezxican who can’t find a good job and whose anger will lead him
to crime. Morelo’s girl-friend Maria also lives in the building, as
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does her single-taxer, drunkard rag-picker father, the figure who
will become the unlikely agency of destruction in the novel. Both
of these are certainly “flat” characters, in E. M. Forster’s sense
of that term.

Before too long, Michael makes his next move. He leaves his
University dormitory and moves with Ben into the Halsted-and-
Peoria Street flat. The move happens concurrently with a move
from East to Midwest in Michael's love life, as well. His “girl”
in the Fast has married, so Michael is free to go out, platonically
of course, with Aileen, who is the “girl” of his Harvard roommate
Sherman. She is not a product of the East, but comes from Evans-
ton, the middle class suburb of Chicago, from a stereotyped con-
servative family, Though true love will not have smooth sailing,
Aileen will, in time, become Michael’s permanent “girl.” She too
is in the process of breaking Eastern ties, in that she will refuse
to go back to Bennington to finish her studies as an art major,
and will break with the very Eastern upper-class Sherman.

On the last occasion on which Sherman, Michael and Aileen
are together, we get one of the clearest descriptions of what it is
that attracts Michael to Chicago. The three are driving along
the lake front, on their way from the University to Aileen’s
Evanston home, when Sherman challenges Michael, asking him
what he sees in Chicago, and insisting that there is no culture in
the city. Aileen answers for Michael: “Michael sees the whole
United States in Chicago,” she says. The ensuing conversation is
as close as we will come to a statement about the attraction
Chicago has for Michael. Sherman replies to Aileen’s comment:

“S0 do 17 Sherm said. “The worst parts.” Michael
shook his head. “Not the parts. This is America. This is
the most American city in the world—industrial city, rail-
road center, farmers city, boom town.”

“You sound like Sandburg. But to me it’s the worst
parts. All slums or Rotary Club. You know, there’s only
“one play running downtown.”

Michael smiled faintly at Aileen. “This is summer season,
In the fall, there’s always three plays.”

“Hell, Michael. America can do better than Chicago.

You can’t deny there’s an American culture in the East.”
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“There’s an American culture in Chicago. This is the
world we live in. Take a look at it.”

It seems clear that for Michael, Chicago is that America which
is not part of the East, or Harvard, of New York clubs and
“influential little Washington newsletters.” It is the America
identified with Sandburg—working men and women, the raw, the
relatively unsophisticated, and in that sense, “ the good.” ’

Saxton’s novel here echoes one of the strong strains in the
fiction of the left in the thirties and forties. But the strain is far
more ubiquitous. It is apparent in much American fiction and
American culture in general. Not only radical proletarian writers
but mid-nineteenth century New England transcendentalists ex-’
pressed this impulse. Disdain of the big city, identification of the
raw, the simple and the pure with the good, in fact, go back to
the earliest pastoral. It is William Empson’s intriguing, and at
least partially sound insight that proletarian fiction is a particular

form of the pastoral, and Michacl Reed’s view of Chicago demon-
strates the point well.2?

It is important to realize, however, that the source of pastoral
purity has been shifted in this fiction. It is, after all, a pastoral of
the big city and the industrialized world, and so, in place of shep-
herds and shepherdesses or Thoreauvian woodchoppers, purity
is found in workers. Grand Crossing’s Rosita is such a’ figure.
Ben Baum, though not a worker, comes from a working-class
background, and is another such pure figure, as is William Christ-
man, the Black commumist whose work ethic is as Christian and
Puritan as anything can be. These working-class figures are
goble, upright, and dedicated in one way or another to better
lives for everyone. Rosita is not consciously a revolutionary, but
she is “the salt of the earth,” while Christmas, who comes ’from
the rural South, is the essence of patience, understanding and
dedication.

It is Ben Baum, however, who is the crucial character in the
novel in this regard. Johnny Morelos, the young Mexican who is
Ben’s and Rosita’s friend, had earlier in the hook been sent to
reform school for an attempted robbery. After the return from
a country-side idyll with Aileen and Ben, when Michael comes to
the apartment to get his suitcase, packed for a trip to Connecticut
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to visit his ill mother, Johnny shows up, having broken out of jail
and committed a murder. In a tense, detective-story scene, there
is a Jong wait before the police arxive, when it turns out that the
rag-picker whom Johnny had asked about Maria’s whereabouts,
has turned Johnny in. The ensuing shoot-out leads not only to
Johmy’s death, but also to Ben Baum’s fatal wounding as he tries
to help Johnny. Michael sees futility in Ben’s death, a futility he
compares to his own earlier action in giving a fifty-cent piece to
a hopeless skid-row wino on Chicago’s West Madison Street. But
he also knows that Ben had to give his own fifty cents—his life—
in order to remain true to himself. '

Part four of Grand Crossing begins in the East, where Michael
has gone for his visit after Ben’s death. By the second chapter,
however, he has decided to go back to Chicago until the begin-
ning of 1940. He has received permission from his uncle to post-
pone the start of his work on the Washington newsweekly, so
that he can have time to think things through. Once again we
follow him as he crosses the countryside on the New York-Chicago
train. Now he comes closer to the proletariat than ever, and
closer also to the complete rejection of his eastern and upper-class
life. He returns to the old Peoria Street apartment, and gets a
job as a railroad switchman.

This is a period of emptyness for Michael, a kind of dark night
of the soul, lightened only by his growing and eventually con-
summated love for Aileen. Though he learns his job, and even
Jearns to like it, he plans to return to the East at the New Year,
leaving Aileen, Rosita, and Peoria Street and the proletariat, to
enter the world of the well-to-do once and for all. He considers
such a future a betrayal of Ben Baum, but has come to feel that
he is not willing to make a sacrifice, to “give his fifty cent piece,”
in order to continue on a political and personal path which is
uncomfortable, but which he believes right. After a visit to Ben’s
mother, Michael explains the state of his feelings in an interior
monolog. He accuses himself of selling out Ben, and in the
monolog tells Mrs. Baum that she will have to “look to William
Christmas, with the funny name, for Ben’s future. He’s the one
you'll hear of. I shall take a job behind a mahogany desk and I'll
wear 2 white linen suit in summer and stop at the club for a
martini after work. Maybe you'll hear of me too—and if you do,

Saxton’s Late-Proletarian Triptych: To Chicago and West 141

I'll wish you hadn’t. There, he thought, you have made the
accusation. He had felt it for a long time in his mind. But now
§udden1y the. shadows at the back of the dark corridor had flashed
LI;té)n,tth"iI‘whlplash of words. If you hear of me, I'll wish you

It will not surprise the reader that Michael does not take the

ne\.vsweekly job. As a result of an accident his last night as a
switchman, he is hospitalized. When he comes out of the hospital
he and Aileen go for a brief vacation to the Indiana countryside;
near Chicago, and the novel ends on an affirmative note, as the
two young lovers play in the pastoral setting of the dunes (;ountry
prior to returning to Chicago and Michael’s railroading job. ,
. There is much about this novel to which one can object, on
literary grounds, and on political ones. But as a first novei as
anot}ler novel by a young American writer which shows the yo:mg
man’s coming of age, and as a novel which attempts to explain
the‘development of a young middle-class Harvard man into a
Tadxcal, committed figure, it also has much to recommend it. Tt
is a lehrroman, reversing the usual “fight from the small to;vn”
pattern. From the point of view of its technique and style, it has
?ll the virtues—and all the defects—of the realism which v;ras the
mevita.lble form of the proletarian novel. But it is most interesting
now, m retrospect, as a novel which shows us the attraction of
the urbftn, middle western “pastoralismi” which, with William
Empson’s comment in mind, I have attributed to it. The novel’s
general uses of the railroad trip from east to west, New York to
Chicago, is a sign of its direction. ’

Grand Crossing, then, is a novel which brings a young man
to the proletariat and to radical ideas. Dave Spaas, the pro-
tagonist of The Great Midland, however, is born to t};e worllcjing
class and Chicago, and even born to his radicalism, as the nephew
of a Wobbly uncle. Indeed, in this novel an important secondary
?haracter, a young woman who is Dave’s wife, makes the opposite
journey, from the working class to the middle class via an educa-
tion in science at the University of Chicago. -

Tl?1s ’novel’s structure is much more complex than Grand
_Crossmgs and its plot elements are more varied though its
}‘deological outlook is rather simpler and less amb,iguous The
present” of the novel is the years 1939 to 1941, There is, hO\;vever,
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a kind of prologue of several chapters entitled “The First World
War,” which introduces us to the background of the novel’s major
figures. In the chapter headed ‘1912, we meet Eddie Spaas and
Uncle Jennison, two Wobbly railroad workers, as they arrive back
in Chicago in that year, Eddie Spaas will turn out to be the uncle
of the novel's protagonist, Dave Spaas, while Uncle Jennison
will become the chairman of the Lodge of the Car Builders Union,
around which much of the action of the novel will take place. In
Eddie Spaas and Uncle Jennison two of the sides of the novel’s
argument are presented to us. We are also introduced to Pledger
McAdams, a Black World War I veteran who is a carbuilder, and
who will play a major role.

The body of the novel is divided into six parts, each of which
is in turn divided into numbered chapters, though there are addi-
tional sections within each part, headed by a year, In this fashion,
we follow the main thread of the various plot lines, and also are
given flashbacks to earlier times, when that seems necessary.

There are essentially three related plot lines, concerning three
family groupings. Each plot line can be said to have a personal
as well as a political dimension. The unity of the novel is achieved
in part through the personality of Dave Spaas, the young Com-
munist who, like William Christmas, is a Spanish Civil War
veteran, and in part through locale. It is Chicago’s South Side
and the railroads which traverse it which bring all the various
family groupings into contact in the first place; it is Dave Spaas
who provides much of the conflict within the groupings.

One plot line concerns Pledger McAdams. His story is essen-
tially that-of the struggle of Black railroad workers to win back
positions they held on the railroad just after World War 1, and
which they lost approximately concurrently with Chicago’s 1919
race riots. We follow Pledger as he starts a separate “Lodge” of
Rlack railroad workers, and is betrayed again and again by the
union. He wins his long struggle, with the help of Dave Spaas
and other Communists whose party he has in the meantime
joined, but is eventually killed. His killer is the brutal railroad
detective Morgan, who moves throughout the story, rather melo-
dramatically, as an evil force.

Another plot line concerns Dave Spaas, the ideologically com-
mitted Communist of the novel, and his struggle to create greater
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militancy among the railroad workers, of whom he i

trade as well as by the heritage of his stolid s“};::aclllininpi;tth]:e);
Joe and h_is exciting but futile uncle Eddie. When we first meet
Dave, he is returning as a seaman aboard a freighter, after havin
been \ivounded in the Spanish Civil War. At the end’ of the noveig
Da‘»ie is at sea again, this time on a convoy in the Atlantic betweeri
Spain anfi Gibraltar, at the beginning of World War iI Thus
the novel’s action is bracketed by Dave’s role as anti-fascist‘ﬁghterj

' The personal dimension of Dave Spaas’ story has to do with
his effort to keep together his marriage with Stephanie Koviak
Stephanie is the daughter of Roman Koviak, a Polish car-knock '
who is all gentleness and self-reliance, and’ who will die in tlf;
course'of the novel in a dramatic, well-wrought scene in which
two railroad cars’ coupling knuckles are joined through his bod
Ol?e of' the Roman’s sons, Victor, has been crippled (also b tﬁ;
evil railroad detective) while a child, and is now a supercil)jious
opportunistic University of Chicago student of Old French, read ;
to use anyone for his advantage. Another son, Johnny, is a d;funkel)lr
philanderer, of not much use to anyone, though g’ood-natured
St(?pllanie, who rejected her neighborhood and class even as .
child, \‘vhen she wandered dreaming through the Modern Frencla
collection at the Art Institute, is a student in biological scienc1
at th<.e University of Chicago, and Dave’s wife. It is in her e:
sonality .that the two major class forces of the novel are nI:ost
sharlg?ly in conflict. Though Stephanie is attracted to Dave and
marries him, she leaves him while he is in Spain to live with a
g,raduate student in philosophy who believes in “aristocracy.”
Ratl}er than an adherent of democracy, I prefer to call m si.lf
a bethever in aristocracy,” the young man says at a dinner );ven
in his ho‘nor when he'receives a faculty appointment at an eagstern
school. “When I use the word aristocracy, I use it in the same
sense by which Plato’s Republic was an aristocracy. Aristocracy

denotes rule by the best T i
(i motos mle by th .« .. The best simply are those who have

- The basic conflict in Stephanie, which is eventually resolved
in the novel, is personified in her decision whether to I

with Da&ve Spaas and his communist ideology, or to live inV:
more middle-class, intellectual, university—orien’ted “aristocratic”
fashion. Saxton seems here to have transferred the disdain whicch



144 MIDAMERICA VII

Grand Crossing’s Michael Reed felt for Hztrva)_:d and Easteli‘l(:il
intellectuals to all University intellectuals. N.elther one cou
change to suit the other,” Dave thinks, as he is aboilt tg ilfea;rle
Chicago, in part so Stephanie can have a clear ﬁ,eld.‘ And if s 3
had been made to be a professor and a professor 5 wife, a learne
liberal, a tennis player on the courts of universities, he could not
ask her to go with him.™?

But theg conflict is more fundamental than Dave h?s fully
perceived. Stephanie is certainly the most complex and in some
ways the most interesting figure of the novel. She feels raging
inside herself the central ideological conflict of the novel' in
another form, It is a conflict which extends the clear anc} obvious
one with the opposing class represented by the faﬂroads bosses,
the police, and the officials of the carbuilfler S lodge: When
Stephanie is at the point where she will decide to re-join DaveI,
just before he is to go off to start his hitch as a Wor‘ld War I
merchant seaman, she comes to understand the conflict clearly.
Sitting in a movie theatre after what appeared to be a final se]?ara.-
tion, remembering an earlier conversation with Dave, she thinks:

the one hand was the despairing mood, self-conscious-
geis, how tiny and brief these were. So _she had deﬁne(.i ].1fe
as the struggle to cram into each individual enough“hvmg
to last for etemnity. . . . It was as if she ,l’lad asked: Whﬁlt
can you offer for an anti-dote to death? And D.ave, who
was not a theoretician, had not grasped the meaning of hler
question, any more than she herself had grasped it at the
time. Yet his answer suited him perfectly. Wh(? needed an
antidote to death? Life elbowed and slugged its way ff)r-
ward, rejoiced at being alive. . . . e could not conceive
an individual pondering this matter of df:ath. He saw a
whole march of people from the begmmng' of hlstory—-a
noisy, impatient, alive, He saw them fighting c_old allnl
hunger, fighting to wipe out the few Wh.O exploited t1 e
many, fighting disease and suffering, fighting to lfaarn ftle
nature of the umiverse they lived in. He figures himself as
one of them, and why shouldn’t he? He saw the wonders
they had already achieved—and he looked forward to more.
Tt was very simple, and indeed she had often accused him

of being simple.**
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Dave’s view of the universe—the march of the “people” from
the beginning of history—which is essentially the view of the
novel, explains, I believe, the novels structure. Saxton presents his
reader with a sufficient slice of that history so that the “march of
the people” in this city and in this industry—in Chicago, in rail-
roading—can be understood. I also take it that Saxton is here
suggesting, in the person of Stephanie Koviak, an ideological
struggle which many radicals saw as central to the immediate
post World War II situation, that between various forms of
existentialism and Marxism. It is easy to see in the concern with
death, which has defeated Stephanie and vitiated her vitality, a
kind of oversimplified version of Camus’ and Sartre’s influence on
western intellectuals in that era, and in Dave’s version of reality
the kind of meliorist, essentially hopeful Marxism which charac-
terized the general mood of the left in the years immediately after
World War II. That Stephanie takes the initiative to reunite her

life with Dave’s makes clear which side of the conflict the novel
supports.

There is much else in this novel, all of it related in one way
or another to the two fundamental conflicts which inform it.
Just to cite one more example, since it takes us back to the issue
of country and city pastoral, we can look at the story of Ann
Spaas, Dave’s mother.

Eddie Spaas was Ann’s lover in the “1912” section of the book.
At nineteen, she was attracted by his guitar-playing, devil-may-
care attitude to the world. When Eddie leaves Chicago, how-
ever, unwilling to tie himself down, Ann marries Eddie’s brother
Joe, a hard-working, phlegmatic railroad man who is mostly con-
cerned about building up seniority on his brakeman’s job, entirely
lacking in rebelliousness, and who gives little of love and less of
romance. Eddie retwns to Chicago, having lost an arm in a
railroad accident. After Joe Spaas dies, Eddie asks Ann to marry
him, but she turns him down and decides instead to move to
Ludington, Michigan, the small town where she was raised, There
she meets and at the end of the novel is about to be married to
an Italian vegetable trucker, a comic Most Happy Fellg figure,
another kind of pastoral opposite to the stolid and urban Joe,
without the dangers and defeats attached to an Eddie Spaas. Life
again wins out over death, the whole over the maimed, living
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for the sake of life over sadness and defeat, the pastoral and
romantic over the stolid.

I do not want to oversimplify the ideas in the novel, nor to
vulgarize them. There is here full awareness of the possibility of
disaster. Pledger McAdam’s death, an innocent victim of the
railroad policeman’s racism, is a case in point. The grimness of
the South Side of Chicago’s streets in which the novel takes
place—the same streets, roughly, in which Farrell’s Studs Lonigan
lives his life—is not in any way lightened. Over everything stands
the grey, cinder-covered embankment and trackage of the Great
Midland Railroad, as it winds its way through the South Side of
the city, a kind of dead end against which disaster and violence
are constantly played. Moreover, the conflict in Stephanie
Koviak’s mind is rendered in felt and believable fashion, and
though the test of personal experience is always a limited one,
rings true to my personal experience with people like her I have
known.

The fact remains, though, that the novel’s view of the world
is one which is oversimplified, as pastoral is often oversimplified,
and for essentially the same reasons. There is an ideal of human
behavior established, an ideal the components of which are sim-
plicity, and closeness to the reality of work (rather than sheep-
herding), of honesty, of caring for one’s fellows, and of struggle

for a better world. The figures which incorporate that idea are
Dave Spaas, Pledger McAdams and his second wife Ruby, Roman
Koviak and a few others. There is an opposite to these ideal
figures—a dialectical opposition, perhaps, in a simplistic way—in
such figures as the railroad detective Morgan, the union vice-
president, and the railroad foreman “Upstairs” Jarvis. All the
other significant figures in the novel are torn between these two
opposites, and attempt to reconcile their personal division in some
way. Victor Koviak, Stephanie’s crippled brother, moves rapidly
towards the “bad” side of the opposition. The closer he comes to
entering the middle class as a member of the faculty at the Uni-
versity, the more ruthless, explojtative and evil he becomes. He
has never been much good. In fact, even as a child he is shown
as rather a ruthless and nasty character, the quarterback who slugs
his opponent after the game, the kid who cons his partners in the
theft and sale of bull's nose-rings. But as he moves away from
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his class Toots, virhatever redeeming qualities he had drop away
Uncle Jennison is first seen as rather a charming “boomer” whc;
;ettles .down with his Norwegian wife to run a working-men’s
o;-lum (;n an old men’s hotel. But as he achieves stability on his
ra rosit ing job with the Great Midland and becomes lodge chair-
lx?an, lee énoves ever more rapidly towards the side of those who
ﬂeg?tf le- %er McclAdams and the other Black workers out of their
ul jobs, and is e ’ :

rightful jobs, a ventually defeated when the workers” wrath
t W;hat is {.:rue of these and other minor figures is even more
rue 0f S0 major a ﬁgure as Stephanie Koviak. The more she moves
away from acceptlr.lg Dave’s set of values, which have to do with
an acceptance of life and struggle, the more she becomes “sub-
]Ii({tlve,l intellectual,” “professorial”; the more miserable she is

I]S] on 3]; wh(En she can accept her own political responsibilities as.
well as Dave’s value system which rationalizes those re3pdnsi1:;ﬂi-
ties, that she can achieve some kind of personal peace. -

Sutl:h a view of’ the world lacks complexity, even in as well-
vs;roug 1t1a 1?1‘ole.tar1-an novel as The Great Midland, and in that Jack
of tcl;)mp exity lies its greatest flaw and perhaps the greatest faw
;)1 be genre. Nevertheless, The Great Midland sems to me amon
Ee est of tl-qe proletarian novels I know. It is skillfully vs«’rif;teng
:1 ten evocative. It is excellent in particular in its rendering of’
d::c;;;f;tge- oé ?rork, Iancé especially of work of a kind rarely

In fiction. Its description of the streets of Chi i

which the action takes place i et realie g i
Place is a fine example of what realism

:dnt a’gempt at verisimilitude at their best can do. It never fi:lll(.:

:)1; o the most -extrefme dangers of naturalism, that is, into a kind

ot se%lsat}ic')Tlghsm in rex'1der1‘ng pain and horror that is often a

cog plII; t t;ltlfs:tpr(iletatian novels. Perhaps most important, the
xity of its plot, though making for some unclari ,

in a first reading of the novel, d plenity ot L

. , does reflect a complexity of ide

g;esz:)ter thaxll the ofgen simple-minded good guy-bad gtl);y qulali:l;

me prolefarian fiction, and its charact i i
Koviak, echo that complexity. 7% cspecially Stephanic
TheBgfe?Z}t‘[fﬁzlm gkelf)gkness was published a full decade after

idland. rand Crossing is a i
. pre-proletarian novel
%I;Sbi."heh(;reat Mzdl(_md a fully proletarian novel, then Bright
in the Darkness is a kind of post-proletarian work. Iike The
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Creat Midland, its major characters are working people, this time
shipyard workers in San Francisco, for the most part, but also
once again union leaders, a union lawyer who has sold out his
liberalism because he needs money to support an alcoholic wife,
and some seamen.

In this novel there is even more of an emphasis on discrimi-
nation against Black workers than in The Great Midland, though
the essential problem is the same. The time, however, is during
World War II, when labor was in short supply and some progress
was made towards integration with the help of President Roose-
velt's Executive Order 8802, which mandated fair employment
practices. )

It is difficult to focus on a single protagonist in this novel.
There are several important figures, whose lives interweave
through their training as welders and their work in the shipyard.
The title of the novel, however, is related most strongly to a young
Black woman who wishes to be a pianist, though she has trained
for and is now working as a welder. Joyce loses the man she
loves, a merchant seaman who is killed aboard a ship, She finds
her greatest solace in music. Early in the novel Joyce’s boyfriend

Chaxlie takes her to a symphony concert. As she listens to the
music, Joyce thinks . . . oh God to have made such a thing as
this. The bright web in the darkness, the heart singing like a violin
string.”® After Charlie has been killed, and after Joyce and the
Black workers have won a rather ambiguous victory in their
struggle for full membership in the union, Joyce returns to her
piano playing. She is about to participate in a student concert,
and on the penultimate page of the novel she thinks that she
“_. . was playing for them—if only she could; for the victory they
had, and the defeat and the loss, for the shining bright web of
hope in the darkness.™® Since the political victory of the Black
workers in this novel is much less clear than in The Great M idland
and since the title of the novel comes from Joyce’s comments
about her music, and since it is difficult to find any other more
central element in this rather diffuse novel, I take it that the focus
here is no longer on a clear-cut, political ideology, but rather on
the redeeming and satisfying power of art, and on a kind of

liberal humanism.
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- I am rather tentative about this conclusion, because the novel
is rather tentative. Though the marriage (;f the sailor, Tom
ORegan, to a woman who becomes an important figure ’in the
effort of sore white workers to support the struggle of the Black
workers is rocky, the outcome seems to be that there will be

reconciliation, But unlike Stephanie’s and Dave’s marriage, and

unh‘k'e Mi-chael Reed’s and Aileen’s love affair, the success of the
marriage is almost entirely a personal matter. It is not embedded
in a radical or communist view of human experience, but, quit

simply, in Tom’s need for love and interdependence. A

. The story of the lawyer, Walter Stone, whose disastrous mar-
riage ends in a convenient automobile crash, suggests another
sense O.f the book’s title. When Walter visits his wife’s grave
which is located in a California cemetery where there ar§ alsc;
some graves of westering pioneers, we follow his thoughts as he
Iea'wes. “He has inspected some of the older gravestones and
thinks: “Oh, America . . . a paragraph in a schoolbook; a histo
carve.d on the headstones of country graveyards .;md whz
remam_ed of all of this? The glow of neon signs wh(;,re the high-
way dipped down from the darkness? The hopeless lost promie
the memory of an ecstatic smileP The arrogance of Richards:
and Mackey, the grim fierce power of the man Garnet? Were

these the purpose, the out
labor and de sﬁh? > outcome of such abundance of hope and

We walked on towards the gate. Now thi i

of the web had reached its enél.”%r Richards ?sl SSE;T;} sc l;(l)?f:nt;a};rf:i
partner, .wl’l’om he Jeft because he was unwilling to take “the
wrong 51d(?, in a Jabor case. Mackey is a rather slimy ex-state
Senator, f’rlendly to the labor beaurocrats and probably the lover
of 'Walter s wife just before her death. Garnet is the leader of the
sh%pyard workers union which has refused the Black workers any-
Ehm% other than an auxiliary Jodge. These three figures are t}fe
evil” figures of the novel, akin to Morgan, the union vice-president
.tmd Upstai.rs Jarvis in The Great Midland. But there is no oppos-
1Sng force in this novel with the ideological strength of DIZWe
paas, and though Walter Stone is in himself an ideological battle-
grmcllnd not unlike Stephanie Koviak, the opposing issues are a
good deal more vaporous than in Stephanie’s case. They’ are
roughly, support for working people and integrity, as oppose(i
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to self-serving, anti-working people and anti-Black feelings. Given
the metaphor of the bright web in the darkness as used by Walter
and by Joyce in their musings, we have to conclude that the
oppositions here are a kind of liberal support for the unde.r-
dog, expressed in art, and a self-imposed selfishness and despair.
Regardless of what one may feel about the political value of such
positions, it is.clear to me that the cleaner and more complex
opposites of The Great Midland provide the basis for a much
richer novel.

If one examines these threec novels as Saxton’s corpus, tllley
form a kind of triptych. Grand Crossing approaches a radical
proletarianism;. The Great Midland is a solid and rathe.r .SOUI:ld
proletarian novel; Bright Web in the Darkness, while retaining its
concern for working people, is a retreat from the proletarianism
of The Great Midland to a less radical political view, which finds
hope in the young artist’s involvement in music and the young
marrieds” love, much more than in political or philosophical solu-
tions. The central panel of Saxton’s triptych is surely The Great
Midland, the strongest and most militant of the three novels, and
in some ways the best.

Tt seems to me that one can also use the same triptych figure
to describe the three novels’ relationship to the pastoral. The first
novel moves from the supersophisticated East to the Midwe§t,
to Chicago conceived in the sense in which I have already dis-
cussed it. The second novel, set entirely in Chicago and the sur-
rounding countryside is the most completely pastoral, in that it
most clearly follows Empson’s notion that “ . . the Wo,fker, as
used in proletarian propaganda, is a mythical cult-figure.™* The
third novel, moving away entirely from the Midwest, towards the
ocean-bordered sophistication of San Francisco, greatly rec.luces
the mythical quality of its working class figures—there is no
Pledger McAdams in this novel, no Dave Spaas, no larger-than-
life Communists at all.

The three novels rather clearly reflect the political trends of
the periods of their composition. The period just before the Ou.t-
break of World War II, and especially after the Hitler-Stalin
pact, and just after the U.S.S.R. entered the war was one of the
most hopeful for the American Communist left, as it appeared
that the nation would come out of the struggles of the thirties
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united in an anti-fascism allied with the Soviet Union, as we
entered World War II. 1948, the year of the publication of The
Great Midland, was another high-point in American radical hopes.
Though the force of reaction and incipient McCarthyism in the
United States were already pretty clear in the aftermath of the

- war, there was a strong belief that a powerful counterthrust from

the left was a possibility, a counterthrust which took the par-
ticular political form of the Progressive Party Presidential cam-
paign of Henry Wallace in 1948. By 1958, most of these hopes
had been smashed, McCarthyism had been fully experienced, and
the emergence of a new wave of political radicalism, though
already sounded in the developments in Montgomery around
Dr. Martin Luther King, Jr.’s, movement, were not yet clearly
perceived. What is more, the ideal of socialism, Communist party
version, had been deeply tarnished by the Twentieth Congress of
the Communist Party of the Soviet Union in February of 1956,
which made it jmpossible for even the most dedicated American
radical, if he or she was at all thoughtful, to ignore the crimes
of the Stalin era. Thus, it becomes very difficult to present Com-
munists as idealized figures, to readers who would not believe it,
by writers who no longer believed it themselves. Perhaps this
was also true of working-class heroes of any kind. The increasing
unionization of the country, the apparent prosperity of the Eisen-
hower fifties, made the worker as victim a much less likely figure
in fiction than had been the case in 1940, even in 1948 (if one
set one’s fiction at the eve of World War IT). It is interesting to
note, in the recent film “Norma Rae” for just one example, that
though the film is clearly pro-union, and though it deals quite
sympathetically with the young woman who is its protagonist,
and with the union organizer, there is nothing here in the seventies
of the high heroics of The Great Midland, or for that matter, of
The Grapes of Wrath.

There is another problem with these novels—they are too late
for their social base, or at least Bright Web in the Darkness and
The Great Midland are. Basing his comment on evidence garnered
from other proletarian novels of the period, Chester E. Eisinger
says of the genre that it “. . . loses its function, bowing to the fate
common to all ad hoc literature.” Although there are redeeming
qualities in Saxton’s work, the comment does apply to the last
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two panels of his triptych. Though Grand Crossing, the pre-
proletarian novel, was published while proletarian ideology still
had a significant hold on American novelists and their audiences,
that was no longer the case when The Great Midland was pt.lb-
lished, though some of the effects of post-World War II optimism
on the left were still being felt. Eisinger’s comment about Marxist
criticism, that it had a “ . . totally unrealistic hope . . . that
young writers would soon be turning out great novels about the
struggle for social and economic freedom,™ is here relevant.
Saxton’s work buttressed such patently false hopes. But by the
time Bright Web in the Darkness appeared, there was no pro-
letarian literary movement left, outside the most narrow Com-
munist Party domains. No wonder then that Saxton’s last novel
is his least effective. Though The Great Midland can still partake
of the after-shine of feeling-states which gave rise to proletarian
fiction in the late thirties, there is no such after-shine left by
1958, it seems clear—neither for Saxton, nor for his audience.

Walter B. Rideout has discussed this phenomenon in interest-
ing ways, in his last chapter, “The Long Retreat,” in The Radical
Novel in America, 1900-1954. Without concerning ourselves here
with Rideout’s political analysis, it does seem true that “consider-
ing the fortunes of the Left through the forties and down to 'the
present day, [1954] the true wonder is not that so little radical
fiction has been written . . . but rather that any has been written
at all.”®* He then provides us with statistics as to the diminished
flow of radical novels during the period 1940 to 1954, statistics
which show that The Great Midland was one of four radical
novels published in 1948, rather a high number for the period.
Rideout considers The Great Midland a novel, . . . informed in
the daily lives of its proletarian characters,” and comments that
the “ . . portraits of Commumists . . . are more life-like than the
crude sketches in the proletarian novels of the thirties, but the
conclusion is hardly more convincing,”** More important for my
purposes here than the sound specifics of Rideout’s comment is
the fact that he includes the novel as one of those which were
part of “The Long Retreat.” Had Rideout been able to extend
his work a little later in time, one can only wonder if he would
have thought of Bright Web in the Darkness as part of a rout.
The lack of critical attention given to Saxton’s last two novels
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then is probably to some extent a consequence of the years of
their publication.

If that were not the case, I believe that Saxton’s work as a
writer of fiction might have received more attention, an attention
which T think it deserves. Despite the flaws of their genre, at
least Grand Crossing and The Great Midland are interesting fic-
tions, interesting as fictions about Chicago, interesting, especially
in The Great Midland, as books giving us careful and meaningful
descriptions of the nature of work and of the lives of working
people. Though Saxton lacks Algren’s uncannily accurate ear for
the speech of ethnic Americans, he does give 1is some insight into
ethnic life-styles too infrequently treated in our fiction.

The politics of Grand Crossing were rather prophetic, in light
of developments among some middle-class and upper-class col-
lege students in the sixties, which were not very different from
Michael Reed’s experience. Though one can surely disagree
sharply with the obvious Stalinism of The Great Midland, the
book does remind us of the struggles of working men and women
to organize their unions, struggles in which Communists often
did play an important role, even if it was not exclusively their
role, and was not quite so pure a role as that played by Dave
Spaas. Furthermore, at whatever levels one may wish to disagree
with Communist Party policy in the period of The Great Mid-
land’s moment, or in our own, it is worth remembering that many
individual Communist Party members were and are hard-working,
devoted people who believe in their cause and give much to it.
Rideout suggests that The Great Midland is one of the novels
which provide “. . . successful characterizations . . . of rank-and-
file Party members or of lower-echelon ‘functionaries’, men and
women devoted to a cause, chronically overworked in Party
activity, and harassed by the protective agencies of the estab-
lished social order.” Just as working people in general are too
rarely a part of our fiction, so are social activists, Communist or
otherwise, too rarely a part of it and it is worth our while to
reconsider the role they have played in our history, an opportunity
Saxton’s fiction provides for us now, in retrospect. :

Moreover, the conflicts adumbrated in both Grand Crossing
and The Great Midland are real enough and real more recently
than when the novels were published. If the allegiance of middle-
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class students to their origins was not an issue in the fifties, and 12, Saxton, The Great Midland, p. 253.

is hardly an issue in the later seventies again, that is, it seems to 18. Ibid., p. 326.

me, to be regretted, and anyone who has lived through the sixties 14. Ibid., p. 387.

is aware that it was an issue during that turbulent decade. 15. Saxton, Bright Web in the Darkness, p. 89,
Adherence to political groupings of socialist ideologies was also 16. Ibid., p, 807.

. s I . 17. Ibid., p. 301,
such an issue during the sixties, and it seems to me clear that P
18.. Empson, p. 14.

the. conflict in S.tephame Koviak’s spirit between all.eglance .tO 19. Chester E. Eisinger, Fiction of the Forties (Chicago & London: U. of Chicago
socially relevant ideas and purely self-concerned ones is a conflict Press, Phoenix, 1965), p. 90.

that has surfaced again and again, and will surface again, even 20. Eisinger, p. 89

though we may as a nation be, as I write this in early 1979, on : 21. Rideout, p. 259.

the self-concerned side of that opposition. Union organization, _ 22. Rideout, pp. 268-9.

we tend too easily to forget, is by no means an issue of the past— 23. Rideout, p. 269.

as Cesar Chavez and the United Farm Workers, and as the
clothing workers at the J. P. Stevens Company, and many others
of the unorganized remind us as we read the daily press. Saxton’s
novels, if nothing else, and despite their limitations, are useful
ways of recovering such truths, and of making connections there-
fore between our past and our present. Though one must keep
in mind the flaws and limitations of the works, as Chicago novels,
as descriptions of working people, as novels which present on-
going ideological issues, Saxton’s fictional triptych is worth more
contemplation than it has received.

University of Illinois at Chicago Circle
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EDWARD LUEDERS CLAM LAKE PAPERS

Jowrw STARK

Words strain,
Crack and sometimes break, under the burden,
Under the tension, slip, slide, perish,
Decay with imprecision, will not stay in place. N
T. S. Eliot, “Burmnt Norton

The imagination may be compared to Adam’s dream
—he awoke and found it truth. _
John Keats in a letter to Benjamin Bailey

I lived at St. Louis until 1851, and after that time in
Sauk County, near Sauk City, tilling the soil and my
mind.

F. G. T. Lueders in a letter to William Canfield

When polar opposites can be brought together
through sufficient excitation to the point of inter-
changeability (a form of identity), the results are

galvanic and potentially explosive.
Edward Leuders, Clam Lake Papers

It certainly is not easy to write about Edward Lueders’ Clam
Lake Papers. My excitation about this winter’s tale is sufficient,
because it not only is set in my native Ashland County but also
is as deep as the winter silence in the Chequamegon National
Forest and as carefully crafted as a snowflake. A week of sub-zero
weather in Madison has almost duplicated the Northern Wis-
consin winter described in this book, thus making it even more
pertinent, and recently the newspaper inadvertently demo’nstrated
the pertinence of Clam Lake Papers by printing an it's-worse-
elsewhere story about the weather in Glidden, Clam Lake’s neigh-
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bor. But Madison’s weather is not the same as the North’s, The
cold here is damp, not dry, the skies often leaden, not usually
blue. Winter there makes persons feel noble and shrewd because
they have devised ways to survive (don’t put your fingers in your
glove’s fingerholes: make fists inside the glove; don’t hunch your

- shoulders against the cold: that only makes them ache) and clever

because they understand the enemy (e.g., estimating the tem-
perature by looking closely at the snow’s texture). Here the cold
merely makes one bitter (we, not the cold, have that quality).
Similarly, an essay about Clam Lake Papers is only a surrogate
for that book.

The greatest difficulty in writing about that book results from
polar opposition. Clam Lake Papers, although it concedes the
necessity for analytic thinking, is a hymn of praise to the meta-
phoric imagination, a prose-poem with every word firmly in
place and bearing its burden. It both exhibits and extols the
metaphorical imperative. I, a writer with an analytical bent,
trained to explicate the work of others, thus confront a book that
claims it is better to make a metaphor than to explain one. That
book itself, however, indicates a way around this impasse. Most
of The Clam Lake Papers purportedly is the .ruminations of
Lueders’ alter ego, an anonymous intruder who lives in Lueders’
cabin for a winter and in payment leaves behind a series of journal
entries that at first seem merely to be strung together haphazardly.
Lueders fades into the background, pretending that he has only
edited the imaginary intruder’s work and has added epigraphs, a
prologue and an epilogue. If my alter ego would quicken he
perhaps would create a series of comments like the following,

Both the subject matter of and the literary techniques used in
The Clam Lake Papers are unusual, but it does have antecedents.
Aldo Leopold’s Sandy County Almanac and John Muir's Story of
My Boyhood and Youth are finally attuned to nature, but their
Southern Wisconsin settings differ strikingly from the Northern
Wisconsin setting of Lueders” book, and their authors interpret
nature primarily to support an environmentalist ethic, whereas
Lueders’ meditation on nature is more diverse and incisive. One
can also usefully compare Lueders’ book to Robert Pirsig’s Zen
and the Art of Motorcycle Maintenance, which also creates an
alter ego (although it does not tell the story ), draws philosophical
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implications from a narrative and even compares analytical and
imaginative ways of thinking. The book that is most helpful to
keep in mind when reading The Clam Lake Papers is Thoreau’s
Walden. Both authors are delighted by language, explicity tell
about living in an isolated cabin while implicitly telling about the
growth of their minds and skillfully use a vast array of literary
genres and organic form: their content determines their form
rather than vice versa, creating a subtle order amidst apparent
disorder, Lueders book is not a ramshackle building that poorly
imitates Thoreau’s cabin; both are expertly made of materials
from their surroundings.

Because its parts resonate with one another, each making
several others more clear and more meaningful, the best way to
read The Clam Lake Papers, if it were possible, is simultaneously,
absorbing and conmecting all its parts at once. Lueders is not
blatant about these connections; rather, he leaves them to the
reader, That is, this book is about the human mind’s crucial
metaphor-making function, about its need and ability to connect
disparate ideas and images, and this book gives its readers the
material and the impetus to perform that very function as they
read it. Lueders writes that viewers of op art often have two
contradictory perceptions at once, thereby becoming accomplices
in the art. That is, they create part of such a painting’s significance
by connecting the two perceptions. Readers of this book have
the same kind of complicity in it when they connect its parts.
To do so all at once would be optimal.

This book’s final sentence is a remark by Lueders, speaking in
his own voice, about meeting his alter ego: “I should not know
him from Adam.” True, because that alter ego in a sense is Adam,
which is a valuable clue about this book’s meaning. The alter ego
is our forefather because his experiences are universal, although
they take place in an isolated, sparsely populated region. That
is, his mind’s operations are universal; they are some of the func-
tions that define us as human, particularly the function of making
metaphors. Like Adam, the alter ego is also a namer who attaches
words to things. Finally, they both have enormous capacities for
wonder. Adam naturally was amazed at a new world, and Lueders’
alter ego is amazed at a world that some would consider empty
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and hostile but which he considered to he a treasure house
deserving careful perception and thoughtful contemplation.

Its exuberant playing with language is.one of the delights of
The Clam Lake Papers. This playing with words is compatible
with that' book’s prevailing attitude toward language: “much

~ that goes unspoken has its form buried somewhere in the lan-

guage, pressing for utterance. Soundless, I am full of words. Once
uttered, the words are full of me.” Lueders examines the history
and roots of words, once, for example, considering whether to use
“depend” in the original Latin sense of “hang from.” He quotes
dictionary definitions and proposes his own definitions, much as
“style is a matter of how you handle things. It is movement, touch,
arrangement, speed, care, and carelessness, not just how you
handle words, but how you pick up a child, pet a dog, or make
and throw a snowball.” Again and again he defines “metaphor”
and “analogy,” each time revealing new significance. The nar-
rator characteristically reports, “found a great word at the end
of the S’s in the dictionary: Syzygy— the nearly straight-line con-
figuration of three celestial bodies in a gravitational system’.
Syzygy. Now how is a guy ever going to use that word?” Four
pages later he describes an outdoor frolic: “we played the game
for some minutes, the three of us—unidentified woodpecker,
indifferent tree, and curious man—a rotating syzygy in the other-
wise grave air of the woods.” The effect of all these linguistic
prestidigitations is to communicate, and to recommend to others,
a great sensitivity to language.

Lueders’ material is everything within his field of vision inside,
and especially outside, the cabin; his tools to work on this material
are perception and language, and his projects are to create images
and insights. He works not mechanically but creatively and with
reverence for his material, as his lambent images indicate. Hard
at work, he disassociates himself from other kinds of images,
mocking, for example, the images he occasionally allows the tele-
vision screen to show: “this image is related in one aspect to
the secondhand experience of gossip and in another to the idea
of an unchanging sense of reality we accept in the static two-
dimensional photograph.” Photographic images are not only
inadequate, he believes, but also pernicious: “maybe a contribut-
ing reason so many people in our age feel alien to poetry is that
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they are conditioned to see and to make or accept images in the
comparatively cold and objective fashion of the camera.” Lueders’
fashion is as warm with life as the Clam Lake winter is cold. One
word is worth a thousand pictures.

Most of Lueders” images derive from nature and are effective
partly because of his belief in a common ground between it and
himself. The first epigraph in the book is a quotation from Jung,
part of which is “contact with nature has gone, and with it has
gone the profound emotional energy that this symbolic con-
nection supplied.” Lueders sets out to demonstrate that he is an
exception to this lament, His alter ego awakes one night with
“commoun ground” running through his head and thinks, “com-
mon ground. Tt somehow contained all the principles of life and
death and vivid thought in between.” He tries to establish
common ground not only between himself and nature but among
other entities. For example, he conceives of memory as a linking
of present and past: “the reality of the past is manifest subjectively
in the mental process of memory.” Similarly, love is a linking that
depends on the existence and acceptance of opposite qualities.
This book is a paper chain like those that schoolchildren make by
pasting together the opposite ends of pieces of paper and then
joining the links.

Lueders unites opposites in order to explain the world. He
writes of such explanatory schemes: “in every age, the meta-
phorical imperative demands that people fasten on a scheme of
reality within which their analogy-making activities can continue
to function reasonably. Needless to say, the image-making reality
of each succeeding era then become the valid one. . . . The
difficulty comes in trying to recognize from inside out our own
system of reality, the image-making apparatus through which we
accept it and give it our sense of order and belief.” The scheme
Lueders examines in The Clam Lake Papers is based on meta-
phors: he explains a great number of things as variations on the
themes of metaphor and its opposite, analogy, which distinguishes
and separates rather than uniting. The second epigraph, quoting
Nietzsche, is a clue to the explanations to come because it identi-
fies “that impulse toward the formation of metaphors, that funda-
mental impulse of man, which we cannot reason away for one
moment—ifor thereby we should reason away man himself.”
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All these discussions about metaphors are not idle speculation:
they are a guide to a better life. The Clam Lake Papers is wisdom
literature, as Lueders implies: “the most important thing about
the doubleness, the duplicity, of our metaphorical method of
dealing with reality is that from the outset it made the human

~ being the first, the only, truly ameliorative animal. Manipulating

the world through metaphor allowed a person to accept and deal
with the factual level of existence—things as they are—while
simultaneously envisioning and working toward another more
desirable level of existence.” This more desirable level, he writes
elsewhere in this book, results from a spiritual experience of unity,
of the common ground of all things. . He believes that “we can
become ecstatically aware of this [ground] when integration
occurs suddenly through a selfhood that is whole by virtue of
being at once inner and outer. We call such integration a mystical
experience, one that cannot be parsed, that is beyond conventional
analogy. It is an experience that approximates pure metaphor—
wordless and timeless—in which one is both lost and found as
a self.”

A quotation from Jung introduces a comparison that is impor-
tant throughout The Clam Lake Papers: “as scientific under-
standing has grown, so our world has become dehumanized, Man
feels himself isolated in the cosmos, because he is no longer
involved in nature and has lost his emotional ‘unconscious identity’
with natura] phenomena.” Lueders makes many similar com-
plaints about science, often contrasting it to art, which he con-
siders humanizing rather than dehumanizing, more satisfying and
more meaningful. Many of the differences between science and
art are caused by the needs from which these disciplines arise:
“we are pleased to regard coincidence as mysterious, fortuitous,
remarkable, yet we immediately begin to search for a casual
relationship. In the first instance we are following the meta-
phorical imperative; in the second, the analytical need to explain.”
Science is objective, communicates by the limited methods of
numbers and graphs and assumes that humans are static; art is
subjective, communicates by the far more subtle methods of lan-
guage and assumes that humans are dynamic. Numbers fail to
communicate the things most needing communication because
they are “rooted in difference,” mathematics being analogical.
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The Clam Lake Papers is a Viewmaster because it continually
converts two images into one image that has more depth and color
than the naked eye sees, It is a textbook in ecology, in human
relations, in perception, in philosophy and, due to its prose, as
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THE EARLY FICTION OF WILLIAM H. GASS:
A CRITICAL DOCUMENTARY

Ray Lewis WruTE

I first became acquainted with the fiction of William H. Gass
in 1972, when I finally wondered what had happened to the
Midwestern short story since the days of Sherwood Anderson
and Ernest Hemingway. Thus I found In the Heart of the Heart
of the Country only five years after its publication . . . and I
knew that the Midwestern short story thrived in situ. I further
knew that William H. Gass continued Anderson’s experiments
with narrative language and understanding of grotesque charac-
ter; Gass’s own fascination with the prose of Gertrude Stein con-
firmed the Stein-Anderson-Gass tradition.

Moving backward to read Gass’s first book, Omensetter’s Luck
(1966), I was impressed with this author’s ability to write equally
well in the Joyce-Lawrence-Faulkner tradition—lushly narrated
psychological fiction fraught with primitivist myth.

To learn whether any book reviewers had shared my enthu-
siasm for Gass’s first two volumes, I collected sixty-six clippings
from the American newspapers and magazines of 1966-1968; and
I found Gass compared to not only Anderson, Stein, Joyce, and
Faulkner but also Hawthorme, Poe, Melville, Twain, Proust, Con-
rad, Lewis, Wolfe, and Mailer. Some réviewers suggested, per-
haps wisely, that Gass could indeed be the link between the
early prose masters and such newly respected modernists as Barth,
Pynchon, and Barthelme, ,

To encourage study of William H. Gass’s fiction I present here
a chronicle and digest of my collection of book reviews; and to
enrich the holdings of the Society for the Study of Midwestern
Literature I have presented my collection to the Society.
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Omensetter's Luck

1. West, Paul. “Finnegans ache.” Book Week 20 March 1966.
“Mr, Gass is like Joyce hymning the rivers, and one would have to be crimi-
nally tone-deaf and almost snow-blind not to register the sonic and visual
brilliance of the language, It has a pregnant, swaying physicality, with an
undertow of festive and smutty limericks: a delight to say aloud and a con-
_tinuing sound in the mind, In short, a style. . . . The problem is the novel’s
density, which Mr. Gass relieves only by changes in rhythm-—conclusive
shudders of an epileptic having an attack in deep mud. . . . Mr. Gass’ firm
abundances are those of 2 mounting gift. Now let him cancel his indenture
to Joyce.”
9. Petley, Maie E. “ ‘Omensetter’s Luck® Is Intricate.” Louisville Times 12 April
1966.
“Omensetier’s Luck, by William H. Gass, is as unusual a book as the title
suggests, and one that makes few concessions to accepted fictional techniques,
. . . Rich in symbolism, the book is intricately constructed, If the reader
can weather the stream of consciousness of the Rev. Jethro Furber during
his periods of lecherous fantasizing, and some vividly presented scenes, he
will be lured on to a denouement that is morally and artistically rewarding.
. . . In this work, which must disturb serious readers, the author is retelling
a story that has been told time and again since its first enactment some 2000
vears ago. Reduced to simple terms, what the author is saying is that it is
not in the nature of men to accept goodness and simplicity on their own
terms and the closer they move to nature, the more savagely will they try to
destroy it. Fortunately for the human race, there is always the lone pro-
tagonist of morality—always the idealist whom none can destroy.”
3. Fremont-Smith, Eliot. “Books of The Times.” Neto York Times 13 April 1966.
“Part dirge, part celebration, part apocalyptic apparatus, this first novel by
a philosophy professor at Purdue is at the very least a gorgeous and stunning
achievement of imagination. Tt is exhausting to read, but not wasted time.”
4. Morton, Frederic. “Of Mortality And Salvation.” New York Times Book
Review 17 April 1966.
“Mr. Gass’s prose is egual to his.design, Among novels Pve read in recent
years, only Norman Mailer's ‘An American Dream’ has been able to pound
such wild music out of pain. Gass, like Mailer, finds the very melody of dread,
But whereas Mailer uses the current counters of urban despair, Gass reaches
back to-the language of the Bible, of Cotton Mather and the TFarmer’s
Almanac. He can make rich sentences from lean words; the carnalities have
a primeval, and thus all the more authentic, ring; and almost natural is the
mingling of scatology and eschatology. . . . Gass is himself-a new writer
who has opened haunting new flelds of experience to the novel.”
5. “Country of the Heart.” Newsweek 18 April 19686,
“*Omensetter’s Luck’ is a dense, provoking, vastly rewarding and very beauti-
ful first novel. In prose that rolls along the tongue even in silent reading,
“William H. Gass has set out to explore those thickets of the mind where the
outside world impinges on the soul. Step by step, page by page, he con-
ducts a quest into the borderland between physical even and metaphysical
meaning. The price the reader pays to go along is wearing: complete atiten-
tion, word by slow word; constant resistance to the pull of the story in
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that you imagine the heart pumping, with hard positive thumps, building
to a crescendo that eventually, abruptly must stop.”

Caines, Ervin J. “Mr. Gass’s Novel Is No ‘Gas’—But Good.” Minneapolis

ibune 19 June 1966.

f'lf‘ll?; plot, v]vhich matters less than the style, scarcely holds the reader. .It
is the revelation of the states of mind, the clashes of personal and social
values that give the novel its distinction, Told in three monologues by
townsmen who knew him, Omensetter's tale unfolds, ugly, pungently and

. with occasional poetic magic. . . . The density of Gasss style is taxing,

17.

18.

io.

20.

21.

and toward the end, somewhat ragged. Gass does not have quite the touch
of the supreme craftsman, but ‘Omensetter'’s Luck’ is a considerable work
of art, worthy of the attention of any serious reader.”

Shattuck, Roger. “Fiction & la mode.” New York Review of Books 23 June
1966.

“ijr?ensetter’s Luck is a vast, vigorous, and deliberately dishevelled mnovel
whose action falls into place only in retrospect or on second reading, T'he
most commonplace remark to make about it is that, crammed as it is “’.lth
dialogue and monologue and mixed voices, he has eliminated guotation
marks from the text . as systematically as Apollinaire deleted_ all
punctuation from his first collection of poetry. The result is that distinctions
of character and act and attitude are at first submerged beneath the lar.ld-
scape of sheer style. James Joyce and Gertrude Stein practice similar
obliterations of the frontier between the elements of the story, and the
relation to Joyce particularly is clear also in Gass’s plastic use of language.
But the comparison makes one aware of the degree to which Gass re_aches
beyond character and beyond event to something I can only call history.

Time in his novel flows massively like the Ohio that surrounds it ¢n: every

side. Without ward, kings, or voyages, Omensetter’s Luck takes shape as a
species of historical novel.”

Review. Portland Telegram [ME] 26 June 1966,

“As a first novel, this is a remarkable performance. Gass is a philosopher,
and his writing is vivid and readable.”

Stryker, Kathryh Ten Cate, “Of Books And Things,” Concord Free Press
30 June 1966.

“In earlier works [sic] William Gass has been compared to James Joyce in

his style. In this book it would seem that he resembles more the late William
Faulkner. The broken sentences, the lack of punctuation, the preferex.lce
for long sentences, the rambling suggestibility of his phrases are Faulknerian
and almost equally powerful.” ,

Cassill, R. V. “Shorter Reviews,” Kenyon Review Fall 1966.

“The true subject is the act of composition. The method is at least close

to the intentions of the vorticists, enunciated long ago and far away, in

Tondon before he first World War. But what Mr. Gass now spins astonish-
ingly in his vortex is material and learning, sensibility and ideoclogy, brougl:lt
on the tide of the intervening 50 years. His success consists not so much in
aiming skillfully at an established target as in making us behold a target
materialize where he has aimed.”

Menn, Thorpe. “Books of the day.” Kansas City Star 28 May 1967,

“The best novel of 1966 was “Omensetter’s Luck’ by William H. Gass. It
is the only novel of 1966 (first or- whatever) that won virtual unanimous
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praise, and was called a masterpiece by some major reviewers. . . . It is one
of only three novels that, in 40-some years, made me turn immediately
from the last page to the first page and begin re-reading. The others were
Conrad’s ‘Heart of Darkness’ and Joyce’s “Ulysses,” It has that sort of
mysterious fascination, It is more Joycean than Conradian, but it is as unique
as either. Reviewers make comparisons because it is difficult to describe
something that is wholly new, different, unusual. Unlike reading ‘Ulysses,’

_ you know exactly what is happening and who is saying what or thinking

how. Most reviewers have mentioned the style as being reminiscent also of
Faulkner’s ‘Sound and the Fury. So it is, but as far as the story is con-
cerned it might be called Hawthornian.”

In the Heart of the Heart of the Country and Other Stories

1. Hell, Joan 5. “Crystal Images.” Housfon Post 95 February 1988.

“In this novella, and four stories, William Gass makes it clear that his widely
acclaimed fitst novel, ‘Omensetter’s Luck,” was no accident, Although some-
what Faulknerian, that book took an idiosyncratic, personal stance toward
the world. Neither narrative, description, nor dialogue was conventional.
And this is true of his second book as well, Gass is not easy to read, for he

refuses to supply expected connections and his style. is often frustratingly
elliptical.” -

. Roberts, Ruth L. “‘Terrifying Visions.”” Baltimore Sun 25 February 1968.

“One thing as certain . . . this collection of two novellas and three short
storfes will do nothing to diminish Gass’s stature as a, writer of extraordinary
brilliance and insight. Like the novel, each is less concerned with the event
itself than with the emotional reaction it engenders and which resolves into
an intense debate on the nature of good and evil. Analytical and often experi-
mental in form, the stories shun neither the humorous nor the grotesque as
they open up terrifying visions of the loneliness of man when confronted by
these imponderables. The idea of alienation and lack of communication has
suffered from overexposure lately, but it is presented here with such sur-
prising twists of plot and out of -the ordinary characters that the concept
seems new and its consequences even attractive. . . . Varied and thought-
provoking, the stories are written with care for the absolutely right word
that suggests rather than explains, and although they demand close atten-

tion, they provide a vastly rewarding experience for the more than casual
reader,”

. Hicks, Granville. “Short Stories of the Grotesque,” Saturday Review 9 March

1968.

“William Gass was fortunate: his first novel, Omensetter's Luck, created quite
a stir. Consequently, In the Heart of the Heart of the Country, which con-

" tains two long short storfes and three of conventional length, is not going to
‘be neglected. And that is good, for these tales demonstrate, as surely as the

novel did, that Gass’s talents are of a high order. . . . Gass’s preoccupation
with grotesques reminds the reader of Sherwood Anderson and Carson
MeCullers, but his style is his own, and so is his feeling for the deformation
of personality. . . . Although he made a late start—he was over forty when
Omensetter's Luck was published—he is now as firmly ‘established on the

literary scene as any writer of his generation.”
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transcendental American sensibility. It is writing like this that will achieve,
if it is at all possible, a saving continuity with tradition as it attempts to
save human feeling and individuality for art”

1. Vince, Thomas L. Review. Best Sellers 1 April 1968,

“If technique is all—then these stories succeed admirably. But there is a
lingering suspicion that these faceless {and sometimes nameless) characters
detract from the effect of the tales, Nor are we convinced that the numerous
anatomical and sexual references necessarily enhance the vigor of the writing.
Finally, we wonder whether the reason these stories seem empty is because
the author himse!f has litfle sympathy for the people and situations he
portrays and, as a result, his characters become dehumanized, Brilliant
prose? Perhaps so, but if people are still central to the unity of fiction,
then these stories fail in a very large degree.”

14. Glicken, Harold. “Fargo Native Is Faulkner of Midwest,” Minneapolis

Tribune T April 1068.

“This is Gass second published book of fiction. The first, ‘Omensetter’s
Inck” gave the impression of being total Had Gass written only ‘Omen-
setter’s Lauck’ and not written the two novellas in this collection, his con-
tribution to American writing would have been sufficient, His chronicling
of this region is becoming comparable to what Faulkner did with the

South.”

15. Herlihy, James Leo. “Digging deep in his story trunk,” Book World 7 April

1968.
“Tn searching for a clue to the uniform unreadability of this volume, a reader

is apt to wonder whether Mr. Grass is aware of the pitfalls of first-person
storytelling. Maugham and Fitzgerald surmounted them by the simple device
of having a narrator tell someone else’s story, perhaps on the theory that a
person fascinated by his own sensibilities was not much better company in
a hook than across the dinmer batle. Others—Salinger and Mark Twain
come readily to mind—saw to it that their I-characters had plenty of charm
and vitality. Mr. Gass doesn’t take these precautions. A glance at the
copyright page—some of the stories go back to 1959—suggests that, by digging
too deeply into his trunk, the xichly gifted young author of Omensetter's
Luck may have pressed his luck a bit far.”

16, Wiggins, Allen. “Psychological Exploring Is Powerful.” Cleveland ‘Plain'

Dealer 7 April 1968.

“It {5 the most intense ficion I have read in a long time. He takes men in
extreme states of consciousness and portrays the world they see—obsessive,
hallucinating and often frightening. It is the psychological world explored
by French writers like Alain Robbe-Grillet, Pierre de Mandiargues and
Michael Butor. This may perhaps frighten some people off, since these
writers, for all their excellences and newnesses, often produce long dry
stretches of rather abstract description. But Gass vever suffers from these
theoretical problems. His thetoric is tough, often brittle and always vivid.
Also, he is American, a native of North Dakota. FHis people are ours—an
adolescent farm boy, a failing real estate salesman, a suburban housewife.”

19. Spacks, Patricia.  ‘Heart of the Country’ a terrifying place.” Boston Globe

11 April 1968.
“In some ways this book, four short stories and a novella, is more compelling
than Gass’s much-acclaimed first novel, ‘Omensetter's Luck.” Unlike many
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18.

19,

20,

al

22,

collections of short stories, it achieves remarkable unity, unity of psychic
response. Events here are less important than what they mean to participants
and observers; what they mean bears little relation to crdinary judgements
. . . Only the novella, among these tales of obsession and commOnp]ace.
horror., has a plot in any ordinary sense. What governs and enriches these
narratives is the author’s feeling for language as form .and his profound
almost inarticulate psychological insight, Although his stories are diﬂicul;:

to comprehend, they create a brilliant and fresh evocation of the plight of

twentieth—celntury man, cut off from community, forced to fantasy to create
a sense of richness in life,”

Creed, Dick. “The Beauty Ami i imations,” Wi
e e 14 Ao 192;3 ' d Grim Intimations,” Winston-Salem Journal
‘_'William Gass does with words what Andrew Wyeth does with paint. Gass
is a 1:11aster of nuance in the use of the English sentence. At their most
beaut}ful, his sentences are nevertheless wild and portentious, They say
here‘ls beauty, yes, but here also are intimations of grimness, of doom even,
e In the Heart of the Heart of the Country’ is a collection of well cmfted.
pieces. The reading is at the same time light and challenging, It is a new
avenue of experimentation and a pleasure to read.” .
?jumritaalghlj;;}:ﬁl:isg 6‘2.. Remote flavors and exotic corners.” Providence
“The words of William Gass’ America pop and burst in the mouth like so
many cardamon seeds, For him, these United States are a land of capsicum
and tarragon and all manner of remote flavors; around his countryside are
corners as exotic—and frightening—as any. cutthroat tribal enclave in any
unexplored wilderness, imagined or real. . . . ‘Omensetter’s Luck’ demanded
concentration, and rewarded it hugely. The shorter settings of “In the Heart
of the Heart of the Country” ask somewhat less of the reader, but offer up
almost as much.” S
a/Ialin, Irving, Review, Commonweal 19 April 1968,

William H. Gass is interested in the ‘texture’ of consciousness. He believes
that plot is less important than insightful Hashes because it is ‘well ordered’
and artificial—it is divorced from the way we actually experience ‘the heart
of the country.” Thus he writes stories which have no fixed point of reference
{except the parrator’s consciousness). These stories are, in effect, imagistic
essays on the mind and when they work, they disturb our co,nventional
responses to life and literature . . . the important American novelists from
Poe to Flannery O’'Connor have dealt with obsessive designs which distort
rea.]ity—but I think that at his best, Mr. Gass makes us remember thesc
writers. His stories guestion the relation between consciousness and reality.
and they make us wonder about our tense situation in an alien (?}) ld’
They stun us.” e
‘Review. Hutchinson News-Herald [KS] 20 April 1968.

‘A great deal of Mr, Gass’s work has a naturalistic cast and g homey or
roughened Middle West atmosphere, yet beneath the close attention to the
concrete detail one senses a preoccupation with phenomenological ideas.”
Eradley, Van Allen, “Books.” Houston Chronicle 21 April 1968,

Now he has brought us a collection of shorter pieces—two novellas and three
sho.rt stories—which surely must establish him in the thin front rank of today’s
fiction writers. Some say he derives from Joyce and Faulkner, but I s:y,
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become luminous with the evidence of a supreme and a metaphysical order.
.. . Language itself is the greater part of the action, and the likely logic
of the action in Gass’s fictons is, indeed, rhetorical: tropes, parodies, vertigi-

nous verbal associations make the movement and the drama, Moreover, the |

fictions at the outset are provided with great freedom, because everything
is grist for the obsession with which they begin—Gass is alternatively furious
and fluent, cantankerous and cool: his materials are alternatively high
Biblical and low pornographic, and in each instance serviceable to their end.”

Howard, Richard. “Nothing But the Truth.” New Republic 18 May 1968
“Nothing is overcome, nothing is effected, even, but much as realized, we
are more aware that the utterance might not have been made at all than
that it was what had to be: it is sufficient praise for William Gass’ vir-
tuosity that he lures across the border of existence conditions and concerns
evidently dedicated to their own cancellation.”

Tarpey, Michael P. “Purdue Professor Depicts Midwest.” Indianapolis Star
19 May 1688.

“Purdne University Prof. William H. Gass is one of the most original story-
tellers on the American literary front today. The traditional rules of short-
story writing are thrown out the window as Gass depiets life in a ‘typical’
Indiana town in his recently published ‘In the Heart of the Heart of the
Country.” . . . ‘In the Heart of the Heart of the Country’” just might estab-
lish Gass in the ranks of Heminway, Faulkner and Joyce”

Goolrick, Esten, “Language, Midwest Grip Him.” Roanoke Times 26 May

1968,

38.

39.

“It is clear from this excellent, indeed outstanding, collection of stories that
its author has at least two obsessions: & burning love and respect for the
English language and its uses, and a passion for the Midwest with all its
raw strength and its lusty, sometimes crude, inhabitants. The writing tech-
nique could be called experimental, yet it is so firmly controlled and manipu-
lated to. the writer's will that it seems, while one is reading, to be the only
possible way to say what the author wants ot say. Gass seems to have no
recognizable forebears. While his storfes are not terse and truncated like
Hemingway's, neither are they verbose like Faulkner's or blackly humorous
like, say, Barthelme’s. They are Gass’ own, proudly themselves, and a joy
to read. Anyome who missed Gass’ first book, ‘Omensetter’s Luck,” as I
did, would do well to read it and then this book, and thus get in on the
start of a good thing.”

Review. Huniington Advertiser [WV] 26 May 1968,
“Now Cass has a new volume containing two novellas and three short stories,
They serve as an excellent introduction to him for those who missed ‘Omen-

setter’s Luck’ although none of them can rank with that work. . . . Its a
hook to digest, to think about . . . and well worth the discerning reader’s
time.”

Review, Virginia Quarterly Review Summer 1968

“That astonishingly talented new writer who gave us so finished a first novel
as ‘Omensetter’s Luck” provides fresh evidence of his merits in a book of
short stories, each differing sharply with the other in mood and effect, Mr.
Gass compels his narrative to serve his purposes as well as illustrate them;
he has admirable directness and assurance; his competence is clear cut. Ie
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40.

41.

42.

43.

44,

45.

is an author who can restore faith in the validity of prose fiction as an art
for readers almost in despair over the evidence otherwise on display.”

Ward, Richard, “Exercises By W. Gass.” Netw Haven Register 28 July 1968.
“ .. if youll just lean over this way, sir, I'll let you in on something, The
three short items and the two long ones are all over-poweringly boring, . . .
These aren’t really hyper-modern exercises, yet they are not short stories in
the usval sense. They read to me like the type of thing that is done in

. creative writing classes by those with neither the imagination for fiction or

the discipline for poetry.”

Flowers, Charles, Review. Chattanooga Times 1 September 1988,

“ . . William H. Gass, in his violent and broadening stories set in the
American Midwest, can be helpfully described as a kind of Minnésota
Faulkner. . . . There are those who will trip out on the flaceid thythm of
the prose here or the versatility of the author’s image-manufacture, but sub-
stance wears thin throughout the book. Gass is particularly unappealing (in
fact, tedious) when disguised as sensitive, middle-aged intellectual—half-
Nabokovian, half-demented.”

Gibson, Teddi. “Harsh Indictment of Midwest ‘Heart.” Cleveland Press
20 September 1968.

‘.‘His ﬁr.r?t novel, ‘Omensetter's Luck,” received great acelaim and this edition
is certam!y a great and worthy encore to that. . . . Together, the stories
cannotrfml to leave the reader fascinated and ummoved [sie].”

Review. Minneapolis Tribune 1 December 1968.

“In these stories the Midwest has been analyzed with enough perceptoin
to make any Midwesterner wonder if he has been deaf, dumb and blind.”
Pertalion, Albert. “Reviews And Reflections.” Greenville Reflector [NC]
8 December 1968, .

“His prose is impeccable, but a bit dull, His short pieces in “Heart of the
Country’ [sic] are like brilliantly conceived sections of chamber music: to
4 musician, they are exciting; but to a layman, boring. A writér or a teacher
of writing is apt to be dazzled by Gasss ‘well made sentences,” but I was
a bit numbed by all but the last story, a series of diary-like meanderings
about some place in Indfana. . . ., I can’t recommend this collection of
stories as one t0 curl up with at night for simple pleasure, even though
the writing is fechmically excellent. As writing it's interesting, but not
absorbing.” ’

Review, Look 28 December 1968,

“In the Heart of the Heart of the Country by William H. Gass is a collection
of stories about the ways in which men fall off from humanness, suceumb
to madness, to obsession or despair, Each man, by the story’s em’i is . swal-
lowed by the world from which he had set himself apart. Gass’s s’tori;as are
fierce, symbolical and sternly compressed; in each, the action yields to a
vision of man in the process of disintegrating,”

Hlinois State University



. MIDWEST REGIONALIST PAINTING AND THE
ORIGINS OF POPULAR MIDWESTERN CULTURE

" DoucLas A. NOVERR

The Midwestern Regionalist painters of the 1930’s represent
an important chapter in the shaping and articulation of an indige-
nous Midwestern culture during a time when this region provided
a rural center to a country that had been betrayed by the industrial
city. The Depression period saw a search for the real America,
the America that had been transformed and standardized by the
material prosperity of the 1920’s but an America which now
realized that even the basic necessities of life could not be taken
for granted as part of the vaunted American way. This realization
came slowly and grudgingly, of course, and not all regions of the
country felt the impact of the loss of a standard of living in the
same way or to the same degree. The 1930°s were a period of
self-scrutiny and national self-documentation, and Midwestern

Regionalist painting was a part of this visual examination of not

only the people but also their circumstances. This documentation
often focused on the “forgotten man,” but it is clear, even after
looking at a limited number of photographs of the period, that
the Farm Security Administration photographs were trying to
locate the American character underneath the images of poverty,
dislocation, confusion, and puzzlement. As photographers, writers,
and artists examined the working classes and the common pe0ple
of America, many of them found more than the material for prole-
tarian writing and polemics. They found or rediscovered the epic
story of the national experience: the epic struggle of man against
nature and its forces, the frontier tradition of individualism and
new beginnings forced on man by setbacks and iron necessity,
the commonly sharéd life of specific communmities and locales
which had distinctive local, sectional and regional cultures.
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America rediscovered its plurality and diversity, but artists found
a center in the rural and agrarian Midwest. The breadbasket of
the country took on significant cultural meaning when hunger and
deprivation were spectres that haunted cities and the exhausted
soil of the sharecropping and land tenant South and the Dust
Bowl Southwest. For once the Midwest was envied for its stability
and even its relative insulation from the fluctuations and uncer-
tainties of urban life. The grainfields, cornfields, truck gardens,
and dairy farms represented a certainty when other. areas were
devastated by floods and drought. Americans began to realize
the importance of man’s relationship to the land and the country’s
dependence upon it, especially when all the balances seemed
upset and when nature seemed bent on havoc.

The Midwestern Regionalist painters (‘Thomas Hart Benton,
Grant Wood, and John Steuart Curry) caught the spirit of this
populism in thelr own unique ways by forging highly iridividual
styles and modes of expression. Tndependeént of each other, they
created a popular art that spoke directly to specific sections of
the Midwest, but collectively their art’ provided a “people’s
history” told in a strong narrative way. They capturéd scenes
which gave Midwesterners a sense of the niational space that they
inhabited, but more importantly the artists wanted to invelve
their spectators directly in the art by providing what Benton called
“interior images” which penetrated to the cultural roots and folk
patterns of the people’s lives. In his An Artist in Amemca (1951),
Thomas Hart Benton stated: ‘

We [himself, Wood and Curry] came, to our conclusions
separately but we ended with similar. convictions that we
must find our aesthetic values, not in thinking, but in pene-
trating to the meaning and’ forms of life as lived. For us
this meant, as I have indicated, AmericanTife and American
life as known and felt by ordmary Americans, We believed
that only by our own participation in the reality of Ameri-
can life, and that very definitely included the folk patterns
which spark'ed it and Jargely directed its assumptions, could
we come to forms in which Americans would find an oppor-
tunity for genuine spectator - participation. This latter,
which we were, by the example of history, led to beheve
was a corollary, and in.fact, a proof of real artistic vitality
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in a civilization, gave us that public-minded orientation
which so offended those who lived above, and believed that
art should live above, “vulgar” contacts.*

This statement of their philosophy of popularism connects the
Regionalists with the ecarlier New York City Ash Can School
realists. Robert Henri, the leader and articulate spokesman for
this loosely organized group, had written in 1910:

Art cannot be separated from life. It is the expression of
the greatest need of which life is capable, and we value
art not because of the skilled product, but because of its
revelation of a life’s experience. The artists who produce
the most satisfactory art are in my mind those who are
absorbed in the civilization in which they are living.?

Henri had emphasized that art should “express the spirit of the
people” and the temperament of the people. Henri and the other
realists expanded the subject matter of art to include all economic
levels and conditions of society, finding beauty and vitality in
tenement districts, in scenes on the East River and Blackwell’s
Island, on the roofs of tenement houses, and in places where the
lower classes congregated for recreation and amusement. Henri
also emphasized that it was necessary for people “to understand

what art is, to understand why it is” and to see that imagination .

in art must affect “every phase of our daily existence.” The Ashcan
School painters declared their independence from conservative
art academies and galleries as well as hostile art critics who con-
demned the “apostles of ugliness” for debasing and lowering the
ideals of art. In Benton, Wood, and Curry the spirit and heritage
of urban realism found root in the rural Midwest, and Benton has
so forcefully and quarrelsomely noted, the Midwestern Regional-
ists inevitably found the same hostility from the art critics and
academies who condemmned them as provincial, sentimental,
mawkish, and melodramatic. The Regionalists reasserted the im-
portance of subject matter which was concrete and recognizable,
and even more importantly they re-emphasized the representa-
tional and documental function (art as mimesis) of an art drawn
directly from American life and which is meaningful to those
living that life. This indigenous art asserted a faith in the people
as the source of genuine American culture. As Benton has stated
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in his “American Regionalism: A Personal History of the Move-
ment,” “Without faith of some kind there can be no background
for art; without a belief in the reality of things there can certainly
be no background for a realistic art.”® The Regionalists were
unashamed of their deep attachments to the Midwestern land-

* scape and its culture. They were engaged in the life of their

various sections or locales, and they wanted to share their insights
and responses with what Benton called “socially intelligible
meanings” and “effective representation of cultural ideas.” They,
like the earlier Ashcan School painters, sought to declare their
independence from the borrowed forms and influences of Paris,
the veritable explosion of experimentation styles, artistic and
aesthetic philosophies which led to a disintegration of visible
forms and to more private or subjective statements of artistic
expression. Benton bemoaned the “unhappy effects which Armory
Show of 1913 had had on American paintings.” He saw art turned
away from “meaningful subject matter” and “a living world of
active men and women into an academic world of empty pattern.”
The Regionalists wanted, as Benton asserted, to emphasize in-
tuitive insight and to place “a search for the human meaning of
one’s life at the center of the artistic endeavor.” They wanted an
art with emotional content and socia] signification. This is clearly
within the Whitmanesque tradition of naming, cataloging, saying,
celebrating, and thus revealing. Interestingly enough, this tradi-
tion also comes out of journalism, for many of the Ashean painters
had worked as illustrator-reporters for the Philadelphia Press.
Wood, Curry, and Benton all had experience as illustrators, and
of course Curry and Benton were later to use the public mural as
a means of social documentation and popular history.

Wood, Curry, and Benton all had some contact with Paris
and they found reasons to reject its influences and to turn to otheI:
sources. Wood said that he rebelled against “the sleazy artifices
of Impressionism” and came back home to Cedar Rapids, Iowa,
because he realized “that all the really good ideas I've ever had
came to me when I was milking 2 cow.” Benton, of course, was
more deeply indebted to Parisian influences and was for a time
part of the experimental vanguard. He returned to Missouri in
1935 and steadily developed an identity as a populist spokesman
of the frontier past and individualism. Curry spent only a year
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in Paris-and upon his return lived in New York City, but he too
relocated in his native ‘Midwest, realizing that Kansas and its
prairie life formed the core of his identity. Cury found the
tactile, visual, and olfactory sensations of farm life to tie him
to the earth. He said: “My life was made up of sensations. I used
to go out in the garden and pull tomatoe vines to pieces so that
I could smell them. I used to go out in the pasture to the mud-
holes where the doves had gathered so that I could see them fly
up against the sky. . .. I loved the smell of wet dust.”® All three
painters discovered the central importance of their homeland to
their identities, and they turned their backs on the art centers of
the East to concentrate on the known and felt experience which
had shaped their outlook on life and the country.

" Once the commitment was made, each artist sought to find a

unique personal style to convey “the meaning and forms of life

as lived” in Benton’s key phrase. During the Depression, as the
struggle for survival became sectional, regional, local, and familial,
the time was right for folk idealism which would reassert the
continuity of American history and reveal folk patterns thus pro-
viding identity, Tt is important to turn to a selected number of
paintings by these three Midwestern regionalist painters-to see
how they expressed their distinctive styles and to show the con-

tinuity of their artistic aesthetics. It is important also to note |

their “public minded orientation” as they sought means of con-
veying the folk life and shared popular culture of their respective
regions.

Grant Wood’s -“American Gothic” (1930} (Illustration 1) is.
the best known painting of Midwest Regionalism. The work won
an award at a Chicago Art Institute show in 1930, and it was the
most popular painting at the Chicago Century of Progress Exposi-
tion of 1933. Wood was thirty-eight years old when he painted
it, and his career was to be ended only twelve years later when
he died of cancer of the liver. The painting provides “interior
images” of the lives of this Iowa farm couple by means of authen-
tic detail and careful visual representation. Benton has moted
that Wood had a quiet, sly humor, and the humor and satire of
this painting are often overlooked. The title of the painting is
drawn from the Gothic arched window that graces the upper
story of the farmhouse, providing the only variation. (except for
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the lathe turned support post on the porch) of straight lines that
dominate. This is a kind of limited carpenter’s Gothic, and the
tin roofed barn to the right provides a necessary visual contrast.
The rural Gothic farmhouse, with its trianguler roof line that joins
the two heads, represents the idea of attempting to dress up a

* rather plain and drab reality. The husband and wife in the fore-

ground, stonefaced and somber, carry out this Gothic theme even
more fully. The man has a black Sunday go-to-meeting coat on
over his work trousers and work shirt. The pitchfork pattern is
repeated in his overalls and even in his face. The only visual fact
that offers any variation is the left lapel of his coat, which is
turned slightly out. The woman has on an ivory cameo broach
which has on it the idealized figure of a woman with a fancy
hairdo and perfect side profile. This is contrasted with the actual
fact of the woman with her rather broad, elongated neck revealed
and her hair pulled back with one strand hanging down to break
the lines of her face and head. Her rather plain dress of circles
and dots on brown over a black top is broken only by the edging
along the top, and the same material is almost repeated in the
curtain that can be seen in the Gothic window. The pitchfork,
held firmly by the weathered fist, connects the man to his fields
and barn, while the plants on the porch of the house (over the
woman’s shoulder) suggest the domestic life of the woman.
Wood’s two dimensional compositional technique eliminates the
middle ground and forces the house up behind the figures, making
only certain of its features visually available. We are forced to
look through the figures, who themselves provide a kind of Gothic
window on their world.

The painting perhaps suggests a parody of the family photo-
graphic portrait or the artistocratic family portrait done by an
artist, but in this one there is no artful arrangement, pleasing
variations, use of interiors or flattery. This portrait seems quickly
arranged, implying that hard working farmers have little time
for luxuries or frivolities. Their lives are not greatly varied or
Iuxurious, and the cameo broach and the Gothic window and
porch perhaps represent the woman’s attempt to provide some
degree of fashion to simple, unpretensious lives. The painting
suggests-their tough and flinty character, and the Gothic here is
an element of genial wit and country humor. Wood admires these
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people, although he can see some of the humorous contrasts in
their lives. Their rigidity suggests strength and tenacity as well
as certain strong opinions and cultural values. Wood’s satire cuts
a number of ways, and it is genial in its touch. This painting
obviously speaks to the sobriety, plain living and plain religion,
and lack of pretension and affection that rural country folks find
characteristic of themselves and their lives.

This painting started Wood’s successful career as a Regionalist
painter, and he did not equal it in terms of a concise statement of
the people who made the Corn Belt what it is. Wood’s “Daughters
of Revolution” (1932) shows perhaps a sharper satire since it
narrows the focus of the picture considerably to suggest the pre-
tensions of these three DAR ladies posed before the famous
painting (notoriously inaccurate) of Emanuel Leutze—"Wash-
ington Crossing the Delaware.” If the women look smugly located
in the past, they also look formidable. Wood satirizes them by
using a tableau pose upon the tableaux painting, and as E. P.
Richardson has noted, the satire may have reflected Wood’s dis-
illusionment when the memorial window that had been commis-
sioned from Wood for an American Legion building had been
rejected because it was made in Germany.® Wood had chosen a
Munich factory to fabricate the stained glass window memorial
to Iowa veterans of World War 1, and as Mary Ann Tighe

and Elizabeth E, Lang note in their Aré America Leutze's monu-

mental painting had been done in Germany and was an elaborate
fabrication of historical fact.” But the satire here is also inventive
and genial. The controversy of the stained glass window was a
local one that gave color to Des Moines life. For a local artist
like Wood these women were a force to be dealt with, even to
suffer a minor setback from. But the DAR was a fact of Mid-
western life, and memories of the First World War and the
enemy could still become a local issue even thirteen years after
the was was over. For Wood, art was a means of human revela-
tion, and although his paintings suggest conservative narrowness
and certain cultural pretensions, he painted as one who loved the
small town life, much as James Thurber wrote about Columbus,
Ohio in My Life and Hard Times (1933).

John 8. Curry’s art has a more epic scope, and sets the farmers
of Kansas clearly against the open plains and skies of Kansas, His
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paintings suggest the drama of man’s struggle against Nature
and its particular forces which sweep across the Kansas plains.
Benton has noted that Curry’s realism “was technically simpler
than either mine or Wood’s but it was psychologically more com-
plex.”® Behton characterized Curry’s realism as a faithful repre-
sentation that was exact and direct to its subject and to the visual
conditions in which the subject was manifested.

John Stevart Curry’s “Baptism in Kansas” (Illustration 2)
shows a Baptist immersion baptism taking place in a farmyard,
with family of five children and their parents being baptized in
the low barrel stave watering trough being used for the occasion.
The family, dressed in white, looks on as the mother is about to
be pushed down into the water by the minister standing inside
the tank with her. She has her arms crossed over her chest and
her eyes closed. Around this focal point, the members of the
congregation encircle them, singing a hymn to celebrate the
solemn and joyful occasion. This group includes about forty
people, and around them is a circle of cars and one horse drawn
buggy. Another group of three men, not directly involved, watch
from a distance at the front of the bam.

Curry’s depiction of this common event in the rural country-
side is strong and evocative. The circumstances are common
'fmd ordinary, taking place under the open sky. But the visual
imagery suggest how baptism and local church membership form
the Christian bonds of the Kansas community. The minister and
the woman about to be immersed form a strong triangle inside
the circle, and Curry effectively shows the contrast of the force
of the minister preparing to immerse the woman and her private
moment of joyous anticipation and relaxed posture as she submits
to the symbolic ducking. The heads of her family incline toward
her, and their faces reflect a personal involvement. Above the
heads of the minister and the woman the pyramidal windmill
pushes into the sky, and connects visnally with the two doves
whirling in the sky overhead. The cloud over the sun is tinged
with bright sunshine, and the sky promises warmth and brilliance
The doves, of course, can be seen as folk symbols of the HOI}:
Spirit and the sunshine as that of grace and God’s approving
presence. Curry shows the simple beauty of baptism and its
significance to the spiritual and social life of a local congregation.,
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The act of professing faith and witnessing is central to the rural
Northern Baptist faith, and the simplicity and strength of this
belief are conveyed. This painting is one of the most sensitive
and understanding treatments of religion in American life. It
suggests further the way that rural life is centered around such
church occasions, as the miracle of faith takes place in common
circumstances and indeed draws its inspiration from simplicity.
As urban America became more secular and materialistic in the
1920’s, rural America resisted the temptations of modernism and
found strength in the Baptist and Methodist faith.

In “Line Storm” (a lithograph) Curry shows an approaching
ominous thunderhead which arches across the sky almost covering
the horizon. Inside the thunderhead two bolts of lightning zig-
zag to the earth, and one has the feel of the dropping temperature
and the rumbling, booming noise of the thunderhead as it en-
croaches and pushes down on the land. The power of the line
storm is increased by the visual perception of the plains as they
stretch to the horison. In the foreground a loaded wagon of hay
struggles against time and space to reach the safety of a barn,
with the farmers perched on top of it. This is a rural drama,
filled with tension and excitement. The scale is epic, and the
efforts of the farmers who have struggled long and hard for a crop
are threatened even at the moment of harvest. Wood’s paintings
lack this dynamic tension and scope, and here Curry shows how
Midwestern cultural roots are shaped by natural forces that man
confronts and against which he succeeds and fails. Curry shows
us that rural farm life has its dramatic moments of testing and
survival. E. P. Richardson has said that Curry saw Kansas in a
melodramatic way and that he became popular because of his
sincerity and love for the prairie lands.® Cuwry’s paintings are
melodramatic, but he spoke deeply for those who lived in the
prairie Midwest. Curry conveyed three essential elements of the
Midwestern folk experience: a. a wariness about Nature which
reflects a Biblical attitude that Nature reflects God’s wrath and
that Nature has the upper hand of man (the Baptist and Method-
ist influence); b. a sense of cautiousness and even wariness about
material prosperity since it can all be lost quickly; c. an acceptance
that man is hardened by the struggle with Nature but in this
conflict gains character and strength that no city experience could
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provide. If this is provincialism, then rural Midwesterners have
always seen it as a strength of character gained by exposure to
natural forces and experience. Curry found a way of popularizing
and dramatizing common assumptions about the Midwestern
plains experience.

Thomas Hart Benton started out, after his brief career as an
abstractionist, as a muralist, doing murals in the library of the
New School for Social Research in New York City in 1930 and
the Indiana State Building at the Chicago World’s Fair of 1932.
Benton has stated that he “was after a picture of America in its
entirety” and that he did not confine his work to rural subjects

and themes. His murals had a decidedly socialist theme and
approach. Benton has stated:

I wanted to show that the peoples’ behaviors, their action
on the opening land, was the primary reality of American
life. .+ . This socialist theory treated “operations” and
processes” as more fundamental than “ideas.” It also
maintained the theoretical supremacy of the “people. . . .”
I would go in my history from the frontiers, where the
people controlled operations, to the labor lines of the
machine age, where they decidedly did not.*

L

s “Boomtown” (1928), painted after Benton visited Texas
depicts a violent town of roustabouts and prostitutes set in th(;
middle of the open Texas land nearby oil derricks and riggings.
The town has been hastily thrown together, and behind the store
fronts and block buildings one can see the early shacks clustered
around the derricks. We see only the men’s rooming house on
the cornmer, the movie theatre, two or three indistinguishable
stores, and a hotel. There is violence in the streets, and people
walk or advance in menacing ways. One feels the new violence
that comes from boredom and the need for release from hard
work. The town lacks settled and civilized institutions. It is a
modern twenties version of a lawless Western town from the Old
West with the horses replaced by jallopies which crowd the streets.
Benton shows the true meaning of the frontier town experience

now mechanized, the oil fields providing the fuel for a societ);
surging with human and mechanical energy. Benton’s dynamic
tension comes in part from his practice of fashioning a minature

Benton
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stage set for each painting and modeling figures made of soft
clay which would be drawn out into their proportions. People
push against the landscape, or the landscape surges around them
showing the dynamism that Benton sees as the principle of all
phenomena. Like the modernists that he rejected, Benton sought
to convey the inner dynamics of experience, but he kept the
recognizable, verifiable subject matter. He suggested the “turmoil
of America by setting up a turmoil of rhythmic sequences.”

In “Arts of the West,” a mural done in 1932, Benton repre-
sented his action in several dynamic ways, emphasizing the indi-
vidualism of the western experience and the competition that was
a part of its games. He uses a wooden stage running from right
to left and across the top to indicate indoor pursuits, and the
strong pyramid organization of the groups compresses their
energy or physicality. In the painting we see the essential lone-
liness of individuals, the energy of their self expression even at
play, and the way that simple pursuits determine a folk culture.
We also see a society of men, passing time with men except for
the dancers, which visually present a kind of masculine assertive-
ness. The sexual violence of the stallion on the right carries out
this theme of vitalism further. Benton juxtaposes his scenes, let-
ting the muscular arms of the men provide the unifying symbol
of hands and muscles that transform the wild land. This sinewy

strength and the way that individual faces are self absorbed:

convey essential cultural traits. As Matthew Baigell has noted,
Benton’s style has the look of a rotogravure section of a news-
paper, but one can also see the influence of folk music and folk
legends and myths which inform the art.!

Benton showed that the central fact of the Midwestern experi-
ence was the action of the people on the land and that the frontier
experience repeated itself in endless variations. For Benton, the
westering experience had never passed fully West. He admired
those people who still struggled with the land and found their
folk identity in this struggle. The “Ozark hillbilly,” as Benton
referred to himself, sought to present a national vision, a picture
of America in the 1930’s which struggled against fate and
paralysis.

Benton, Wood, and Curry all sought a “grass roots” art which
spoke directly to the people. In the rural Midwest they found the

b
H
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subject matter that determined the style, and they each developed
unique “interior images” which found folk cultures and patterns
still viable. Benton noted that their popularism was undercut by
the international problems and the reversal of sentiment that now
termed the Regionalists as provincials and chauvinists. He men-
tioned that Wood told him in 1942, when Wood was dying of
cancer, that he [Wood] was going to change his identity, go where
nobody knew him, and start all over again with a new style of
painting. Curry confided to Benton in 1946 that he wondered
about his own talent and thus he wondered if his odyssey from
the Kansas farm to the University of Wisconsin had been worth
it all.»* Benton responded by strident defenses of his group and
their aesthetics. He forcefully asserted that art must have social
purpose and must be expressive of national and regional charac-
ter. The vitality of their vision, its direct and immediate com-
munication, and its attempt to “penetrate to the meaning and
forms of life as lived” (in Benton’s phrase) should be rescued from

the often disparaging way that they have been treated by
American art historians.

Michigan State University
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New periodicals are listed here which frst appeared in 1978 and. in some
way relate to Midwestern literature, either by content or locale. Descriptive notes
follow each entry.

El Nahuaizen. Vol, 1—(Fall 1978- ), 2 issues per year, 36 per year. Lowell

Jaeger and Terry Neil, editors; P.O. Box 2134, Iowa City, Towa 52944,

A Little Mafazine with “emphasis on poetry by Chicane and American Indian

poets and on quality writing by anyone.”

Ozark Review. Vol, 1—{Spring 1978- ), 2 issues per year, $2 per year. Steve

Wiegenstein, editor; P.O. Box 384, Piedmont, Missouri 63957,

A Little Magazine which publishes poetry and fiction; most contributors are

from Missouri,
par rapport: & journal of the humanities. Vol. 1—({ Winter 1978- ), 2 issues per

year, $6 per year, Douglas Bolling, editor; Literature Department, Southwest

State University, Marshall, Minnesota 56258,
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A literary review containing essays, criticism, poetry, fiction; the fournal
belicoes that “the humanities should become more aggressive, seek to engage
those who oppose their values and their existence, and reach out to all greas
of their culture”

Pikestaff Forum. No, 1—(Spring 1978- }, Trregular, $5 for 6 issues. ]ame.s R
Scrimgeour and Robert D, Sutherland, editors; P.O. Box 127, Normal, Illinois
61761. . - .
Little Magazine. Poetry, fiction, essays, reviews; “good writing commumcatei
intense, basic human experience which is conductive of change and growth.
Contributors not limited to Midwest.

Quindaro. No. 1—(May 1978- }, 4 issues per year, $5 per year. Fred White-
head, editor; Box 5224, Kansas City, Kansas 66119, )

Poetry, reviews aned essays maoke up this Little Magazine. Contributors not
limited to Midwest.

Stng Heavenly Muse! Women's Poetry and Prose. Vol. ll—(April 1978- ), 2
issues per year, $6 per year. Sue Ann Martinson, editor; P.O. Box 14027,
Minneapolis, Minnesota 55414. .

Little Magazine, Poetry, fiction, essays; “a place for women writers to'pub;
lish their writing and a plexus for women’s ideas, feelings, and perceptions.
Many contributors are from Minnesota and the Midwest.

Tellus. No. 1—(1978- ), 2 issues per year, $2.50 per year. Stephen Bunch,
editor; 1005 Rhode Island, Lawrence, Kansas 66044, .
Little Magazine. Poetry and fiction; quthorship and distribution almost entirely
Midwestern.

White Walls: a Magazine of Writings by Artists. Vol. 1—(March 1978j %
9 issues per year, $4 per year. Buzz Spector and Reagen Upshaw, editors;
Box 8204, Chicago, Illinois 60680. »

Little Magazine, Poetry, fiction, essays; “An experiment in synthesmf:g word-
related interests of artists and poets.” Contributors not limited to Midwest,
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{ANDERSON. SHERWODD.). EARTHLY DELEGHTS. UNEARTAHLY ADORMMENTS: AMERICAN WRITERS AS
IMAGE-MAKERS. BY MORRIS, WRIGHT. (CRITICISM) MEW YORK: HARPER AND ROW, 1978.

{ANDERSON, SHERWOOD.). ANDERSOM WRIT LARGE: "GODLINESS* IN WINESHURG. DHIO. BY O*NEILL. JOHN.
(CRITICISM) TWENTIETH CENTURY LITERATURE: 23 €1977}s G7-83.

ANDREWS s CLARENCE SEE BISSELLy RLICHARD.

ANDREWS « CLARENCE SEE BOSTONs: ROBERT.

ANDREWS s CLARENGE SEE BISSELL. RICHARD.

ANDREWS . CLARENCE SEE KANTDRs MCKINLAY.

ANDRENS: CLARENCE SEE LLOYD-JSOMES, RICHARDS

ANDREWS . CLARENCE SEE STONG. PHIL.

ANDREWS. CLARENCE SEE MOTTs FRANK LUTHER.

ANDREWS + CLARENCE SEE HEARST: JAMES.

ANDAREWS, CLARENCE SEE GARLANO, HAMLEN.

ANDREWS. CLARENCE SEE MCOONALD: JULIE.

ANDREWS v CLARENCE S5EE STEVENS: JAMES.

ANDREWS s CLARENCE SEE MANFRED: FREDERIGK.

ANDREWS s CLARENCE SEE ETTENs WINIFRED MAYNE VAN

ANDREWSs CLARENCE SEE ENGLE+ PAULS

ANDAREWS, CLARENCE SEE COREY, PAUL.

(ANDREWSs CLARENCE A«le THEY GREW UP IN IDWA. 8Y MANCHESTER. JOYCEa. (CRITICISM} AMES DAILY
TRIBUNE: OCTQBER 12.: 1978, S.

ANDREWS: CLARENCE A. GROUWING UP IN IOWA: REMINISCENCES OF 14 I0WA AUYHORS. (BIOGRAPHY}.
CAUTDBIOGRAPHY) AMESI IOWA >TATE UNIVERSITY PRESS: 1974,

ANDREWS; CLARENCE As GLR BIBLIOGRAPHY: LITERATURE OF PLACE-—CHICAGO: PARY 1. (BIBLLOGRAPHY) .
{CHICAGO) GREAT LAKES REVIEW, 5 {SUMMER [978), &T=92.

ANGELLs DARBARA TANNER. A PHOTOGRAPH. (POETRY) CORNFLELD REVIEW. SPECIAL ISSUE: 73 OH1O POETS.

(1978}, 96.

ANGELL, BARBARA TANNER. GAMES AND PUZZLES. CPOETRY) CLEVELAND. OHIN: CLEVELAND S5TATE
UNIVERSITY PRESS. 1978.

APPLEs MaAX. ZIP: A NOVEL OF THE LEFT AND THE RIGHTa. {NOVEL) NEW YORK: VIKING., 1978. (DETRO[TS,.
(HICHIGANY -

FEEEIPREEBRERED D
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APPLEMAN. PHILIP. MEMG Tu THE 2t5T CENTURY. {POETRY] A GALAXY OF WEKSE. ED. LLUIS UNTERMEYER.
NEW YORK: M. EVANS. 13784

APPLEMAN, PHILIP, PETALS ON 4 WET, SBLACK BOUGH. {PUETRY) COLLEGE EMULLISH, 3% (APRIL 1978},
G46.

APPLEMAN, PHILIP, STATE UF NATURE. {POETAY) POETRY. 132 (MAY L9TB). 45-70.

APPLEMEN. PHILIP. MR, SXTINCTION, MEET MS. SURVIVAL. [POETRY) PJOETRY. 133 {DECEMBER 1978),
151-52,

ARDIZZGNE. TONY. IN THE NAME UF THE FATHER. [NOVEL) GARDEW CITY, Nu¥s! DOUJLERAY: 1973,
(CHICAGO}«CILLINOLSY X

ARDIZZONME, TOMY. L ADLEST CHOILE. {SHORT STCURIES) SEATTLE REVIEW, | LAPRIL L978). la-24.

ARNOLD. MARILYN SEE CATHER. WiLLA.

ARDRA: Va N SEE FITZGERALD: Fa SCOTT.

ARPIN. GARY G SEE BERRYMAN., JOHN.

ASHLEY: NOVA TRIMHLE. AFTER REMODELING. (PUETRY) MGCALL*3s 105 (FEBRUARY 1973), 186.

ASHLEY, NOVA TRIMELE. 4 FOUND DDEM. {POETRY) KANSAS QUARTERLY, 10 {FALL L57&). 48.

ASHLEY, NOVA TRIMBLE, OECISIUN AT THE WORTUARY ONE RED SLIPAER. [POETRY) JRTHKIN, L [MARCH
1978). 3-4.

ASHLEYs NODVA TRIMBLE. S5TAR GATHERER. [PDETRY} CAMBRIC POETRY PROJECT ONE, NOVEMIER (978, 7.

ASHLEY, NOVA TRIMBLE., PENMEY POWEH. (PRETRY) MCCALL*S5. 135 (APRIL 19781, 70

ASHLEY: NOVA TRIMBLE. OUT OF URDER. {POETRY) GOOD HOUSEKEEPING: 196 (JANUARY 1978). T.

ASHLEY, NGVA TRIMBLE. THE OLD STORM CELLAR} A DAUGHTER REMEMBERS. {PUEIRY) MIDWEST CHAPARRAL.
SPRING-SUMMER L1978, 4.7

ASTRACHAN, SAMUEL. KATZ-COHEN. (NOVELS) NEW YURK: MACMILLAN. 197&.

ATKINSs RUSSELL. UEAG Ends (PUETRYS CORNFIELO REVIEW. SPECIAL ISSUE! 73 O4l0 FOETS, 1978, 6.

ATKINS, RUSSELL. IF'S HERE TN THE: WHERE THERE®S WATER. [PUETRY} POETRY NCWs & (197d) 39,

ATKINS, RUSSELL. MEW DAY; THE SILENCE; DUNHAM TAVERN. [POETRY) POETRY NOGW, 3 (1977-78}, 7-23.

ATKINS: RUSSELL. WHICHEVER. (PDETRY] ATLANTA! FREE LANCE PRESS. 1978+

AVERILL. THOMAS F. PEGASUS® WiNG. {5HORT STORIES) FLINT. 290 (NOVEABER 1%7h). 6-7.

AVERILL. THOMAS F. TAKING CARE OF YOUR CWN. (SHORT STURIES) <OTTGNWOCO REVIEW, KO- 19 (19781,
S4-61.

BACH, GERHARD SEE GLASPELL. SUSAN.

BANSEN. NORMAN € SEE WINTHER. SOPHUS KEITH.

BARKSDALE, RICHARD K SEE HUGHES: LANGSTOM.

BARLEY, PATRICIA. HALKJ. {POETRY) MISSCOURI CONSERVATIONIST, 39 {AUGUST 1978), 23-26.

BARLEY, PATRICIA. LOVE NOTE TO MY CHILDREN. (PDETRY} MCCALL'3. 105 (FEGRUARY 15781, TO.

BARAY4+ NORA BAKEA SEE BORLAMD. HAL.

BAXTER, CHARLES. ANECDDTE. (PUETRYS KAYAK, NO. 88, [JUNE 19783, 59-60.

BAXTER: CHARLES. CANTATA AT MIDRIGHT, {POETRY) SHENANDOAH, 29 [SPRLNG 1978). 35.

BAXTER, CHARLES. XAVIER $PEAKING- {SHORT STORIES) ANTIOCH REVIEW: 36 (WINTER L§78)s 21-36.

BEAN, RONALD V. PRAYERS FOR DYING MEN. (SHORT STORIES) KANSAS GUARTERLY. L) [SPRING 1973)
a1-49,.

HELL: MARVIN, HGMAGE TO THE RUNNKER; A COLUMN. (CRITIGISM) AMERICAN PUETRY REVIEW: 7
{ JANUARY-DECEMEBER, 1978), YARLOUS PAGINGe

BELL. MARVIN. TD NO ONE 1IN PARTICULAR. (POETRY) AMERICAN POETRY REVIEW. & NU» 1 £19773. 4l

{BELLAMY. EDWARD.)« MIDWESTERN POPULIST LEADERSHIP AND EDWARD HELLAMY. BY MCHUGH. CHRISTINE.
{CAITICISH) , (BIOGRAPHY ] AMERICAN STUDIES: 19 (FALL 1G78)s S7-74.

BELLMAN: SAMUEL I SEE CLEMEMS. SAMUEL L.

BAELLOW: SAUL. A SILVER OISH. (SHORY SYORLES) NEW YURKER. 54 (25 SEPTEMAER 19TR), 40-62,

(BELLOWy SAUL.)s “LEAVING THE YELLOW HOUSE™. BY CASSItL. R.¥. (CRITICISMI.[SHORT STGRIES)
INSTRUCTOR® § HANDBOOK FUR Thé NORFON ANTHULOGY GF SHORT FICTI10N. NEW YURKI WORTON
1977, La~16.

{BELLOW: SAULLY . A CHANSING SENSE OF CHECAGO 1IN THE WORKS DF SAUL BELLGKW AND NELSON ALGREN.
9Y RAYMER, JOHN. LCRETICISM) OLD NORTHWEST. 4 (DECEMASR 1978). 371-53. (CHICAGD) .

[(BELLOW. SAUL.}» ARTISTS AND GPPORTUNISTS [N SAUL BELLOW'S HUMBOLOT'S GIFT., BY SIEGEL, BEN.
{CRITICISM)] CONTEMPORARY LITERATURE: 19 (SPRING 19731, 143-64.

(BELLOW, SAUL.)« CIRCLE SAILING IN BELLUW'S MR. SAMHMLER'S PLANET. BY SCHEICK. WILLIAM.
(CRITICISM) ESSAYS IN LITERATURE. 5 (SPHING 1978). 95-101.

(BELLOW, S5AULe}s FOUR POSTWAR AMERICAN NOVELISTST BELLOW. MALLER: HARTHs AND PYNGHON. BY
MCCONNELL, FRANK 0. (BIOGRAPAY}.(CRITICISM} CHICAGD: UNIVERSITY DF CHICAGO PRESS.
1977

(BELLOW, S5AUL.}s FREEDUM AND COMMITMENT IN SAUL SELLOW'S THE VICTIMe 9Y KAR, PRAFULLA .
(CRIYICISM) JOURNAL OF LITERARY STUDIES {UTKAL UNIVERSITY). 1 €JUNE 1978). TE-90.

[BELLOW, 5AULe)s HUMBOLDTYS GIFT AN RUDOLPH STEINER. 8Y SMITH, HERHERT J. (CRITLCLSMI.
(BIOGRAPHY) CENTENNIAL REVIEW, 22 (FALL L978). 475-8%.

(AELLOW, SAULe}. MEDITATIONS INTERRUPTUS: SAUL BELLOW'S AMUIVALENT NOVEL OF 106AS. 8Y PINSKER,

SANFORO. (CRITICISM) ILLINDLS QUARTERLY. 4t (FALL 19783, S-16.

(BELLOWs SAUL.). SAUL OELLOW AT PURDUE. BY HARRIS. MARK. (S[0GHAPHY) GEORGLA REVIEW. 32
CWINTER 197B)+ T15—S4, (PURDUE UNIVERSITY)+{LAFAYETTE, INDIANA)WIINOLANA).

(BELLOW, SAUL«)s SAUL BELLOW'S CHICAGO. BY COHEN. SARAR BLACHER., {CRITICISM) +{NOVEL) MOSERN
FICTION STUBIES. 24 (SPRING 1978)« 139-46. (CHICAGD).

[BELLOW, SAUL-3}. SAUL BELLUW AND HIS WORK. HY SCHRAEPEN: IJMOND ED. {CRIFICISM) HBRUSSELS:
CENTRUM VODR TAAL-EN LITTERATULRWETENSCHAP VRIJIE UNIVERSITAT BRUSSEL. 1978.

(BELL OMs SAUL.). SAUL BELLUN: A REFERENCE GUIDEs 8Y NOREEN, HGBERT Ge (CRITICISMI,(BI1O0GRAPHY].
{QLBLIOGRAPHY] BOSTONI GaKe HALL, L1978

{BELLDAs 5AUL.)s SELZE THE DAY AND ThE BELLDW CHROMODLOGY. 3Y KULSHRESTHA, CHIRAUTAN.
{CRITICISM) LITERARY CRITERION. L3 (1978}, 29-33.
(BELLON. SAULa)s THE MEANLNG GF THE NAME =GREEN" IN SAUL SBELLULWYS YLODKING FOR YR. GREEN". BY
KINDILEEN: GLENN As (CRITICISM) STUDIES IN SHORT FICTION, LS {WINTER L9781, 104-107.
CBELLOW: $AUL.)s THE POSSISILITY OF AFFIRNMATION [N HEART OF DARKNESS AND HENGERSAON THE RAIN
KiNG. BY STGUT, JANIS P. (CRITICISHM) PHILOLOGICAL QUARTERLYs 57 {WINTERI9TA}s L15-3l.
{BELLDW, SAUL.J. THE SYM3OLIC FINCTIGN UF THE PASTORAL IN SAJL BELLO#"S NOVELS. BY IETING.
MOLLY STARK. [CRITICISM) SOUTHERN QUARTERLY, 16 [JULY 19T8). 355-T4.

HENNET+ JOHN. LITERARY CRITICISM. (POETAY] WI1SCONSIN ACADEMY REVIEW. 25 (DECEM3ER L978). 48,

BENNETT, JUHN Ha BAR GRILL MAN; NIPS IN DAY NIPS MEATI MEAF., TI{ME AND POETRY. {POITRY)
BEYOND BARDOUE. 9 [JuLy 197d).

BENNEYT, JOHN M. GCONTENTS. (POETRYI COLUMBUS. OHIO! LUNA SISONYE PROGUCTIGNS. L978.

BENNETT. JOHN M. CROW UJOTS COMPLETION DRAWING. (POETRY) CABARET VOLTAIRE, 3 (SPRING 1973),

GENNETTs JOHN M. DECK A DENTS; COLUMBUS MEAT DUPE. (POETRY) CAQARET YOLTAIRE. S (FALL 1978},

BENNETT, JOHN M, DOG GAKE HAT; SWARMING BLADES! whITE UNIVERSITY. [PGETRY] BIKINT GIRL. {JUNE
1978) .

HENNETTs JOHN M. DREAMS) SAW A HAT..i TOUGH CLIPS. (PGETRY) ASSEMBLING ASSEMBLING. BROOKLYN:
ABSEMBL ING PRESS: 19784

BENNETTs JOHN M. DREAYS: 1 SUNG A4 TUNE. (POETRY) CABARET VOLTAIRE, o (197B).

BENNETT, JGHN M. DHREAMS. (POETAY) SUNOERLAND: MASSs: ORWORKS, 1376

BENNETT. SOHN Ma E Z SLEEP. {(PDETRY} BERWELEY: CALIF.: ARTAUD'S ELBGW. L5731,

BENNETT. JOMN M, FiSH IN DRAWER: BOWL LF PUKE. [POETRY) EISHTH ASSEMBLING: 1978,

BENNETT, JOHN M. FORK; MEAT RECEIVINGS FIRM [NCHES: YUMLT STAINS CARD. (PCETHY) CHEAP TRASH,
1 LSPRING 1978},
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AENMETT: JOHN M. MEAT LOGPS| BOX MEAV; NAIL TRICK: BUNE WAX; BLADES INSIDE MEAT VENT.
{POETRY) JOMBAST. 2 (LS75).

BENNETT» JGHN M, MORNING DUMP; wABS [N LOT. (POETRY) LITERATURE, i [JANUARY 1978,

BENNETY: JOKN M. NASAL RETENTION. (POETRY) BLADES, 3 &i97d4).

BENNETT» JCHN M. PAPER 1S DEATH. [POETRY) BILS (OCTOBER 1978}

BENNETYT, JOHN M. SA% A J0G LAST NIGHT. {PUETRY] RECENT FINUINGSs i [JUNE 15731.

BENMETT. JOHN M. TIME RELEASE., (POZTRY) COLUMEUS, LHIOI LUNA BISCNTE PRODLCTIONS: 15784

BENNETT. JOAN Me VOICE IN A TUBI NIPS DATE] FUUR BATS; MEAT LOOPS. (POETRY) SKULLPOLISH, 1
{197a).

BENNETT, JUHN Ms WAUS TAP %ADS OF NALLS: DOG CAKE

BENNETT. JOHN Ma WADS IN HALLI wADYS WHEEL; WADS FORI
OLANK TAPE., 2 (1978].

BENMETT+ JUHN M, WADS FORKa (POEThY) CORNFIELD REVIEW. SPECIAL IS5UE: 73 OhIO POETS (1978).

BENNETTs JOHN.R SEE ROETHKE. THEDDORE.

BENNETT. JUHN. ECHOES FROM THE PEACSABLE KINGOOM. {PCETRY) GRAND RAPIDS. MICHe3 EEROMANGS
1978,

{BENNETT, JOHNa)e A CUNVERSATION WITH ARNOLD [51C) BENNETT. BY LEAX, JOFN- [INTERVIEW) FOR
ThHE TIME dEING, C(SUMMER 19783, 1-L2.

BERGER. SIDNEY SEE CLEMSNS, SAMUEL L.

BERMAN, NEIL SEE COOVER, ROAERT.

BERRYMAN, JDOHNa. HEMRY®3 FATE AND OTHER PDEMS, 1967-1972. (POETRY} LONDON: FABER 1978a

(BERRYMAN, JOHN.}. THE POETRY OF JOHN BERRYMAN. BY ARPIN, GARY Q. (PCETRYI PORT WASHINGTON.
Yai KENNIKET PRESS» 19784

(BIERCE. AMBAOSE.)s CALIFOURNIA'S ALBIGN: MARK TWALIN: AMBROSE BIERCE. TUH HOOD. JOHN CAMDEN
HOTTEN, AND ANOREW CHATTO. 8Y GRENANDER. MaEs (BIOGRAPHY}s{CRITICISM),{BIBL [DGRAPHY)
PAPERS QF THE BIALIOGRAPHICAL SOCIETY OF AMERICA., 72 (OCTOBER-OECEMBER |978), 455-75.

BIRD: CHRISTINE M. SEE FITZGERALD, F.SCOTT.

(BISSELLs RICHARD.?. GRAWING UP IN IOWA; REMINISCENGCES OF 14 I0WA AUTHURSe BY ANDREWS.
CLARENCE A (BIGSRAPHY 1}, (AUTOBIOGRAPHY) AMES: [OWA STATE UNIVERSITY PRESS, Lo78,

(BISSELL. RICHARD. b« RICHARD BISSELL: MISSISSIPPI MAN. BY ANDREWS. CLARENCE A. (BIOGRAPHY)
TOWAN, 26 {SPRING 1978)+ 44-51.

BLAIR, MICHAELs YO PGEM. {POETRY) GREAT LAKES REVIEW, 5 [SUMMER L%78), l023.

BLAIR, WALTER SEE CLEMENSs SAMUEL L.

BLEI. NORBERT. THE HOUYR OF THE SUNSHINE NUwe AND OTHER SYTORIESs [SHGRT STORIES) CHICAGOD:
STORY PRESS. 1978.

BLEICH. DAVID SEE CRANE, HART.

FLOPPING LEOT. (PJETRY) NRG, 2 (1$78),
VOMIT oTAINS; PINK MIRRORs {PRETRY)

Na

BLY. ROBERT. AN EVENING WHEN THE FULL HUDN RODSE AS THE SUN SET! WALKING WAERE THE ALOWS HAVE

BEEN TURNINGe [POETRY} GEORGIA REVIEWs 32 [FALL 1978}y 512—13.
9LY, ROBERT, MOON ON A PASTURE NEAR ORTONVILLE; WOMEN WE NEVER SEE AGAIN. (POETRY) GEORGIA
REVIEW, 32 {SUMMER 19781, 332-33.

¢BLY» ROBERTs)« TOWARDS A NEW AMERICAN POETICS! ESS5AYS AND [NTERVIEWS: CHAALES OLSDNs ROBERT

DUNCAN. GARY SNYDER. ROBERT CREELEY. ROBERT BLY, ALLEN GINSBERG. BY FAAS, EGBERT.
{POETARY) « {ESSAYS) SANTA S5ANTA BARBARA: BLACK SPARROW PRESS, 18T8.

BO0[ARSKEs PAHILs DZIADEKs (PDETRY) PARLS REVIEWs NGO« 73, {SPRING-SUMMER 1%78)., 35.

BOLARSKL+ PHIL., HOPEWELL MUSEUM. (POETRY) INDIANA WHITES, 2 {SPRING i978). 38.

BOIARSKIs PHIL« MIRRCR CHIPS. (PUETRY) CORNFIELD HEVIEWs SPECIAL IS5UE: T3 QHIO POETS (L97B)
11.

BO[ARSK I, PHIL. ROUSTER POLITICS; WILD APPLES. {PDETRY) STONEY LONESUME. NO. T {1978), 2-3.

BONTLY. FTHOMAS. THE GUARCIAN. {SHORT STORIES) REDADDK. 151 [(AUGUST 19781+ 9BFF.

B00THs MARTINs TRACKS IN NEBRASKA. (PDETRY) PRAIRIE SCHOONER, 52 (FALL 1978): 260.

BORDEAUX: G. JAKE. YHE NaME [ CARYED INTO BLEEDING STONE. {POETAY) BLUE CLOUD QUARTERLY,
Z4(1)s 1578, 22P, (SI0UX FALLS: S4D.)(AMERICAN INDIAN SERVICES).

{BORLANDy HAL.) s THE BEAR*S 50N FOLK TALE 1IN WHEN THE LEGENDS DIE AND ACQUSE MADE OF DAWM. BY

BARRYa: NORA BAKZR. {CRITICISM) WESTERN AMERICAN LITERATURE., 12 (FEBRUARY 1578).
ZT5—8T.

[BUSTON. RUBERT«la GROWING WP EN [OWAZ REMINISCENCES OF 14 [OWA AUTHORS. B8Y ANDREWS, CLARENC
A. [BIOGRAPHY ), {AUTOBICGRAPHY) AMES: [OWA STATE UNLVERSITY PRESS. LS78.

=

[BOSTONs ROBERT.}e THEY GREW UP IN [UWA. AY MANCHESTER, JOYCE. (CRITICISM) AMES DAILY TRIBUNE,

OCTOBER 124 1574, 6.

BOWDENs EGWIM T SEE DEVAIES. PETER.

(BOYLE» KAY+)s A BISLIOGRAPHY DF WORKS BY AND ABOUT KAY BDYLE. BY SHARP., ROLERTA.
(AIBLIOGRAPHY] BULLETIN OF BLALIOGRAPHY AND MAGAZINE NOTES, 35 (OCTDSBER-DECEMBER
19781 . LBG-8%. 191.

BAYLE, T. CORAGHESSAN. THE Z0O. (SHORT STQALES) TEXAS QUARTERLY. 21 {SPRING 19763, 143-S1.

TRADY. OWEN SEE WRIGHT, R{CHARL,

BRANCH, EDGAR M SEE CLEMENS. SAMJUEL L.

BRANCH: WATSON SEE CLEMENS. SAMUEL L.

BRENMANs MATVHEW Co» WINTER LIGHT. (POETRY] ULULATUS. ¢ (AUGUST 19781, LS-15.

BRENNAN: MATTHEW C. TO GRANOFATHER! 18 FEARUARY L978. (POETRY} LACUNA. L (SEPTEMBER L9781},
22-23.

BRENNAN: MATTHEW C. [N THE WODDS« {PGETRY) NORTH COUNTRY ANVIL. NO. 28 {(FALL 1978}, 33.

BRIGEN, EARL F SEE CLEMENS. SAMUEL L.

ERIDEN: EARL F SEE CLEMENS. SAMUEL L.

{BROUKS. GHENDOLYNe}. SROOKS' “PIAND AFTER WARM. @Y LUPACK. ALAN C. {CRITICISM) EXPLICATOR,
36 {SUMMER 1978). 2-3.

{BAOOKS s GWENDOLYN.J). LANGSYON HUGHES AND GWENDOLYN BROOKS: A REFERENCE GUIDE. BY MILLER, Re
BAXTER. (A1BLIDGRAPHY ) .(B10GRAPAY] LONDON! PRICR, L1978+

OROWNE. HEICHAEL DENNTS. THE SUN FETCHER. {POETRY) PITTSBURGH: CARNSTIS 453345 UNIVEASITY
PRESSs 1978+

BAUCCOL Iy MATTHEW J SEE HEMENGWAY, ERNESTa

BRUCCOLZ+ MATTHEW J SEE FITZGERALD: FeS5COTT.

BRUCE« DEBRA. INSDMNIAZ I HAVEN'T BEEN ABLE TO GET ANYTHING DONE SINCE 1 MET YOU. (POETRY)
PRALRIE SCHOCNER, S2 (SUMMER 1978), 186-89.

SRUNER», MARK. RUST COLURED GRAIN FIELD. (PDETRY) ILLINGIS QUARTERLY, 41 {FALL 1978). 36.

BUCCO, MARTIN SEE HOWE. EOLAR WATSON.

BUCHWALD: EMILIE. GOODBYE GOOGBYED NATURE RED IN LIS AND NAIL. {POETRY) SENG HEAVENLY MUSE
{FALL 1978). 3B-39.

BUCHWALD, EMILIE. HMINNESOTA. JANUARY, WIND CHILL INOEX — B0 OEGREES. (POETRY) GREAT RIVER
HEVIEW, L [(¥INTER L975), 134-38.

BUCKLEY . PETER SEE HEMINGWAY, ERKEST.

BUCKNER. GLORIA. HRIEF SHEAF. {POETRY) ALIVE (DECEMEER 1978}, 28.

BUCKNERs GLORIA. HAIKU. (POETRY) DRAGONFLY QUARTERLY. & {JANUARY 1978), B-9.

BUCKNER» GLORIA. HAIKU. (PDETRY) DRAGONFLY QUARTERLY, & (APRLL 1978)¢ Ll&a

BUCKNERy GLORIA. JUDGHMENT DAY. (POETRY) CHAPARRAL POETs (1973}s 23.

BUCKNERs GLORIA. RHYME TIME. (POETRY? ALIVE {JUNE 19783, 13.

BUCKNERs GLORIA. SEASON HAIKU SEQUENCE. (POETRY) SISTERS FODAY. S¢ (NOVEMBER (9783, 154.

BUCKNER, GLORIAs SWFFER FHE LITTLE CHILDREN. (PDETRY) TRACINGS OF THE VALLANT SOULs ERS. Se
BUTTACL AMND S. €. GESTELL. SADDLE BROOK. Nu Je! ME® wOHLDS L1978,

-
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BUCKNER« GLORIAs THE PLATING GAMEs {POETRY] YOJTH IN ACTIGN: 36 {JANUARY L3730+ LS.

BUCKNER: GLORIA. VIEwPOINT. (PAETRY) ALIVE {mMay 1978}, 26,

BUNCH. STEVE« EVENING. (POETRY} COTTONWOCD REVIEW, NO. 20 (FALL 19783, TT7.

BUNCH, STEVE. LENGTHENING 2AYS5] THE OBJECTS! DIGGING GARLIC] WAITING FOR RAING JOURNAL
1-9-TA; SOLETAIRE. (PRETRY) TELLUS: I (FALL 1978). 37-43.

HURDE, EDGAR J SEE CLEMENS: SAMUEL L.

BURGESSs ANTHONY SEc HFEMINGWAY. ERNESTa

BURKE: JAMES LEE. THE LOST GET JACK BODGIE. (SHORT STARLES) CuUT BANK, DECEMBER 1%78.

AURNS s VIRGINLIA LAW.s wILLIAM AEAUMONT--FRONTIER OOCTOR. {SIDGRAPHY) . (PRDETRY) BATH, MICHIGAN:

CANTONI. LOUIS J. PURE POETRY. -[SHORT STORLES) NEWSLETTER OF THE NATIDNAL ASSOCULATION OF THE
PHYSICALLY HANGICAPPED, 8. (SUMMER 19781).

CANTONLs LOUIS Jo TENDING. {POETAY) BSULLETIN OF THE NAT[ONAL CONGRESS UF ORGANIZATIONS OF THE
PHYSLCALLY HANDRCAPPED, 1a [FIRST QUARTER 1978). 2.

CANTONL, LOUES J. WOODLAWN. {SHORT STORIES) DRISTWOOD EAST, & (WINTER 1978} 21.

CARPs ROGER E SEE GARLAND, HAMLIN.

CAARDLLs PAUL. NEW AND SELECTED POEMS. (POETRY) CHICAGO: YELLOW PRESS, 1978.

CARTER: JARED. DIVORCE. (POETRY) MARGARINE MAYPOLE ORGANIZATION EXPRESS, NDe 30 (APRIL LGTB3,

3.
ENTERPRISE PRESSs 1978« CARTER, JARED. DON KING'S NEIGHBORHOCD. (POETRY} FTHE SPIRIT THAT MOVES USs 3 (SUMMER 19781,
BURRCGWSs Es Go A CIRCLE OF S5TANDING STONES. {FDETRY) MICHIGAN GUARYERLY REVIEW. 17 (SJUMMER 29,
L978), 3&S. . R CARTER: JARED. GATHERING FIREFLIES. (POETRY) ASCENT, 3 {SPRING 19TH)s 24,
BUARRO¥5, E. G» DEAR COUSING THE REAPERS; MIDSUMMER. (POETRY) PGETRY NOms 3 (JANUARY 19781. CARTER. JARED. GEODES. {POETVAY) PRAIRIE SCHOONER. 52 (WINTER 19TA-79). 3I78.

BURROWS. E« G« DFF TD SEE THE WIZARD; THE LETTERING OF FEBRUARY. {(PCETRY) WASHOUT REVIEW, 2
{MARCH 19783 .

BURROWS: E. G» PASSENGERSI AFTER THE CVERCAST. {PDETRY) POETRY NGRTHWEST, 19 {AUTUMN 1G7B).

BURROWS : E+ Ga SHALL DANGERS. (POETRY)} EBLUE UNICORN. 2 {OCTOOER 1978}. 35.

BURRONS. E£s Ge THE GHEAT AUCTICN: THE ANTIPODES. {POETRY) URTHKINs L {(MARCH §578).

BURRCWS. E« Ge THE GEOLOGY OF SPRING. [PDETRY) GREEN RLVER REVIEW, 9 (SUMMER L978).

BURRDWS, E. Ga« THE ADUSE DF AUGUST] SONG SUNG FOR A WECDING] RAILROAD. {PCETRY) SXYWRITING. 3
[SPRING 1978).

BURROWS. E+ G THE UNERTHLINGS. IPOETRY) POETRY NOW. 4 (APRIL 1978).

BUSHAs GARY C. AFTER FHIS MOMENT. (POETRY} PDETRAY VIEW, SEPTEMBER 1978.

BUSHAs GARY €. A5 AN ANGLER SILENTLY WALITS, {PUETRY) NOON AT NIGHT. NOs 1 {15781,

BUSHAW GARY Ca BIG GAME HUNTERS CON THE SERENGETL. (PUETRY)} PDETRY NCON¥s NO. 20 (1578).

BUSHA. GARY Ca COUNTING THE MASTODONS. {SHORT STORIES) UATHKIN. HMARCH 1978.

BUSHAs GARY C. ELCISE. (PDETRY) POEYARY VIEWs DECENBER 1978,

BUSHA,s GARY C. GANYMEDE SPEAKS QUT. (SHORT STORIES) MOGUS OPERANDL, 9{5). 1978.

BUSHA+ GARY C. HYDRA! RISE OF THE MERCHANT. (POETRY) S5POON RIVER QUARTEALY. 312)y 19784

BUSHAy GARY Co NOM THAT SHE THLINKS ['M GLD AND SENILE. (POETRY) KUDZys NO4 6 L1978).

BUSHAs GARY C. ON LAKE BUTTE DES MORTS. (POETRY) NEW [NFINLYY REVIEms 4{15)s L9783,

BUSHA, GARY Ca PROPHET STOKES FURNACE. (POLTRY) VRICES INTERNATIGNAL s L3{2), 1978B.

BUSHA. GARY Ce PUTTLING IN THE DOCK; TURTLE IN A SUNKEN 5KIFF. (SHORT STORIES) BACHY, NO. 11
{SPRING 19781,

BUSHA. GARY C. SINCE SHE 0OID NOT ENOURE. {POETRY} POET, AUTUMN 1978,

BUSHA. GARY C. SKUGGS. fSHORT STCRTES) ZDNE: AUTUNN 1978.

BUSHAs GARY C. SPECTRUM. (PIOETRY} DRIFT-WOQD EAST, 6G(1}s 978,

BUSHAy GARY Ca 5T. CROLX; ARIDGETENDEA GN THE ILLINCIS. {(POETRY) CNERGY REVIEW, 1(3}, {1978.

BUSHA. GARY Ce THISTLES. {POETRY} TOUCHSTONE: 3L1). 1978,

BUSHAs GARY C. THREE HAIXU. (POETRY) NOON AT NIGHT, NO. 2 (1978).

BUSHA. GARY C. TIRANDIUS. (PDETRY]1 POETRY VIEW. JUNE 1978.

BUSHA. GARY C. TRACING. {(POETRY) POETRY YIEW. NOVEM3ER 1978.

BUSHA« GARY C., TRDPHIES. (POETRY) KUDZUs NO- 4 {JANUARY-FEORUARY L9T&).

BUSHAs GARY C. TAUTH-MAKING, (POETARY) POETRY VWIEw. JULY 1978B.

BUSHA» GARY C. WOMAN WITHOUT A MIRROR. (POETAY) POET LORE. T2(4), 1978.

BUSHAy GARY C. WORDS SPLASHED OM CANVAS. (POETRY) WISCONSIN REVIEW. l2{4). 1978.

BUTCHER + GRACE. MAN, {(POETRY) NORTHEAST. SERIES 3« {(WINTER 1378-791y 15.

BUTCHERs GRACE. ONE FRIDAY IN GCTGBER WHEN THE FARM STOPPED] NEW AND OLO BEGINNINGS. (POETRY)
HIRAM PDETRY REVIEW.: NO. 24 (SPRING-SUNMER 1978). 5-6. . . . S

B N kT Bt evies, secin. 1550 73 oo o atorl cliricld S TETI e Bt S T )

' . 15-16. ;
CAGLE. CHAALES. GLCRIA HALLELUJIAH (SHORY STORIES) GEMs 20 {NOVEMBER 1978)s 19-204 57-58. T e o b e :3?7;93;_5L°'E' BERNICE. {CRITICISHI,

CAGLEs CHARLES. THE HUNTRESS GQUEEN. [SHORT STORIES] SQUIRE. & {OCTOBER 19783. 22-24, ATHER, WILLA.D. WILLA CATHER AND HISTORY. BY WOODRESS, SAMES. (CRIT "
CAMBION: DANIEL R- ARISTOTLE CONTEMPLATING A BUST. (POETRY) NOT GUILTY ., 1 (FEBRUARY 19781, i Ja.(197al. piaray ' (CRITICISM) ARIZONA GQUARTERLY.

Ta4=75.
CHAPPs PETRONELLA. EARLY POETRY AROUND US, IN SOCIETY FOEMS,. (POETRY) CHARLESTON, ILLINOIS:
CAMPION; DANIEL Re A LETFER TO FRIENDS. {POETRY] PHANTASM. 3 (JANUARY-FEBRUARY 1978}. 27. AMERICAN POETS FELLOWSHIP SGCIETY, [978.

CAMPION. DANIEL R. COFFEE AT MIONIGHTi WORDS FROM THE SPONSCA3 ORCHIOS: LILACSI ODD NUMBERS. CHASE, CHRI1S SEE FORO, BETTY

TPOETRY) MAXY'S JOURNAL. 1 (19783, 31-34. CHATFIELD, HALE. ANOTHER LOVE POEM} I GOT BACK EXHAUSTEQ. [PQETRY} CORNF REVIEW. 5P
’ . i € (10713 } o IELD REVIEW. SPECLAL
CAMPION. DANIEL Ra. SHUFFLEF MILKING MACHINE. (POETRY} INTERSTATE. 3 {1978). 47-48. ISSUE: 73 OHIU POETS. {1978). 21-22

CAMPLONs DANIEL R. THE TRAPPER CONSIDERS{ THE EXILE OF ANDY GRANATELLI. {POETRY) THE SPIRIT CHATFIELDs HALE. WHAT COLOR ARE YOUR EYES. (PDETAY] LACROSSEs W1SCONSIN: JUNIPER PRESS, L97B.

CARTER. JARED. HOME TOWN. [PDETRY) ROAD APPLE REVIEWN» (WINTER-S5PRING 1978): avt.

CARTER» JARED». HOUSE OF BLUE LIGHTS. (POETRY! INDIANAPOLILS BROADSHEET: NOw 3 (JUNE-JULY 19781.
11«

CARTERy JARED. IF THERE IS5 A HEAWEN. {PQETRY} INDIANA PRESERVATIONIST. {SUMMER 1978).« 7.

CARTER4 JARED. INDLANAPOLIS AS CONCENTRIC. {POETAY) INODIANAPOLIS BSROUACSHEET. HO- 1 {JUNE-JULY
1978, 1.

CARTERs JARED. LEGACY. (POETARY) INDIANAPOLLS JOURNAL.3 (HAY 1978}. 11.

CARTERs JARED. NEWS OF THE BLACKOUT. {POETRY) INDIANAADLLS JOURNAL. 3 (JUNE 18783, 8.

CARTERs JAREDs POYTER'S BRIDGE——I1B870. {POETRY)} SPOON RIVER OUARTERLYs 3 LWINTER 1978). G

CARTERs JARED. SCHOOL OF RAGYTME-—EXERCISE NO. 97 DEPARTURES. (POETRY) QUINDARD. KD 2
{SUMMER 1978}, 20.

CARTERs JARED« THE BIRGSTONE. (PRETRY) CHOMDER REVIEW+ NOe 10-11 (AUTUMN 1978}, S53.

CASSILLy R.Y SEE RELLOW: SAUL.

CASSILL. RV SEE CATHER. WILLA.

CASSILL. ReVs ED SEE ANDERSON, SHERWDOD S

CASTILLOr ANAL A CHRESTHMAS CAROL C. 1976+ [POETRY) NUESTRO.2 {DECEMBER 1978).

fCATHER, WILLA.). “THE TFTHING NGT NAMED™ IN THE PROFESSOR'S HOUSE. 8Y wILD, BARBARA.
{CRITICISMi WESTERN AMERICAN LITERATUREs 12 (FEBRUARY 1978). 2863-T4.

(CATHER, MWILLA+}e HTHE OLD BEAUTY™, 8Y CASSILLs R.¥. {CRITICISM),{SHORT STORIES] INSTRUCTOR'S
HANDBDOK FOR THE NORTOM ANTHOLOGY OF SHORT FICTION. NEM YORKI NORTGN, L9977, 28-30.

(CATHER+ WILLA.}s AMERICAN LITERATURE; NINETEENTH AND EARLY TWENTIEVH CENTURIES. BY DONALDSON,
SCOTT AND HASSA: ANN. (CRITTICISM} MNEWTON ABBOT, ENGLAND:D DAVIO AND CHARLES, 1978.

(CATHER, WILLA.)a EARTHLY DEL IGHTS: UNEARTHLY ADORNMENTS: AMERICAN WRITERS AS IMAGE-MAKERS.
BY MORRI[Ss WRIGHT. [CRITICISH) MEW YORK: HARPER AND ROW. 19784

(CATHER: WILLA.). FROM [NMOCENCE TO EXPERIENCE [N MY ANTONIA AND BOY LIFE ON THE PRAIRIE. BY
POPPENy RANDALL Ls {CRITICISM) NORTH DAKOTA QUARTERLY, 46 (SPRIENG L978}s 73-81.

(CATHER, WItLAs)s HOME TOGWN: UeSsA.: [N THE FODTSTEPS OF FOUR NOVELISTS. BY LINGEMAN. RICHARD
Re (BIOGRAPHY) NEW YORK TIMES, JANUARY 29, 1978, SECTION 0. lel4-15.

[CATHER. WILLA+}« HARRAFIVE TECHNIQUE IN CATHERYS MY MORTAL ENEMY. BY ROSOWSKIs Sa.de
(CRITICISH) JOURNAL OF NARRATIVE TECHNIQUE: & {(L$7B)s L3L-4F.

[CATHER, WillA.), ONE OF QURS: WILLA CATHER®S LOSING BATTLE. BY ARNULD. MARILYN. (CRITICISM)
WESTERN AMERICAN LITERATUREs |3 (NOVEMBER 1978). 259-66.

{CATHER» WILLA«}es THE GENESIS OF THE PROLOGUE OF GEATH COMES FOR THE ARCHBISHOP. BY WOODRESSs
JAMES. (CRITICLSM) AMERICAN LITERATURE. S0 (NOVEMBER 1978). 473-75.

{CATHER, WILLA«), THE URITY QF WILLA CATHER'S “TWO-PART PASTORAL™! PASSION IN 0 PIONEERS. 3Y

THAT MOVES USe & (FALL-WINTER 1978-79): 45-45. CHATFIELD. HALE.« YDU WORE THE RING; PSEUDOPOEM; THE GODO DAVS. (POETRY)} HIRAM POETRY REVIEW,
CAMPIONy DANIEL R« THE INTERMINADLE SYMPHONY: ROLLING GREENI NG STARCH: OUT BACK: JUNE 293 > ND. Z&» C(SPRING-SUMMER 1978)s T-8.

THE EXILE OF THE PHANTOM OF THE OPERAG THE E£XILE OF INNGCENCE; POPEYE'S EXILE. CHERONIS+SELZs THALLA. RELATIONSHIPS. (SHORT STORIES) FALCON, % (DEGCEMBER 1978), 39-4%.

(POETRY1 POETRY ETL.. 2 (JULY 1978), 45, CHERRY, KELLY. GOD SANG: 0N A SUNNY SLOPES VOICES: TRIPLET OF THE POET'S LONGING. (POETRY}
CAMPION. DANIEL R. THE MAN BARKING OUTSIDE THE WINDOWS NIGHT FLYING. (POEVAY) ANOTHER CHICAGO FOUR QUARTERS: 28 CAUTUMN LOT83. 38. 40.

HAGAZINE: 3 (1978}, 22-23. CHERRY, XELLYa. NIGHT AIRi PLANS FOR A HOUSE [N LATVIA. {POETRY) CHOWDER REVIEN: NOS. 10-11,
CAMPION. DANIEL R« THE BELLWETHER. {PCETRY} NEW COLLAGE, & {1577-78). 30-33. . L1978}, L65-664
CAMPICON. DANIEL R. THE BLUZ PLATE. (PGETRY} NIT AND WITs 1 (GEGEHAER 15783, 9. CHERAY) XKELLY, AFSUARECTION GUATRAIN. (POETAY? FOUR GUARTERS. 27 (SUMNER 1978). 41.

CAMPION. QANIEL Re WRIYING FOR PROFIT. {SATIRE} READER. 7 (23 JUNE 1978). 95. CHERAY, KELLY. THE ROSE{ HEARTYOOD: A DIARY] THE LONELY MUSIC, {PUETRY) SOUTHERN REVIEW. 14
CAMPION. DANISL R. SAN DIEGO JUKEBOX. (POETRY} ROLLING STONE, NO. 268+ {9 FEBRUARY L9784. 95. [ SUMMER 1978}y 500-503.

GCANTONI, LOULS J. AFFINITY] DUD. (POETRY) MODERN [MAGES. NO. &2 {1978). 21. [CHESNUTTs CHARLES WADDELL.}s BLACK AMERICAN MRITEAS: BIBLIOGRAPHICAL ESSAVSs BY TNGE, M.
CANTONI» LOULS Jo ALBUNT MOVING PICTURE. (POETRY) DRIFTWOOD EASK, 6 (FALL 19781+ 14. THOMAS AND DUKE. MAURICE AND BRYER. JACKSON R EO0S. (3IBL1OGRAPHTs(BIOGRAPHY b4

CANTONI+ LOUIS J. BISHOP HENRY YATES SATTERLY. (POETRY} PENINSULA PGETS, 33 (FIRST QUARTER {ESSAYS) NEW YORK: ST. MARTIN'S PRESS. 1078. 2 VOLS.

19782, 23. . . (CHESNUTT, CHRARLES WAODELL.l. AN AMERLCAN CRUSADES THE LIFE OF CHARLES WADDELL CHESNUTT, 8v
CANTONIE. LOUIS Js+ BIJAN*S CANADIAN GEESE. (POETRY) MODERN [MAGES, NO. 41 (15783. 31. KELLER: FRANCES RICHARDSUN. (BIDGRAPHY! PROVO. UTAH: dRISHAM YOUNG UNEVEASITY PRESS,
CANTONK, LOULS J« CREDD; WHEN SUNMMER CONES. (POEYAY) BULLETIN OF THE NATIONAL CONGRESS OF 1976,

ORGANIZATIONS OF THE PHYSICALLY HANDICAPPED. 14 (FOURTH QUARTER 197814 54 &a CHESTERs LAURA. CHUNK UFF AND FLOAT. {POETRY) AUSTIN, TEXASI CGLO MLUNTALN, 1978.

CANTONI, LDUIS J, DDCUMENTARY. (POETRY) NEWSLETFER OF THE NATIONAL ASSOCIATION OF THE CHESTER. LAURA. PROUD AND ASHANED. (POETRY) SANTA BARSARA: CALIF.: CHRISTOPHER®S SODKS. 1978

PHYSICALLY HANDICAPPED. 7 (WINTER 19781 6 CHESTER, LAURA. WATERMARK. {NUVEL) BERKELEY: THE FIGURES:s [978.

CANTONI, LOUIS J. ENNULI. (POETRY) BULLETIN OF THE NATIDNAL CONGRESS OF URGANIZATIONS OF THE CHRISTENSEN, ERLEEN. 41 DEGREES, 35 MINUTES NORTH LATITUDE. {PDETRY) GREAT LAKES REVIEW: §

PHYSICALLY HANDICAPPED. 14 {SECOND OUARTER 1978}, 3. ISUMMER 19781, 98.

CANTONI, £,0ULS J» FOR SYLYIA ON YOUR TWENTY-SECOND BIRTHDAY, [POETRY) PANCONTENENTAL PREMIER CHRISTGAU. JOHN. SPODN. ENOVEL) MEW YORK: VIXING, 1978, [MINNESOTAl.

POETS. ED. FALKOWSKI+ 9424 AND EaAsy AND LYON: MoAs CAMPAELL. CALIFGRNIAZ WORLD CHALSTINAy MARIE. INCONGRULTEIES. (POETRY) aRYS OF ST¥. LOUIS, 7 LSEPTEMEER 1978]. 23.

POETRY SOCIETY INTERNAYIONAL, 1978, 100 CHRISTINA, MARIE. PANDORA. {POETRY) SHEBA REVIEWs L {FALL-WINTER 19733}. 3.

GANTONI+ LOULS J+ GREENING. (POETRY) NEWSLETTER OF THE NATIONAL ASSUCIATION GF THE PHYSTCALLY CHRISTINA, MARTE. THE SEPARATIDN. [PDETRY) ST« LOUIS POETRY CENTER ANTHULOGY. ST. LOUTS. MO3

HANDICAPPED.: B {SPRING 1978), 20. SHEBA PRESS: 1978.

CANTONI. LOUIS Jo KNOw, O MY SOUL. (SHORT STORIES) HOUNTAIN VLIEW DIGEST, 3 (1978), 25. CHRESTINA» MARIE. THE CI¥Y. {PDEVRY] PENINSULA POETS. 33 (FOURTH GUARTER 19783, 17.

CTANTONLs LOULS Js LEARNING{ MY FAIRY GODMOTHER. (PDETRY) GUSTOs | {NOVEMBER 1978). 47. CITINO, DAVID. BOUNDARY: TO KNOW THYSELF. [PDETRY) MISS1SSIPPL VALLEY REVIEW: T (SPRINS 197B).
CANTONI, LOULS J, LET US THREE. (POETRY}) DARDIC ECHOES, 19 (APRIL-JUNE 19781, 44. 24-25.

CANTONI. LOUIS J. LIKE JOB; PRAYER FOR DELIVERANCE; SUPPLICATION: WITH CONTRITICNs (POETRY} GITIND. DAVID. BREATHMAKER: THE VIGIL: A FOLK TALE. (POETRY} GREEN <IVER REVIEW, @ {1978),.

ORIFTNOOD EAST, & (WINVER 1978)e 15, Sl 127-28.

CANTONI. LOUIS Jo LILIES. (PUETRY} SOUTH AND WEST: 14 (WINTER 1978)s 46. CITIND, DAVID. CHALLENGING SLTUATION NG« 33: THE FEAST. [POETRY] HOLLINS CRITIC, 1S (DECEMBER
CANTONL, LOUIS Ju MINI CANTOS. (PDETAY) POET. 19 {AUGUST 19781. 69-70. 19781~ 15,
CANTONI . LOUIS J» OAK [N SPRING] PREHISTORY: VERNAL PONC. (PUETRY) DRIFTWGOD EAST, & (SPRING CITINO. DAVID. CONFUSION UF TONSUES. {POETRY) BITTEAROOT, 17 (SUMMER 19783, 19.

19783 ¢ 1% CITINO, DAVID. HANG. [PGETRY} CHOUTEAU REVIEW. 3 [wINTER 1978). 13.

CANTONI. LOULS Jo ON THAT BRIGHT DAY. {POSTRY) CAPE ROCK, 13 (SUMMER 1978). 49. CITING: DAVID. HE DREAMS LS. HE 15 THE ONE ¥E ARE DREAMING! CAIN; THE OLD WOMAN. THREE FIMES

CANTONI+ LOUIS J. PERFECTION; THRALL. (POETARY) DRIFTWOOD EAST, 6 (WINTER 147834 20+ MARRIZD AND THREE TIMES LEFT BEHINDs EXPLAINS TO THE YOUNG WioDs A kiDOW®S DUTY]
CHALLENGING SITUATION nO. 7: THE POLSON LGVER. (PUETAY) DESCENT, 22 [SUMHER 1978).
26~27,
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CITING. DAVID,., KNUTS. {PUEIRY} SOUTHEHRN PODETRY REVIEW. 14 {SPRING 1978). 25.

CITINOs DAVID. PARNELLS [PDETRY)} JAMES JOYCE QUARTERLYW 15 [SUNMER 157H). 324,

CITINO. DAVID. POEN TRAP] VIYEURS. (POETRY) POETRY NOw, NO. 20. {1573}y 5.

CITING. DAVID, RADIO TALK SHGws [(POETRY) NEWSART: THE Néw YOAK *SMITm*, 2 [1978), 6l

CITIND, DAvID. SEPTEMBER 223 INTERARUPTION} IN A FIELD} MARION OHIO—-SATURDAY NIGHT. (POETRY}
COLUMBUS B{SPATOH: 30 JULY. 1978, C—Il.

CITINO, DAVID. SDONG DF THE MOUNTAIN. [POETRY) UZZANO, NOS. 9-10¢ {SPRING-SJMMLR 1978}, 35.

CITIND. DAVID. THE CURSE OF CITIES. (POETRY] IMPACT: AN [NTERNATIONAL GUARTERLY QOF
CONTEMPORARY LI TERATURE AND THE ARTS, 1 (FEBRUARY L978). 183.

CITINOs DAVID. THE SECOND WORLD WAR. (POETRY) LONG POND REVIEw. NOs 4 {197d). 12.

CITINGs DAVID. THE 3EAL DGES NOT SURFACE. OLIZZARDS HIDE THE wWHALE: FIVE DEFINITEONS.
LPOETRY) CREAM CITY REVIEW. 4 [FALL 1978).

CETIND, DAVID. THE SPLOER. {PDETRY} SUNZ NORTH CARQLINAYS MAGAZINE OF IDEAS. HO« 37 (JULY
19T8%s 17s N

CITINGO, DAVIDS THE TESTIMONY. (POFETHY) LAUREL REVIEwW. 12 (SUMMER 197831, 10.

CITINDs DAVID. TO HAKE YOUR HAND IMMCORTAL. {POETRY} PHANTASH,.3 {SEPTEMBER—OL{TORER 1976).

CITINO, DAviD. Twd OREAMS OF [MPOTENCE; THE MONSTERE TRYING TO OREAM. TRYING NOT TO. (POETRY)
PHANTASM. 3 [JANUARY—-FESRUARY 1978},

CITING, GAVID. WALKING UP TQ A DESERTED OHIO FAAMHUOUSE: THE SNOWMANG NAY 263 MARINA, THE LILY
OF QUITO. {POETAY} SUNI NORTH CARDLINA'S MAGAZIME OF [DEAS. NO« 34 (JANUARY 1578).

13,

CLARK,y GEORGE P SEF CLEMENS. SAMUEL L.

CLAYTONs CANDYCE. AT THE BARRE: POEMS. {POETRY) MINNEAPOLIS! HULY CCGw PRESS, 1978.

CLEARY: JOMWe VORTEX, {NOVEL) NEW YCRK: MORROW. §978. (MISSCURI}.

{CLEMENSs SAMUAL Las}s MARK TRWAINI A REFERENCE GUIDE. FIRST ANNUAL SUPPLEMENT. BY TENNEY.
THOHAS As {BIBL[OGRAPAY) AMERICAN LITERARY REALISMa 14701910+ 10 {AUTUMN 19771},
327T-412.

CLEMENSs SAMUEL L. MARK TWAIN SPEAKS FOR HIMSELFs ED. FATOUT., PAUL. (ESSAYS) WEST LAFAYETTE.
IMDIANAT PURDUE UNIVERSEITY PRESS. 1978,

{CLEMENS: SAMUEL La). AMERICAN LIVERATURE; NIMNETEENTH AND £ARLY TWENTILYH CENTURIES. BY
DONALDSON, SCOTT AND MASSA, ANNs {CRITICISHM) NEWTON ABBOTs ENGLANDI DAVID AND
CHARLES. 1978.

{CLEMENS: SAMUEL La). MARK TWAIN'S MONEY IMAGERY [N “THE 1,000,000 POUND BANKNOTE® AND *THE
30,000 DOLLAR BEQUEST™, HBY MORGANs RICKI. (CRITICISHMF MARK TwWAIN JUURNAL: 19 (WINTER
1977=TBs 6—10.

{CLEMENSs SAMUEL L.}s TAE SOURCE OF “EVERLASTING SUNOAY“! A NOTE ON TWAIN®S “ENCHANTED
SEA-WILDERMESS®, 8Y JONES. OARYL E. (CRITICISH) MARK TWaIN JOURNAL, 19 (WINTER
1ST7-TAk» 18-19.

{CLEMENS: SAMUEL L a). EARTHLY OELIGHTS.: UNEARFHLY ADORNMENTSI AMERICAN &RITERS AS
INAGE-MAKERS: BY MORRIS« WRIGHT. {CRITICLSM) NEW YORKI HARPER AND RQW, 1978.

{CLEMENSy SANUEL L. ). PUDDINHEADR WILSON AND THE JANDIT!S TALE IN GIL BrAS. 8Y BRIDEN, EARL ¥.
{CRITICISM} MARK TWAIN JOURNALs 19 (WINTER 1977-78). 15-17.

{CLEHMENS, SAMUEL La-t}s MARK TwAIN AND THEODORE ORELSER: Twl BOYS LUST IN A CAVE. BY RIGGIO.
THOMAS P. (CRITICLSM) MARK TWAIN JOURNAL: 19 [SUMHER 197634 20-25.

{CLEMENS, SAMUEL LsJ)a *A 00G"S TALE™: AN EXPANDED VIEW. BY HERZBERG. GAY S. {CRITICISMI MARK
TuwalN JOURNAL: 19 (WINTER L977-78), 20.

{CLEMENS, SAMUEL L.Js MWARK TwAIN*S PISTOL CHARACTERIZATIONS 1N ROUGHING IT. BY SAUCERMAN.
JAMES Re {CRITICISM) MARK TWALN JOURNAL: LD (WINTER LO¥7-¥5). 14-15.

{CLEMENSr SAMUEL LY+ JOSEPH COMRAD AND MARK TWAIK. 8Y {LARK: GEORGE P« {CRITICISM] MARK
THWAIN JOURNAL: 19 (SUMMER 1978}, L2-15.

(CLEMENSs SAMUEL Lal}. MARK TWAIN'S LITERARY OIALECT IN LONNECYICUT YAMKEE. 8Y S5CHRDTH. EVELYN.

{CRITICISMN) MARK TWAIN JOGURNAL. L9 (SUMMER 19781, 2629

CCLEMENS+ SAMUEL L.} "THE MASTER HAND OF OLD MALGRYI® MARK TWAIN'S ACQUAINTANCE WIYH LE
KORTE D*ARTHUR., BY GRIABEN.: ALAN. [CRITICISM] ENGLISH LANGUAGE NOTES, 16 (SEPTEMBER
1978). 32-40.

[CLLEMENS, SAMUEL Lal)a HUCKs ADs JIMs AND BUGSI A RECONSIDERAT IGN--HUCKLEBERRY FENN AND
HEMINGWAY*S “THE BAFTLER". BY SINGER. GLEN W. (CRITICISH} NUTES ON MODERN AMERICAN
LITERATURE, 3 (WINTER 15781, 1TEM S.

[CLEMENS) SAMUEL La)s TRUE COMEDIANS AND FALSEZ DON QUIXOTE AND HUCKLEHERAY FINN. BY GALLIGAN.

ECWARD L. {CRITICISM) SEWANEE REVIEW. 86 (WINTER 1978)s 66-853.

[CLEMENS: SAMUEL La.). MARK TWAINi A REFERENCE GUIDE. BY TENNEY.: THOHMAS ASA. (BIEBLIOGRAPHY],
(BIDGRAPHY ) BOSTONT GeKe HALLY L97T.

[CLEMENSs SAMUEL Ls)s THE PETRIFIED MAN AND HIS FRENCH ANCESTOR. 3Y BLALIRs WALTER.
(CRITICISM) MARK TwAIN JOURNAL: 1% (WINTER 1977-78), 1-3.

(CLEMENS, SAMUEL L.}. DETERMINING PRINVER'S CUPY: THE ENGLISH EDITIUN OF HARK TWAIN'S
PUDDYNHEAD WILSDN. 8Y SERGER. SIDNEY. (BISLIOGRAPHY ), (CRITICISM] PAPERS OF THE
BIBL [OGRAPHIGAL SOCIETY OF AMERIGCA, 72 [APRIL—JUNE 1578). 250-56.

(CLEMENS: SAMUEL L.}. PERIPHERAL CTHARACTERS IN HUCKLEDERRY FINN AND CATCHER [N THE RYE. BY
BELLMAN. SAMUEL I. (CRITICISM) MARK TWAIN JOURNAL, 19 (WINTER 1977-78). 4—6.

{CLEMENS. SAMUEL L.Js MARK TWALNI A REFEREMCE GUIDE; SECOND ANNUAL SUPPLEHMENT. BY TENNEY.
THOMAS Ae. (BIBLIOGRAPHY) AMERICAN LITERARY REALISM. 1870-1%10s 11 (AUTUMN 19783,
157-218.

{CLEMENS: SAMUEL L.). PUDDYNHEAD WILSDN'S CALENDOARs. BY FORD+ THOMAS We {CRITICISM} MARK TWAIN
JOURNAL . 19 (SUMNMER 19T7T8). 15-1%.

fCLEMENS, SAMUEL La). APPEARANCE AND REALEITY IN MARK TWAIN®S *WHICH WAS THE DREAM.™ “THE DARK.
"AND "WHICH WaAS IV."™ BY TUERK, RICHARD. (CRITICISMY ILLINOIS OQUARTERLY. 40 {5PRING
1978), 23-24.

{CLEMENS: SAMUEL L+}s MARK TWAIN SPEAKS FOR HIMSELF. 8Y FATOUT. PAUL Ed. {INTERVIEW).
(BIDGRAPHY} WEST L AFAYETTE. INDLANA! PURDUE UNIVERSITY PRESS. 19T78.

{CLEMENS. SAMUEL L+). TWAIN. THE PATENT POET, BY WATKINS: TaH. {CRITICISHM) AMERICAN HERITAGE.
2% {JUNE-JULY 197B)s 356~3T.

{CLEMENS: SAMUEL La}a MARK TWAINFS #MYSTERIDUS STRANGERS® 89Y KAHNs SHOLOM JACDB. {CRITICISM]
COLUMEALAL UNIVERSITY OF MISSOURY PRESS. 1978

[CLEMENS: SAMUEL L.)a FOLKLORE IN THE WORKS COF MARK TWAIN. BY WESTs VICTOR Rs (CRITIGISHY .
{FOLKLORE) PHILADELPHIAZ Re WEST. 1978C1930.

[CLEMENS. SAMUEL L.)» MARK TWAIN. MOUNT TABOR. AND THE TRIUMPH QF ARYTs BY FESCHERs JOHN L[RWIN.

{CRITICISM) SOUTHERN REVIEW. L4 [AUTUMN L978). 692-T05.

{CLEMENS: SAMUEL L.-)a CALIFORNIA'S ALBION! MARK TWAIN. AMBROSE BIERCEs TOM HOODr JOHN CAMDEN
HOTTEN, AND ANDREW CHATTO. BY GRENANDER, Me.E« {CRITICISMI +{BIUGRAPHY }4+(3ISLLOGRARHY)
PAPERS OF THE SIALIOGRAPHICAL SOCLIETY OF AMERICAs 72 {OCTOBER-DECEMBER 1$7B). 455-75.

(CLEMENS: SAMUEL L.J)s HARD-HEARTED HUCK: ¥NO TIME TO BE SENTIMENTERING™. BY BRANCH:; ®ATSON,
CCRITICEISH) STUDIES I[N AMERICAN FICTION. & {AUTuMN 1978}, Z12-18.

1CLEMENS: 5AMUEL LsJ). MARK TWAINI THE WRITER AS PILOT. BY BURDEs EDGAR J« (CRITICLISM} PMLA,
93 {OCTOBER 1$748), BY4-92.

(CLEMENS, SAMUEL L.Js "THE HABES IN THE WOOD%: ARTENUS WARD'S *DOUBLE HEALTH!" T MARK TwAIN.
BY BRANCH, EDGAR M. (CRITICISM} PMLA. 93 (DCTODER 19781 905-72-

(CLEMENS. SAMUEL L.b), IDIUGTS FIRSYs THEN JURIESZ {EGAL, METAPHORS TN MARK TWALN'S PUDD'NHEALD
WILSOM« BY BRIDEN, EARL Fa (CRIVICISMI TEXAS5 STUDIES [N LITERATURE AND LANGUAGEs 20
(SUMMER 1%78)s L6S-180.
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CLINEs CHARLES. CANCER. (PDETRY} MODUS OPERAND[, % (AUGUST 12781, 18.

CLINE« CHARLES. FRUM CUCUMBERS Td MELONSE UREEN. (POSTRY) NORTH AMERICAN MENTOR, 15 [ SJUMMER
1978), 25.

CLINEs CHARLESs. IRISES. [(PUETRY) POET. 19 [(JUNE :S78), 24.

CLINEs CHARLES. JCURNEY;: SUMMER RAINT MEMORY. (POETRY] OASIS, E0. JENSEN, S5.R. BROCKEVILLE,
MDs: MuCo PUB, €.y 1978, 37, 39.

CLINEs CHARLES. MANNA FOR POETS. (POETRY} POETs 19 {OCTOBER L9723}, 29.

CLINE: CHARLES. CUR CREATION. {POETRY) ORBIS: NC. 30 (WINTER 15783, 13.

CLINEs CHARLES. PLUMS.: (POETRY} WiNO. NO. 29 (1%978), 10.

CLENE. CHARLES. SUGAR MAPLE LEAVES] HAND{ FLYING WESTe {(POETRY) TOUCHSTGNEs EDa JENSEN: SaRe
BROOKEVILLEs MO.: H.li. OUB. Q. 1978, 28. 35, &l.

CLINE: CHARLES. THE DAK. {POETRY) POET», 19 [FEBRUARY 197&): a3.

CLINE: CHARLES. WHITE AEACOCKS A¥ THE WINTER SOLSTICE. {PUEYRY) CANADLIAN PIETS AND FRIEMDS.
EDs STs JACQUESy £+ BROOKEVILLE: MDe: MoDs PUBa CJes 197d. 46

GLOSSDON+ KAY SEE SKEEN. ANETA

COBB+ NIMA KRESSHNER SEE WRIGHT. RECHARD.

COCHRAN, BUD T S5£E EGGLESTON. ECWARD.

COHEN. PETER ZACHARY, DEADLY GAME AT STONY CREEK. (JUVENILE FISTION? NEw YORK: BI1AL PRESS,
1978.

COHENx SARAH BLACHER SEE BELLOWs SAUL.

COLBY.+ JOAN. BLOODI DREAM THAT EXCLUDES YOU. (POSTRY) ALEMHIC: ND. L ${1978)» 8, 24a

COLBY, JGAN. BLOODROUT; OAK TREE. (PUETRY! WRITING FRGM THE GREAT PLAINS, 2 (1978}, 22-23.

€0LAYs JOAN. BREAKTHROUGH; THE BARN: SURGERY. (ADETRY) SUNBURY. NGe & [1978), 32. 35, 60.

COLDYs JDAN, BURYING OURSELVES ALIVE. {POETRY) BLACK~BERRY: NO. ¢ {AUTUMN L9TB}y 16.

COLBY. JOAN., CLID INVENTS HER TEXTAO0K. (PDETRY) HOLLINS CRITIC, t5 [JUME L9783, 15-16.

COLAY. JOAN. DARK SEEDS. OMENOUS SIGNS. (PDETRY) VELVET %INGS. NO. & (MAY 1978).

COLAY: JGAN, DAWN SNOW: ECLIPSE. (POETRY) ASPECT: NO. 70 LJANUARY-MARCH L978). 3-8,

€0LBY. JOAN. DEATH AND THE PCET. {(POETRY) PHOEBE. T {1978)., 30.

COLBY. JOAN. DETECTING LOVE« (POETRY) ATTENTION PLEASE: J (GCTUSER L9T8)}s 13.

COLBY, JOAN- EIGHT REASONS FOR HER WOUNDs (PRETRY) KU3ZU, NOe 4 [JANVARY-FEBAUARY 197B).

€OLBY. JOAN. FAIRY TALE] UREAMLAND. (POETRY} NEW RENAISSANCE, 2 {1975), 13-15.

COLBYs JOAN. FISHING AT MORAINE HILLS; ANATOMY GF THE HEART. (POETRY) WEST BRANCHa. NOa 3
(1978)4 L0-11.

COLAYs JOAN. FLIGHTS. (PQETRY) KUGZU: NO. 7 {FALL 1978).

CaLBY, JOAN. FRACTURES. (POETRY) NEW RIVER REVIEW, 2 {1%78). 43.

COLBY. JOAM« GETTING OUT; AN ECCLESTASTICAL VISiT. CPOETAY) STONECLCUD. NO. 7 (E978), 69,
72-73.

COLBY« JOAN. HEARTS; THE TREATMENT. (PDETRY} HOLLOW SPRING REVIEW: 2 (19781.

COLBY, JOAN, [DES DF MARCH. {POETRY} ATVENTION PLEASE+3 (FEBRUARY 1$78). 1S5

COLBYy JOAN. [RMIGRANTS. (POETRY) EPOCHs 27 (WINTER L97d). 176=77a.

COLBY, JOAN. JANUARY; FLOWERS] OUR BODIES BUILT OF WATER. [POETRY) SOU*WESTER. & [SUMMER
15783 49-a9, -

COLBY, JUANs LITTER] #ATER BABIES. {(PDETRY) CAPE ROCK. L3 (SUNMER 1978); 85-G7a.

COLBY.: JOAN. LOSS OF RTICH STONES. (POETRY) STOME COUNTRY, T8 (L978). L2.

COLAY+ JOANe MAY AUNT'S RODM: MANUAL FOR DEXTERITY., {POETRY} TENDRILs NOs 2 {SPRING-SUMMER
19783

COLAY: JDANs MAY DAYs {POEYRY) LAUREL REVIEW. 12 [SUMMER 1978}. 2.

COLBY, J0AN. MIDNIGHT RHUMBA. {POETAY) EAST RIVER REVIEW, 2 [1978), 26-27.

COLBY. JOAN. MISTAKEM IDENTETIES: TIME. (PDETRY) ULULATUS: 1 LAYGUST 15TB). T-O.

COLBY+ JOAN. MOTHERS-OAUGHTERS. (POETRY} GRAVIDA, NO. 15 {OCTOBER L5783+ 36.

COLBY, JDAN. NURSING HOME. [POETRY) CAPE ROCKe L4 [WENTER 197804+ 16—L7.

COLBY+ JOAN. OUT DF THE BELLY OF THE FISH. (PUETRY} WEST BRANCH, NO. 2 (19783, 10.

COLBYs JOAN. AOSTURES DF SLEEP} MOTHERS DAY--FOR WENDELIN. {POETRYY WISCONSIN REVIEW, 12
11978}, 13.

COLBYs JOAN. REC LAKE. [POETARY) ANOTHER CHICAGO MAGAZINE. 3 (1978} 28-29.

COLAYs JOANS SACRAMENTS I-V¥[s {POETRY) LOWLANDS REVIEW: NO. 5 {WINTER 1978}, 25-27.

COLAY, JOAM. THE BEATEN WOMAN. (POETRY) PIKESTAFF FORUMs NOs 1 (SPRING 15781+ 25

COLEYs JOAN. THE BLODD TIBE. {POETRY} [MAGES. 5 (15783, 9.

COLBY. JOAM. THE BLUE DRESS DF WATER. (PGETRY) EN PASSANT. NO. 7 (PGETRY), 30-31.

COLAY. JOAMa THE LIDN'S BRIOE; BOUNDARY WATERS: AT A GLANCES JIGSAW PUZZLER: HEW LENSES.
[POETRY) BUCKLE: 1 (SPRING-3UMMER |978). -

COLBY s JOAN, THE MINT. [POGETRY} COLLEGE ENGLISH» 40 {NOVEMEER 1978). 293-93,

COLBY,: JIDAN. THUNDER BAYi MANIPULATIONS. (PDETRY) HELP YOURSELFe 2 {SUMHER L9783 30-3L.

COLBY. JOAN. WOMAN INFATUATED WITH THE NJMBER 3} FLASH FLOOD. (POETRY) CALLIDPE, 2 (BECEMBER
1978)s 22-23.

COLE, E=R« LATTER-DAY RITES AT REMEMBRANCE ROCKs GALESBURGe. [POETRY) WINO LITERARY JOURNAL. 8
(19781, 3.

COLEs E.R~. OUTSIOE THE FIRSY BANK. {POETRY) MODERN HAIKU, 9 {WINTER—-SPRING 197831, 33.

COLE, E«.Re THIS LATE SNOWFALL{ NIGHT STROLL: ON A CHARCODAL SRANCH: WY EYES TDO. [POETRY)
TRADEs NOs 2 {FALL 1978): 4-5,

€COLE, EsR. TRIGLET FOR ONE WHD CLIMBED THE SUN PYRAMID. TEOTIHUAGAN.- {PDETRY) CALLIOPE., 2
(DECEMBER 1978). .

COLLIER., PETERs DOWNRLVER. {NOVEL) NEW YORK: HOLT+ RINEHART AND WINSTON: 1978, (50UTH DAKOTAZ.

COLLINS. DAVID R. A SPIRIT OF GIVINGe {JUVENILE FICTICON} NASHvILLE: BROADMAN PRESS, 1673-

COMBS, SOBERT LGNG SEE CRANE. HARTS

CONDON,» MARGARET. TOPOGRARHICS. (POETRY) HERMOSA, SOUTH OAKOTAI LAME JOHNNY PAESS: 1974,

CONTOSKIs VICTOR. CHANUTEs KANSAS. (PODETRY) THREE RIVERS POEYRY JUURNAL, NOSe 11-12 {1978}.
28, {KANSAS}H.(CHANUTE, KANSAS).

CONTCGSKI. VICTOR. GALENA. KANSAS. (POETRY ) RACCOON: NO» 4 ENDVEMAER 19783, Z1. (KANSAS)s
{GALENA: KANSAS] .

CONTOSK{a ¥YICYDR. JOURNEY WEST; NORTON, KANSASI NIGHT ON THE ARALRIE. {PCETRY) KANSAS ALUMNI
FT (FALL 1973), 30-33, (NORTON,; SANSAS) . (lKANSAS).

CONTOSKTs VICTYOR. MOONLIT NIGHT IN KANSAS] JOURNEY WEST. {POETRY) KANSAS EXPERIENCE [N POETRY.
ER, LELAND., LOARIN. LAWRENCE! UWIVERSITY OF KANSAS PAESS, 1978. 137-38, [KANSAS).

CONTOSK VICTORs NIGHT ON THE PRAIRIET WHEREVER I GO IN THE WORLD: CARDINALS: MEADDWLARK.
{POETAY} HANGING LOOSEs NO. 33 [SUMMER 1978}, 23-26.

CONTOSKI« VICTOR. THE BEAR'S HLESSING. {POETRY) BEAR CROSSINGS, EDe REWMAN. As AND SUK, Ja
NEWPORT BEACH: CALIFORNIA: NEW SOUTH COMPANY. 1978, 1244

CODK, ALBERT B. PERSPECTIVES FOR A LINSUISTIC ATLAS OF KANSAS. {LINGUISTICS) AMERICAN SSEECH.
53 [FALL 1978}, 199-209, [KANSAS)a

COOKEs ROBERT. LIVING QUIET ON THE FARM AT PLYMOUTH, [POETRY) GREAT LAKES REVIEW: G {SUMMER
1978), 100-101s

(LOOPER: JAMES FENIMOREe)s THE PLOT SHIFT IN COOPER'S THE QAK OPENINGS. S5Y WILLI1AMS. J. GARY.
{CRITICISM) ENGLISH LANGUAGE NOTES, 16 (SEPTEMBER 1978). 25-32,

(COOVERs ROYERY.1. CDOVER'S UNIVERSAL HBASEGALL ASSOCIATION PLAY AS PERSONALIZED NYTH.
BERMAN, NEIL. (CRITICISM) MODEARN FLETION STUDIES.: 24 (SUMMER 19741, 209-222.

[CODVERs ROBERT4). ROBERT COGVER: MNEW VI5TONSs NEW FDRMS. BY LANMTER, WAYNE. {CRITICISM) 5T.
LOVIS LITERARY SUPPLEMENT., 2 (MARCH-APRIL 1978). 11-12.

Y
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{COCGVER.

(CRITICISM) ESSAYS IN LITERATURE: 5 (SPRING 1978), 103-118.
{COREY; PAUL.)s GROWING UP IN {OWA; REMINISCENCES OF 14 [DWA AUTHORS. BY ANDREWS, CLARENCE A.
[BLOGRAPHY } . (AUTOBICGRAPHY) AMES, IOWA STATE UNLYERSITY PARESS+ 1978 {[OWA).

COSGROVE

MIDAMERICA VII

ROBERT.) e THE GREAT AMERICAN GAME! ROBERT COOVER'S BASEBALL. BY WALLACE: RONALD.

+ RGBERT. REALESMI THE MIDWEST*S CONTRIAUTIONS. {CRITLICLSM) DLD NORTHAEST, &

(DECENBER 197d}. 33l-40L. ;
COUTURIER, MAURICE SEE GALEs ZONA. e
COXs JOELas GAMPGROUNDS IN WINTE#. {POETRY) GREAT LAKES REVIEW, 4 {WINTER 1978} 96 H

(CRANE«

HART . b RORLTIONS TO LOHF'S LITERARY MANUSCRIPYS OF HART CRANE. BY READ. DENNIS.

{BIBLIDGRAPHY] PAPERS LF THE SIBLIOGRAPHICAL SOCIETY DF AMERICAs 72 [APRIL-JUNE

1978
(CRANE.

1+ 256-58.

HART+}» CRANE*S ATWIN MONOLITHS™a 9Y RAMSEY.: HUGER., (POETRY}.ICRITICISM) FOUR DECADES

OF POETRYs L890-1330. 2 {JANUARY 1978}y 24-27.

{CRANE,
1978
[CRANE.

HART.}a CRANE?5S “THE FERNERYa" BY HENRY: NAY. [CRITICISH} EXPLICATOR. 36 {SUMMER

Ya T-9.

HART)a HART CRANE AND YVOA WINTERS! THEIR LITERARY COMRESPONOENCE. BY PARKINSON,

THOMAS FRANCIS. [CRITLCISK) AERKELEY: UMEVERSITY OF CALIFORNIA PRESS. 157d.

{CRANE.

HART.)s HART GRANE AND YVOR WINTERSs REBUTTAL AND REVIEW: A NCw CRANE LETVER. BY

PEMBERTON, VIVLAN He (CRITLCISM) AMERICAN LITERATURE. 50 [MAY L978). 216-B1.

(CRANE,
FOUR
(CRANE.
{wln
CCRANE.
ACAD
(CRANE+
crR1
{CRANE.

HART.Ya HART CRANE*S "DEATHLESS DANCE™. BY ROOGERS, AUDREY Te (POETRY).(CRITICLSM:

DECADES DF POETRY: 1890-t930, 2 (JANUARY 1978} 1-24.
HART.)}s HART CRAME'S EXANPLE. 8Y TREMULAY: BlLL. {(CRITICI5Y) PLKESTAFF FORUM. NO. 2
TER 1978-79), 24-26.

HARTa}. IDENTITY AND FDRM iN HART CRANE. BY ZECK» GREGORY Ra {CRITICISM) MICHIGAN

EMICIAN. [l (SUMMER L978)s 19-24.
HART.]+ SYMAOLMAKING AND SUICIDE (HART CRANE. §899-1932}. By BLEICH. DAVID.
TICISM}«(BIOGRAPHY) HARTFORD STUDIES IN LITERATURE, 10 (1978k. TO-102.

HART.). VISION OF THE VOYAGE: HART CRANE AND THE PS5YCHDLOGY OF ROMANTLICISM. BY COMIS.

ROBERT LONG. (CRETICISM) MEMPHISI MEMPHIS STATE UNIVERSITY PRESS. 1978.

CRAWFORD
(HIC]
CREELEY
CRIDER.
CROMIE,
(Lax
CROWDER +
CRUMP, &
CUNNINGH.
L
CUTLER,
CUTLER.
CUTLER.
1978
CUTLERs
CUTLER,
DALEYs P
£25,
DACEY, #
REV]
DACEY 4+ Pl
DACEY+ P
1978
DACEY» &
55— 5
DACEY. P
DAGENAIS
DALTON,
DALTON.
DALTON.
OALTON.
DALTON.
DALTON,
DANA. RO
DANIEL S+
<Jou
DAVIS. A
(CRI

4 LINDA. SOMETHING TO MAKE U5 HAPPY. {NOYEL) MNEW YORK: SIMON AND SCHUSTER. 1973.
HEGAN} , {DETRDIT. MICHIGAN).

ROAERT. LATERI A POEM. (POETRY} nEST BRANCHs IDWAZ FOOTHPASTE PRESS. 1978).
GREGORY I SEE HOWELLS,; WILLIAM DEAN.

ALICE. LUCKY TC HE ALIVE. (NOVEL) NEW YORK® SIMON ANG SCHUSTER. 1978, {MICHIGAN),
E MICHIGAN)Y ¢+ {MYSTERY-DETECTION} »

RICHARD H SEE RILEY. JAMES wHITCONB.

AL BRUCE SEE MORRIS. WRIGHT.

AM, JERE. THE VISEITGR. {(NDVEL) NEW YORK: ST. MARFIN'S PRESS: 1978, (CHICAGOZ.
INGIS)«

BRUCE+ A PARABLE RETOLD« {POETRY) MIKROKODSMOS, Zs (13Td1e L5-1%.

BRUCE. FIXER*S OREAMs (POETRY} PORCH, 1 {WINTER 1978}: 13-18.

BRUCE. FROM THE DOCTRINE DF SELEGTIVE OEPRAVITY. (PUOETRY) KANSAS QUARTERLY. 10 (FALL
¥s l32-115,

BRUGE. SONG 0OF INNOCENCE. (POEFRY) BELDIT POEFRY JOURNALs 28 {5PRING 1978).« 9-LtS.
BRUCE. YOU AND ME. (POETRY) THE SHMITH. 20 (JUNE 19781. 183,

HILIP. AHs THATI ESURIENT; THE LIVING ROOM. {PGETRY) PAR RAPPORT, 1 (SUNMER '1978}.
150,

HILIP. HE GUES TO A COSTUME PARTY DRESSED AS GERALD MANLEY HDPKINS. {POETRY) HUDSON
EWy 31 (SPRING 1978} 120-121.

HILIP. HOPKINS UNDER ETHER. (POETRY} POETRY, 132 [(MAY LU78). 73-75.

HILSPs LETTER! A FAMILY MAN EXPLALINS HIS ADULTEAY. (POETRY} GEGRGLA REVIEW, 32 {FALL
de 528-2%.

HILIP. LOVE ON A WATERBED; MEN-S5TRUAL. [POETRY} KANSAS QUARTERLYs 10 {FALL 1978).
Ga

HILIP. THE CONDON POEMS. [PDETRY) MARSHALL. MINNESOTA: OXAEAD PRESS, 1978.

+ JDHM. SPLEEN DE QUARADIGAN. (POETRY) SOU'WESTER. & (FALL 1978)s 1l-16.

DOROTHY. SELF-POARTRAIT. (PUOETRY) BLUE UNICORNe 1 [JUNE 1978), 40-dl.

DORDTHY. THE ANCHORING. LPDETRY} KLDZU. NO. & (JANUARY-FEBRUARY 1978).

CORDTHY. THE HOON RIDES WITNESS. [POETRY) EAU CLAIRE, WISCONSINI wOLFGANG. 1978.
DORDTHY. THE SELF-INVLITEDR. (POETRY) CREAM CITY REVIEW, 4 (FALL 1978}+ a5,
DOROTHY» UNDULATIDN. (POETRY) STONE COUNTRY. 78 {FEBRUARY 1$78). 3a.

DOROTHY. WOMAN BREAD. [POETRY) PRIMIPARA, & [FALL-WINTER 1978). 8.

BERT PATRICK. WINVTER COMES. {(POETRY) LISBON, [OWAI PENUMBRA PRESS: 19%77.

HARVEY: LITERACY AND THE POPULAR PRESS; FEAR AND LOATHING AT THE CHICAGO TRIBUME.
RNALISM) s CAEGGRAPHY ) « (NEWSPAPERS) E£T CETERA. 35 (SEPYEMBER 1978], 284-93.

RTHUR P, NOVELS OF THE NEW BLACK RENALSSANCE {1960-1%7¥7) A THEMATIC SURVEY.
TICISM1+(BISLIAGRAPHY) CLA JOURNAL. 21 (JUNE 19781, 457-90.

DEAL. SUSAN STRAYER. IT IS5 TRUE. {POETRY) PRAIRIE SCHOONER: 52 (WINTER L9753« 356-68.

DEARMAN .
OELDRIA.
DERLETHs
DERLETH,.

CHARLES SEE WRIGHT, HICHARD.

ELLA CARA. DAKOTA TEXTS. (FOLKLORE) YERMILLION. S0UTH DAKOTAD DAKOTA PRESS. 19T8.
ALGUST WILLIAM SEE LEWIS: SINCLAIR.

AUGUST WILLIAM SEE ANDERSON. SHERNOOC.

{DEVRIES. PETER.)}. PETER DEVRIES: A BIALIOGRAPHY E933~-1977. BY SOWOEN. EDWIN T.
{BIBLIOGRAPHY} AUSTINI HUMANITIES RESEARCH CENTER: UNIVERSITY OF TEXAS. 1978.

DEWEESE .
DEWEESE.
DICKEY,
DICKSOMN.
DICKSON.
DICKSON,
38,
DLCKSON»
a
DICKSONs
DICKSON.
16
DICKSON.
DICKSON

: DICKSON,

GENE SEE HENSLEY, JOE L.

JEAN. NIGHTMARE IN PEWTER+ (NOVEL} NEW YORK: ODOUBLEDAY. 1978.

PAUL. SQUARE ROOT OF —L. {POETRY)} KANSAS OQUARTERLY. L0 (WINTER 1978}, 78.

JOHN. CASE HISTDRY. {POETRY)] RHING. 2 {19781+ 50.

JOHN, CIATY OLD GHOST. (POETRY) POCKET POETRY. 2 (NIVEMBER 1378). 18«

JOHNs EXECUTIVE MATERIAL; WINTER KILLS. (PDETRY) CIRCUS MAXNIWMUS, 3 {HARCH 1978)s 33.

JOHN. GYPSY ROSE CAT: THE RETIREMENT OF LGUIS BERMAN. (POETRY) SPOON ALVER QUARTERLY.
SUMMER L978}s L5« 27a

JOHN: MIRRORS: THE AUTOBIOGRAPHER. [POETRY) POET LORE, 72 (WINTER 19781}, 138. 161.
JOHNa RITUAL DF THE BULL-NECKED tOVERs {PGETRY) GREEN'S MAGAZINE. & (WINTER 1978),:

JUOHN. THE BARTENDER®S WIODwWs [POETRY) STONE COUNTRY: 3 {FALL 1978), 21.
JOHN. THE GLADIATORE. {POETAY} SPOON RIVER QUARTERLY. 3 (WINTER 197814+ 5.
JOHN. THIS MORNINGs (POETRY) GREEN'S HAGAZINE. 6 (SPRING 1978}, 28.

DINTENFASS:s MARK. MONTGOMERY STREET. {NOVEL) NEX YORK: HARPER AND ROW. 1978.

DITSKYs
DEIVINE,
AND

JOHN. SCAR TiSSUE. (PDEYRY) CORNWALL s ONTARIO: VESYA PUBLICATIONS., 1978+
JAY. LIVING OVER ST« LOUIS: AERIAL PHOTOGRAPHS OF THE MASSACRES FURTHER WORD ON JESUS
THE NAILS: CQAL MINER*S GRACE; CHRONICLE. {(POETRY} MISSISSIPPL VALLEY REVIEN: 8

(FALL-WINTER 1978-T%). 26-2&.

DOLEGA«
DOLEGA.
DOLEGAs

CHRISTIMNE LAHEY. LOOKING BEHING. (POETRY) GRUB STREET WRITERs [SPRING 1978}, 1S.
CHRISTINE LAHKEY. LYENFANT DE LY'ORAGE. {POETRY) POESSIE-—UaSshes 2 {FALL E978). 23.
CHRISTINE LAHEY. YOU GD TD YANCOUWER: I*M GONNA ALIENATE IN DETROLT CIVY. {(PUETRY}

SMUDGEy {AUTUMN 1978}« 17
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DOLEGA: CHRISTINE LAHEY. MRS. JAMESON, PART THREE. (SHORT SVORIES) GARGUYLZ. NG. 9 (1978),
34-35.

DOLGORUKDVs FLORENCE. LNTERSECTION. (PDETRY) CAPE ROCK. (SUNMER 19783+ 1.

DOLGORUKDY . FLORENCE. CHILU 1N TWILIGHT, (POETRY) LYRICs 58 (SPRING 1978), 36.

DONALDSDNs SCOT SEE ANDERSON. SHERWCDD.

OUNALGSONs SCOTT AND MASSA, ANN. AMERICAN LITERATURE;: MINETEENTH AND €aRLY TWENTIETH
CENTURIES. (CRITICISM NEWTHNM AHBOT, ENGLANDGS DAVID AND CHARLES, 197H.

DONALDSDN, SCOTT SEE CLEMENS, SAMUEL L.

DONALDSOM. SCOTT SEE CATHER. wildiAs

DUNALDSON. SCOTT SEE DREISER. THEODORE.

DONALDSON. SCOTT SEE FITZGERALD. Fa SCOTT.

DONALDSONs SCOYT SEE GARLAND . HAMLEN.

DONALDSON. SCOTT SEE LEWIS+ SINCLAIR.

DONALDSON. SCOTT SEE HOWE. EDGAR WATSON.

{DONNELLYs IGNATIUS. ), EGMATIUS DONMELLY IN RETROSPECT. By ANDERSONs DAVID D. [(BIDGRAPHY ),
(CRITICISM) S5H. MIDWESTERN MISCELLANY, 6 {19741, 30-34.

(DONNELLY. [GNATIUS.}e IGHNATIUS DONNELLY AND THE APDCALYPTLC STYLE« HY ABRAHAMS, EDQWARD H.
{CRITEICISM) MINKESOTA HISTORY. 46 (FALL 1578)s $02-111.

DRAKE. ALBERT. A NUVEL IN SEVEN CHAPTERS. (SHORT STORIES) WIND LITERARY JOURNAL, 8 (MARCH
1$78)s 61-T0.

DRAKEs ALBERT. DIRECTORY OF ABSIT OMEN. [SHORT STORILES) MINORIFT. MU. 1 (FALL 19781, L9-20.

DRAKE., ALBERT. EXPLORING; JOCKEY-SODXING. [SHORT STGRIES) ROCKBOTTGM. NOSe 7-8 (OECEMBER 1978),

67744

DRAKE: ALBERT. FOXGLOVE: THE +HUM3IOLDT UNDERCUT; MOONLIGHTING. [PDETRY! COLORADO STATE REVIEW
(NEW SERIES). 5 (SPRING 1978), 32-3a,

DRAKE: ALBERT. IN THE TIME OF SURVEYS. (SHIRT STORIES) ADELPHTI. MARYLANDI WHMITE EWE PRESS.
1978,

DRAKE. ALBERT. RIVERS 1 HAVE KNGWN. {PDETRY) CDE REVIEW, % (SPRING 197&). 38.

DRAKE. ALBERF. 1934 TERRAPLANE; RESPONSE TD AN INVITATION TO A CLASS REUNLON. {PDETRY) NEW
HMEXICD HUMANITIES REVIEW, 1 (MAY L97B}. 62-63.

ORAKEs BARBARA« AMELIA; BUS FARE; LISTEN DDLTOR. [PDETRY) A CHANGE IN WEATHER: MIDWEST WOMEN
POETS, EDw BY LAUBER. P EAU CLAIRE. WISCONSINIRHIANNUN PRE55, 1978.

DRAKEs BARBARA. GARDAGE. (POETRY) THREE RIVERS POETYRY JOURMAL. NGSe L1-02 {SPRING 1978).

DRAKEs BARBARA, LOVE AT THE EGYPTIAN THEATRE. {PDETRY) EAST LANSINGs MICHIGAN! RED CEDAR
PRESS, 1978.

OQRAKE. DARSARA. THE AFFAIR. (POETRY} GREEN HOUSE. (WINTER 197B).

{CRELSER: THEODURE.)» THE SOURCE OF OREISER*S “NIGGER JEFF." BY NOSTWICH, TED D. (CRITICISM?
RESOURCES FOR AMERICAN LITERARY STUDY. B (FALL 1978}, 17487,

(DREISER+ THEODORE.)s MARK TWAIN AND THECQDORE DREISER; TWQ BOYS LOST IN A CAVE. BY RIGGIO.
THONAS P. (CRETICISH) HARK TWALN JOUANAL: 19 {SUMMER 1978), 20-25.

(DREISER. THEODORE.). AMERICAN GOTHIC; POE AND AN AMERICAN TRAGEDY. 8Y RIGGIOs THOMAS P.
{CRITICISM} AMERICAN LITERATURE. 49 [JANUARY 1978}, 515-32. -

(DREISER, THEODORE o} DRELISER AND AMERLICAN MAGAZINES OF THE 1820°5. BY HAKUTANI. YOSHINOBU.
(CRITICISMY . (BIBLIOGRAPHY} LIBRARY CHRONICLE. 43 (SPRING 1978). 55-80.

{DRELSER, THEODORE.}. A POSSLBLE SOURCE FOR SISTER CARRIE: HORATIG ALGER'S HELEN FORD. &y
SCHARNHORST . GAAY. (CRITICLSM) THE DREISER NEWSLEYTER, 9 (SPRING L978). L-4.

{DREISERs THEQUDORE.}. THE TEXT AS MIRROR: “SISTER CARRIE™ AND THE LOST LANGUAGE OF THE HEART.
8Y SEE. FRED G+ {CRITICISM) CRITECISM, 20 {SPRING 197HF. L44—66.

{DRETSER» THEDDORE.). SUPPLEMENTS TC THE STANDARD BIBLIGGRAPHIES OF CRANE: DREISER, FREDERICK,

FULLERs GARLAND: LONDON. ANOD NORRES. BY STRONKS. JAMES. [BIBLIOGRAPHY) AMERICAN
LITERARY REALISM, 1&T3-1910, 11 (SPRING 1978}. 124-33.

({DREISERs THEODDRE«}. THEOGDORE DREISER AND THE NOBEL PRIZE. BY LUNDENs ROLF. [(CRITICISM}
AMERICAN LITERATUREs 50 {MAY L9TB). 2(H-22¢.

{DREISERs THEODORE.). AMER[CAN LITERAYURE: NINETEENTH AND £ARLY TWENTLETH CENTURIES.
DOHALDSON, SCOTT AND MASSA. ANN. {CRITICISH) NEWTON A3BOT, ENGLAND: DAYID AND
CHARLES. L978«

(DREISER, THECDORE«). DRELSER*S LATER SHORT STORIES. BY GRIFFIN. JOSEPH. (CRITICISM).
(HIBLIUGRAPHY) « [SHORT STORIES) THE DREISER NEWSLETTER. @ (SPRING 1978)s 5-104

(DREISER: YHEQDORE.). THE MAKING OF CREISER'S EAALY SHOAT STURIES! THE PHILOSOPHER AND THE
ARFIST. BY HAKUTANS, YOSHINGOU. (CREVICISHI.{SHORT STORIES) STUDIES IN ANERICAN
FICTION: & (SPRING L9T8)y 47-63. -

{DREESER. YTHEGDORE.). DREISER'S SHORT STOHIES AND THE DREAM OF SUCCESS. BY GRIFFEN: JOSERH.
{CRITICISM) A [SHORT STORIES) ETUDES ANGLALSES. 31 (JULY-DECEMBER 197u)s 29a-302.

(OREISER, THEGDORE.). DREISER'S ANT TRAGEDY! THE REVISION OF =THE SHINING SLAVE MAKERSW. BY
GRAHAM, DON 8. C(CRIVICISMI STUDIES IN SHORT FICTIONs 14 {1977). 41-48.

{OREISER+ THEODORE.}. PSYCHOLOGICAL VERACITY 1IN MTHE LOST PHOEBE": OREISER'S REVISIONS. BY
GRAHAM, DON 8. (CRITICISM),{SHORT STORIES) STUDIES IN AMERICAN FICTION: & {SPRING .
15782 10O-105.

DRISCOLL, JACK. SLEEPING IN THE SAME POEM. {POETRY) KANSAS CQUARTERLYs 10 (WINTER 19721, 123.

DUBERSTEIN. HELEN: THE VOYAGE OUT. (FDEYRY) HIGHLAND PARK, HICHIGANI FALLEN ANGEL PRESS, 1978.

DUKE+ MAURICE AND BRYER: JACKSON R EDS SEE CHESNUTT, CHARLES WADDELC.X

(DUNNE, FINLEY PETER.)a FINLEY PETER DUNHE AND MR. DOCLEY: THE CRICAGH YEARS, 8Y FANMING.
CHARLES. {BIDGRAPHY).{HUMDR} LEXINGTON: UNIVERSITY PRESS OF KENTUCKY, 1978
{NEWSPAPERS) 4 (CHICAGO) o

DUNNINGs STEPHEN. A LITTLE STROLL. (POETRY} PUETS ONMZ LOVING, {WINTER 1%78), 11.

DUNNING, STEPHEN. CLASS. (POETRY) KARAMU (APRIL 1978)s 23.

DUNNING: STEPHEN. CUTTING IN. {PODETRY) HIRAM POETRY REVIEW [SPRING-SUMMER 1978), 12.

DUNNINGs STEPHEN. DEAR DEAN. (POETRY) LAUREL REVIEW. [SUMNER 1978). 4.

DUNNING» STEPHENs DREAMS OF DUCKS. {PDETRY} KINNSSOTA ENGLISH JOURNAL, (SPRING 19781, 23-24.

DUNNINGs STEPHEN. FAMILY PORTRAITi THE PRINCIPLE. (POETRY) CHARITON REVIEW. (SPRING 1978). 63,

73.

DUNNING, STEPHEN. FGURTHS OF JULYs (RCOETRY} NEW MEXICO HUHANITIES REVIEW: (MAY 1978). 24.

DUNNINGs STEPHENs HANGOVERs SANTO DOMINGO. (POETRY) CEQAR ROCK, {FALL 197B}s 19.

DUNNEING: STEPHEN. HY SON wRITES FROM PRISON. FATHER. (POETRY} BIG MOON., [FALL 1978), 23-27.

OUNMING, STEPHEN. QUILT SUMS OF SPRING. (POETRY) CAPE ROCKs {SUMMER L978}s 6-7.

DuNngg. i;EPHEN. SARAHs LATE FROM CAMP,. (POETRY) MLICHIGAN QUARTERLY REVIEN, 17 (SUMMER 1978},

a— .

DUNNINGs STEPHEN. FHROUGH THE WAX. (POETRY) CONCERNING POETRY. (SPRING 1978), 37-38.

OUNNINGs STEPHEN. WALKING BEAR. {PDETRY) NE¥ LETTERS. 44 (SPRING 1973), 36.

EADES: JOAN. & MATTER OF AGE. (SHORT STORIES) CHOMG—URIs 5 (FALL—WINTER 1978}.

EADES. JOAN. APRIL FGOLS. (POETRY) KANSAS GUARTERLYs LO {wINTER 1978), 36.

EADESy JOAN. MEETING THE MAN. (POETAY) JOURNAL OF NEW JERSEY PDETS, 3 (1978), 21.

EADES: JOAN. MY CDUSIN KATHLEEN. (POETRY} SING HEAVEMLY MUSE. {WINTER 1878}, 10.

EADES, JOAN. REQUIEM FOR AN EX-HUSBAND. (POETRY) WEST END: NIDGWEST PECALE'S CULTURE ANTHOLOGY,

5 (SUMMER L1S78), Z28.
EADES, JOAN, THE FODL'S SALVATION. (PDETAY) PLALINSWOMAN, 1 CJULY-AUGUST 1978}y 8a
EADES. JOAN. THE GARDENER. {PDETRY) PIIRTO PRESS PDETRY POSTCARDS, SERIES . 1978.

Y
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t MADWEST WOMEN POETS. Eoa

EADES. JOAN. TIREG{AS: WINTER CARNIVAL. (POETRY) A CHANGE IN WEATHE
LAUBERs Palie EAU CLALREs WISCONSINI RHIANNON PRESS: L97c.
EODY. DARLENE MATHIS. STARTING AUMANITIES--FALL TERM. (POETRY) RENDEZVDUS, 13 (SPRING L378).
T

EDDY. DARLENE MATHIS. QUILTING FRAMES: WAKLNG TO DARKNe3S, {POETRY) BITTERROOT. 17
CAUTUMN-WINTER 1978-79)s 104 23a

EDDYs DARLENE MATHIS. 1MPRESSIONS; DRIFTING! FINE WOODS. (POETRY) GRESh RIVEK REVIEW, 3§ (FALL
19781, 301-1583.

EOWARDS. JOHN CARVER SEE GARLAND.

(EGGLESTON, EOWARD.J. EDWARD EGGLESTON AND THE EVANGELICAL CONSCIOUSNESS. 8Y KOLBENSCHLAG.
MADDNMA C. [CRITLCISM) MIDAMERICA S (1978). 19-29s

(EGGLESTON. EDwARDs)s THE INDIANS OF EDWARD EGGLESTON'S TiE ADUSIER SCHOCL-MASTER. AY COCHRAN.
BUD Ta {CRITICISM} ULO NORTHWEST .4 (DECEMSER 1978). 395-90, (IND1ANAL.

TEIFERT+ VIRGINIA Sale THE AGHLEVEMENT OF VIRGINIA 5. ELFERF. BY HALLWAS. JCHN E.
JOURNAL CF THE JLLINDIS STATE AlSYDRICAL SDCIETY. 71 {MAY 19783, U2-lGo.
EISENSTADT, LRAe THE PANHANDLE. (SACRT STORIESE LAKESTREET REVIFW 1 (wiINTER 15781, 2-7.

ELDER. KARL. GYNOPHOAI&, (POETRY) LOWtANDS REVIEW.« NOo 7 (FALL 1975), 244

ELDER+ KARL .+ MRe DREAM®S NIGHT. (POETRY} WHITE MULEs 4 (15781

ELDER, KARL. SENTIMENT. {POE¥RY}) DACOTAH TEKRITORY: NO. 15 (WINTER-SPRING 1%77-781).

ELDER, KARL. THE ACCIDENT. [PUETRY) OZARK REVIEW, | (WINTER 1973). 20,

ELDER. KARL- THE VENTRILOGULST SPEAKS TO HIS ARM: THE NOTeSOOK. (POETRY) HULLOW $PRING REVIEW
OF PUETRY, 2 (1978}.

ELLIOTT. HARLEY. MAMONA HURSE. (POETRY) COTTONWODD REVIEW. NO. 20 (FALL 1S78).

ELLIOTT. HARLEY. WAITINS FOR DAYLIGHT: A LADY IN THE FIELG OF SCIENCE! MARCH LANGSCAPES THE
FALL OF MT. HUASCARAN. [POETRY) TELLWS.: | {DECEM3ER 13781.

{ELLISONy RALPHa 3« ELLISUN'S I[NVISISLE MAN. BY GRIFFIN. WILFORD. {CRITiLISM} EXPLICATOR. 3&
[WINTER 1978}, 2&6~29.

(ELLISDNs RALPHe)s TAE AMAIGUITIES OF DREAMING IM ELLISON'S INVISIBLE MAN. BY AQRAMS, ROSERT
Es (CRITICISM) AMERICAN LETERATURE, 49 C(JANUARY 19781, 592-603.

ELLSWORTH, PETER SEE STAFFORDs WILLIAM,.

ELWERT. CHARLES. FAR FROM GLITTER CiT¥. (PUETRY) LAS VEGAN, {FEBRUARY 19783, 4S5.

ELWERT, CHARLES. MGIREZ AN ALL DAY PCEM. (PDETRY} BTH ASSEMALING ANTHOLOGY. NEW YDRKI
ASSEMBL ING PRESS. 1978: 75-76.

EMAN5S, ELAINE V. THE SHREGDERS. [POETRY) KANSAS GQUARTERLY. 10 {SPRING 1978}, 3B.

ENGEL: BEANARD F SEE GARLANDa2 HaHLIN.

ENGEL. BERNARD £- POETRY OF THE EARLY MIDWEST. (POETRY).(BIBLIUGRAPHY) SSM_ MIOWESTERN
MISCELLANY . & {1978)4 21-29.

[ENGLEs PAUL.}s MAN AMERICAN SONGH &WAITS. (CRITICESM] GAZETTE WEEKLY (CEDAR HAPIDS: fA)«

MAY LS78s %a
(ENGLEs FAULa}e ENGLE——"HONORARY LAUREATE". (BIOGRAPHY } » {CRITICISN} IOwWA CITY PRESS-CITIZEN:

a8 MAY 1974, 3A.

(ENSLE» PaUiLa)s GROWING UP [N IOWwA; REMINISCENCES OF 14 TUw4 AUTHDRS. BY ANDREWS: CLARENCE A.
(SIOGRAPHY . LAUTOBIOGRAPHY ) AMES| 10WA STATE UNIVERSITY PRESSs L9708

ENGLERy ROBERT L. ALMA MATER. {POETRY] [LLINOIS QUARTERLY., 40 (SUMMER 1678).+ 1S5.

ESBENSEMs BARBAKA JUSTER. THE OFaAL MINERS. (POETRY) GREAT RIVER REVIEW), 1 (WINTER 1978},

1B3-84.e
E5BENSENs BARBARA JUSTER. ALY THREE:

{SPAING 1978} 36.

ESBENSEN. SARBARA JUSTER. TOYAL ECLIPSE. (POETRY} ALEMBIC: 1 (1978}, 12-13s

ESBENSEN, @ARBARA JUSTER. TWD A«M«-—-THIRTY BELOW ZERO. (PCETRY) POETRY NOW. NOa 19 (1978} 234
(DULUTHY .

ESBENSEN, HARBARA JUSTER. RENAISSANCE FAIRQ DUGCKPOND: DCTOBER. [POETAY} IGENTITY, 12
[DECEMBER 1978): 1Z.

{ETTEN, WINIFRED MAYNE VANel}a GROWING UP IN IOWA: REMIN[SCENCES OF 14 [Owa AUTHORS. BY
ANQREWS s CLARENCE A, (BIOGRAPHY ) + [ AUTOHTOGRAPHY ) « {NOVELS) AMES, [DWA STATE
UNIVERSLTY PRESSy 1978,

ETTERs DAVE. ALLIANCE, ILLINDIS. {POETRY] ANN ARBCRI KYLIX PRESS, 19784 C(ILLINDIS) »LALL JANCE,
ILLLNOIS) «

ETTERs DAVE. CENTRAL STANDARD TIMEZ NEW AND SELECTED PDEWMS. [POETRY] KAKNSAS CITY.
PRESS, 1978

ETTERs DAVE. DDING NOTHING AT TWQ IN THE MORNING. (POETRY] MINNESOTA REVIEW, L1 {FaiL 1978).

ETTER, DAVE. HOME FROM THE RIVER. (PDETRY} OAKWOAD: NGa 4 {JANUARY 197814

ETTERs DAVE. ON THE SCHDOL BuS: EMPTY BEER CAN; & DAMNED PRETLY RAIN: ARDIS NEWKIRK AT THE
CHARITY BALL. (POETRY) MIDWEST QUARTERLY. & (SUMNER 19784

ETTEARs OAYE. OPEN TO THE WINO. (POETRY} MENOMONIE. WISCONSING UZZANO PRESS. L97A.

ETTER+ DAVE. POEM ON MY FATHER®S EIGHTIETH GIRTHRAY MURDER: WATERMELUNS: TwO CHILDREN IN A
SNOWSTORM. (PGETRY) NORTHEAST. 5ER. 3. NG. 5 {5PRING—SUNMER 19781 .

ETFER. DAVEa THE [NLANG PGET DREAMS OF FOREIGN TRAVELI LATE NIGHT THOUGATSa {PDETRY) ANN
ARABUR REVIEW, NO. 23 (197B). .
ETTER. DAVE. WORMS) NGSTALGIAF RIDING THE ROCK ISLANG THROUGH KANSAS; THE JESUS BARN; DROTHER

AND SISTER. (POETRY) POETRY NOW. 3 (1978}, .

ETTERs DAVE. WRITING PDETRY IN THE COUNTRY: THE TIME OF DAY: NEIGHADRHOOD! THE HORSE; WEEKEND
FAAMER: AFTER THE BIG WIND: MISCHIEF] THIS [5 SUSAN SPEAKING. LPOETRY) UZZAND, NOS.

§=10 [SPRING—SUMMER 1978).
EVAMSs DAYID ALLAN. HIuH YOLTAGE. (SHORT SFORIES) FREE PASSAJGE: A MAGAZIINE OF THE ARTS. 1978.
EVANS. DAVLID ALLAN. PASSAGE. (SHORT STORIES) SOUTH DAKDTA REVIEW. FALL 1978 .
EVANSs DAVLD ALLAN. A BOY'S IDEA. {PCETRY) DAKODTA ARTS OUARTERLYs FALL 1978.

FAAS. EGBERT SEE BLY. ROBERT.

FALKEs WAYNE. {N A GARDEN OF HEOGE APPLES. (POETRY] [LLINDIS QUARTERLY: 40 (SUMMER 1978). 62.

FANNING, CHARLES SEE DUNNE, FINLEY PETERa

FAALEY. KARIN CLAFFGR(. CANAL BOY (JAMES A. GARFIELD). {BIOGRAPHY} ELGIN. ILLINDIST DAVIC €.
COOK PUB CO.» 1978.

FARRELL, JAMES T« THE DEATH OF HORA RYANs (NOVEL] GARDEN CITY.: NaY.!: DOUBLEDAY:
(ILLINGES) o (CHICAGO) &

{FARRELL, JAMES Ta)es JAMES Ta. FARRELLY THE REVOLUT IONARY SOCIALIST YEARS. BY WALD: ALAN M.
(BIDGRAPHY) NEW YORKI NEW YORK UNIVERSITY PRESS. 1978.

FATOUT. PAUL ED SEE CLEHENS. SAMUEL L.

(FERBER, EDMA.1. FERBERI A BIOGRAPHY. BY GILBERT. JULIE GOLDSMiTHS
Yoi DOUBLEDAY, 19784

FERLAZZ0: PAUL J SEE WESCUTT. GLENWAY.

FERTIG. MARTIN 5EE ANDERSON. SHERWQOD.

CFLELDy EUGENE~)+ BAL ADDENDA: EUGENE FIELD. OY MOONEY. HARRY Js» JRs (BIBLIOGRAPHY) PAPERS OF
THE BIBLIOGRAPHICAL SOCIETY DF AMERICA: T2 (APRIL—JUNE 197d) 237-43.

{FIELD, EUGENE.)s THE SUB ROSA WRITINGS OF EUGENE FIELD. BY MDONEY. HARRY J. JR.
{BIBLIDGRAPAY ¥+ {CRITICISM} PAPERS OF THE BI1BLIDGRAPHICAL SUCLETY OF AMERICA, T2
[OCTOBER-DECEMBER 1978).« S41-52.

FINLEYs MICHMAEL . HOW § GOT MY GOUD LUCK PIECES THE CAMPALGN. (POETRY) MIDWEST QUARTERALY. 19
{SUNMER 19781+ 3T7-Tbo.

(ATASRAPHY }

az.

SCENES ONE AMD TwD., (POcTRY) SIiNG HEAVENLY MUSEs 1

MO BKMK

1978,

{BIUGRAPHY)Y GARDEN CITY, Ma
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FINLEY, MIKE. HOME TREES. (POETRY
Ay J ST. PETERs MINKESDTA: MINNESOTA wRITERS®
F[NLE;. MIKEs THE MOVIW UNOER THE BLINDFOLD. (POETRY} MINNZAPOLIS, HLNN.:
FINNE‘ANo RUTH. OGRAL POETRV: ITS NATURE, SIGNIFICANCZ AND S0CIAL conr*x;-
CAMBRIDGE UNIVERSITY PRESS, 1977, (FRONTIER BALLADS) =
FI1SCHERs JOHN IRWIN SEE CLEMENS, SAMUEL L. ’
FISHER: HARRY NuDa VALLOEMOSA. (POETRY
SR, ARy N } ST+ LOUIS POETRY CENTER ANTHOLOGY. ST. LOUIS: SHEBA
FETZGERALD. Fu SCDTT. THE NOTEBOOKS OF F
: « SCOTT FITZGERALD, ED. b
tFIT;g:gTIDST:thgé;talounnPHvr NE® YORK: HARCOURT. BRACE. JDVAND5?$23L1;9::TTHE. e noveLEL.
+ Fa Tats THE GREAT GATS8Y: THE PREDICAMEN ) n
H T OF T
grxrzéES:IQCI:M, INDTAN JOURNAL OF AMERICAN STUOLES. 8 {JANUARY fgg:?E Yiitﬂ".
Zeerao, P gsn;:ié; c:ﬁghsa ‘?ZRg:T:IV“L LISHTS: THE CATHOLIC SENSIBILITY OF F. SCGTT
. . . TSM} NEW YORKD NEw D 1
i > KK UNIVERSITY
(FITZGERALDs F, SCOTT.). GEWERAL CHECKLIST; FITIGERALD GHECKL[ST. By JDH;SI o camoen
{BIALIOGRAPHY} FITZGERALDO-HEMINGWAY ANNUAL. 1978, 435-47 oN caRRL
(FITZGERALD, Fo S5COTT.3, “HERSTURY™ AND DAISY BUCHANAN., BY AZRSONs LELAND &
AMERICAN LIYERATURE: 50 (MAY 19787, 250-57. ' e e
{FITZGERALG: F. SCOTT.), DICK DIVER'S Pi
. LUNGE INTO :
THE NIGHT. BY ROULSTON. ROBERT. Ut ATeanr1e ou
1978}, 85-97.
(FITZGERALD, F. 3COTT.}, FITZGERALD: *
el 2 *WHAT TO MAKE
TL&E;:EITICISMl ARIZONA QUARTERLY. 34 {1978), lsgfﬁt.uzulNISHED THINGH- BY TANMER. STERHAN
(FI faaee-igugassc:rr'). EARTHLY DELIGHTS, UNEARTHLY ADONNMENTS: AMERICAN WRITERS AS
P = ECU;TM?RRIS. BRIGHY. (CRITICLSM} MEW YORK: HARPER AND ROW, 1978
B g teOTT -2 ;:EQ:CA:NEIFTEQTURE: NINETEENTH AND EARLY TWENTIETH CE;YURIES ar
DoMALDSIN, SCo . . ITICISM} NEWTON ABADT. ENGLAND: OAVID AND
‘Flrfgs?:tg‘sF' SCOTT+ie THE GREAT GATSAY AND "WHE GOLDEN WINDDWS“. BY KEEN
chtZGEHALDI :J :gg:i ?N sznauu AMERICAN LITERATURE. 3 C(WINTSR 1976), [TEM 5
« Fa =)« BEN HECHY UN THE VEGETABLE: 4 L a
(Flf:i:éizﬂlcﬁlrIClSMJ FIVZGERALD—HENINGWAY ANNUAL . 191305;rfg;cnca FEVIEWs DY WRITE. Rav
+ Fe SCATT.). Fu SCOTT FITZGERALD. BY G 2 R
N ALL
- T;g;:unspnv) NEW YORK: FREDERICK UNGAR, 1978. Ov RO ADRIENNE.
H ALD: Fa SCOTT.de Fo SCOTT FITZ
ebe Fa GERALD® . -
(POEMS) + {CRETILISM) PRENCETON, RINCETON uNIVERSITe Soes
MINNESGTAY .
{FITZGERALD s F.SCOTTs)s ThE GREAT GA
. TSBY AND THE GOLOEN J0UGH.
!Fxrgggzrf;. ;H:HAS L+ {CRITICISM) ARCZDNA OUARFERLY. 34 t19:a)av1:;§3: CHRESTENE o
ZeERALD, a; gs:;;;ilhcgzztagg fRNf:;;TIHE AUTHGRETY OF FalLURE AND ;HE AUTHORITY OF
. . CISM} MEW YOURK: RAN.
z::;s::::g:. KEVIN, FOR KAREM. (PDETRY) KUDZU, NO.« & (JANUARV—ﬁg;ﬁzgst;Q;:;B. -
FiTzRaTRICK, :EVLN. LAID-OFF. {PDETRY) ATTENTION PLEASE. 3 (JUNE 19781, 23 ‘
FLTZRATR JQHN rlu; gg:c?i:?gﬁ- (POETRYJ X. A JOURNAL OF THE ARTS. NC. 3 {;lNYER 19783
. . BEFDRE MY Tike, ;. N
AGAN. domn 1. IME. (CRITICISM) MINNESOTA HISTORY. 46 {SPRING
FLEMING, ROBERT E SEE MOTLEY, WILLARD
FLEMINGs ROHERT E SEE MOTLEY, WILLARD.
FLORA: JOSEPH M SEE HEMINGWAY, ERNEST.
FLOTT. PHI . BUTTGNING UP THE BELLY
+ PO
T " suTTaNING B THE ETRY) KANSAS GUARTERLYs 10 (SPRING 1978},
1978,
FORRs THOMAS W SEE CLEMENS. SAMUEL L.
FOX. ROJERT. MOTEL POEM. (POETRY) CINCINNATI POETRY REVIEW (FALL 1978}
:gx. ROSERY. POEM. {POETRY) VEGETABLE BOX» ND. 2 (FALL 1978). :
FR:;E:naiﬁzaTsunaAv AFTERNOON. (POETAY] [MAGES. 5 (FALL 1978},
(L;NGUISI:;SC.'CULTUR‘L GEOGRAPHY [N 1LLINOIS! REGIUNAL SPEECH ANG PLACE NAM
cFREaNaY JDNN)TbREAT LAKES REVIEW. 4 {WINTER 1978), 19-30, (ILLINGIS} AE sauRces.
. s)e JDAN T FREDEAICK. BY .
I REIGELMAN. MILTON M. (BLDGRAPHY) PALINPSEST., S9
FRIE z ; ;
FRI":ﬂ?RiLIZER;HA; :EE:ETZQ ;;NALLY- {PUETRY} CHOICE+ L0 (JUNE 1978)., 68-69
. b INNOCENCE. t A
i CENCE. (POETRY) BLLOOMINGTON. INDIANA: RAENTREE PRESS,
FRIMAN H
FﬂénA:::ivnéﬁ‘ﬁﬁ;lgu:gzugﬁlnzisznarzn BATTLECREEK{ THE MECHANIC WITH BEAUTIFUL HAIRG
i TUNDRA; '
o oy g, SRl e GUEEN OF Rus COMING TO TERMS WITH A PIECE. [POETRY}
FRIMAN
FRIM‘N: :t:gg 2. ggzﬁn:E:: Lsgznu- {POETRY} SOUTHNEST REVIEW, 63 {SUMMER 15783, 265
. H A ANG THE SWAN n . :
l TNy LoNE T HAT LEDA AND THE + OR "YES. BUT DID SHE ENJOY IT . (POETRY}
FULLER: HENRY BLAKE.}, HENRY
atba BLAKE FULLERI A SUPPLEMENTAL LIST
INGs BY 4
(FuL:g;?L;:g::p:::KEMER[5;: ;;::ﬁ::v REALISH, 1870-1910. 11 (AUTUMN 197:;E=;975222LE5 -
el LN DECLINE: REALISM | e
Rl LEns B A rIE ROMAN N HENRY BLAKE FULLER'S THE CLIFF
He 4C
KoLLen RITICISM) NORTH DAKOTA QUARTERLY. 46 (SPRING 19731,
Fu
LLETB-;;fprs:EN[ggérQL‘2§ENCAHE“R NY WOMAN 50NGs O MAN. {PUETAY} A CHANGE IN WEATHER:
ML . = LAUBER, P.C. EAU CLAIRE, WISCONSIN! RHIANNON PRESS, 1978s
GAG
(GAE;.Dgg:IH: A::; AN QBSERVATION. {POSTRY} NORTA DAKQTA QUARTERLY. 46 (SUMMER 1978)
Eopimas L Rs:ugatsguzi?sécsunAN?AL:STE DE MAIN STREET. BY COUTURIER MAURICE e
DYETUDES AMERICAINES, ’
g:tLIGAN. EDWARD L SEE CLEMENS. SAMUEL L. [HES: 3 (APRIL 197m), 03-9e.
L0« LOUES, THOUGHTS DN RECENT AME:
RICAN
Siasours, o POETRY. {FOETAY) CARLETDN MISCELLANY. 17 {WINTER
g:;;n. ROSE ADRIENNE SEE FITZGERALD: F. SCOTT.
(GAR;:E; Gﬁg:ﬁnfr. MOAH. (POEVRY) GREENFIELD REVIEN. 6 (SPRING L9T8). 1L4
Hhﬂvév. MA;s;n:tE:E ??:tusopuv AND FICTIDN MEET: AN INTERVIEW WITH Join GARDNER. 8
. ERVY[EWS) CHICAGO R -
(GARL Ve EVIEN: 29 {SPRING 1978), 73-87.
Lano é‘R:;:LIN GARLAND AND THE DILEMMAS GF WAR. A QUESTIGN OF PRD;RI?I:; BY
AR AN, T - ICRITECIS'“ [LLINGIS QUARTERLY. 41 (FALL 1978). {8-2& - EowARDS
DONALDSBN.[géé;fn:zglﬁ:gs:t'f::TURe; NINETEENTH AND EARLY TWENTIETH CENTURIES. BY
5 CopDSEN, Sa . « {CRITICISHN) NEWTON ABHOT. ENGLAND: DAVLID AND
ARLAND. HAMLIN.). CORRECT [DN;
a1e S TO HAMLIN GAR
AND WELCHs ROBERT B bio roamarN LAND AND THE CRITICS. AY $ILET. CHARLES L.
(Cam 72 (JANUARY~MARCH L978), 106-10%,
LAND. H .
AMLIN.}+ DESERTIDN AND RESCUE ON THE DAKOTA PLAINS HAMLIN GARLAND [N THE LAND OF

HE STRADDLE-BUG. OY¥ GISH. R T Fa RIT M) SOUTH DA A REVIEW 6 CAUTUMN
UHER (CRITICISK) SO DAKOT EVIEW, 1 ul

PUBLISHING HOUSE,

VANILLA PRESS. 1978.
LPOETRY } NEW YDRK:

8Y ARORAs V. N,

{CRITICISM)

THE SETTING OF TENCER 1
(CRITICISM} SQUTH ATLANTIC GUARTERLY., 67 (WINTER s

WILLIAM P.

[CRITICLSM),

; BY MARGOLIES,; ALAN ED.
Nade: PRINCETON UNIVERSITY PRESS, 1978. (5T, F”AULv

AND

L LD4— 105,
THZ TIMES DF MY LIFE. (AUTOBIOGRAPHY) NEW YORK: MARPER AND ROM,

Pe
1 PAPERS OF THE BIBLIOGRAPHICAL SOCIETY OF AMERICA,



206 MIDAMERICA VII

{GARLAND: HAMNLIN.). FRON [NNOCERCE TO EXPERIENCE I[N MY ANTONI]A AND ouY LIFE ON THE PRAIRIE.
BY POPPEN: RANDALL L+ {CRITICISH).{BIDGRAPHY] NDATH DAKDTA GUARTERLYs 44 [SPRING
L1978, Tia-8l.
(GARLAND, HAMLINa). GARLANG®S PRAIRIZ MUSE. B8¥ ENGEL + BCRNARD Fe [PUGETYRYY, (CRITICISM) SSML
NEWSLETTER. B [FALL K978): 1-3.
(GARLAND, HAMLIN.}.« GROWING UP [N IOWAS REMINISCENCES OF 14 [UWA AUTHORS. BY ANDREXS,
CLARENCE A. (BLOGRAPHY ) {AUTOBIOGRAPHY) AMES: I0WA S5TATE UNIVERSITY PRESSs i97H.
[GARLAND: HAMLIN«}. HAHLIN GARLANG. BY MCCULLOUGH. JOSEPH Be (3IOSRAPHY) BLSETUNI TWAYNE. L9TB.
(GARLANDs HAMLINJ)« HAMLIN GARLANG AND THE CULT uFf TRU: WOMANHODD» IN LEEs LAWRENCE L. AND
LEWIS, MERRILL Ea EDSe.s WOWEN. wOMEN WRITERSe. AND THE WEST. 3Y CARPs RJGER E.
(NOVELS}{CRITICISM) TROY: NeYa? WHITSTON PUSLISHING COw» 39748s
(GARLANDs HAMLINS)s LITERARY PILGRIMAGES ON THE WIROLE BORDER. BY KAYE: FRANCES W.
{CRITICISH) PRAIRIE SCHODNERs 52 (FaLL 1578}, 28i-89.
CGARLAND: HAMLIMa). SUPPLEMENTS TO TrE STANDARD BIBL LUGRAPHIES OF CRANk. DREISER. FREDERICK.
FULLER, GARLAND. LONDON, AND NORRIS. BY STRONKS. JAMES. (BISLICGRAPHY) AMERICAN
. ITERARY REALISM, 31870-1910. 11 {SPRING 13978+ 124-33.
GARTON, YI1CTORIA. THE FLUTE SPEAKS. (POETRY) PRAIRIE SCHOONER, S2 (wINFER L978), 321,
GASSs WILLIAM H. 5USUs I APPROACH YOU IN MY DREAMS. {FICTI0ND TRIGUARTERLYs NOs 42 (SPRING
19781, 122-42.
GASS, WILLIAM Ha THE CUCKHGLD'S CONFUSION. {POETRY) BOSTON UNIVERSITY JOURNAL. 26 {19781. 35.
(GASS. WILLIAM.1s A4 CONVERSATIDN WITR WILLIAM GASS. @Y LECLAIRs THOMAS, (INTERVIEWS) CHILAGOD
REVIEWs 30 (AUTUMN 973}« S7-1064
GERBERs DAN. HEARTLAND; NIGHTWATCHI LONG LIGHT. (PGETRY] Xa A JODURNAL OF THE ARTS. NO. ¥
[WINTER L97&).
GERBER+ DAN. IDENTITY CRISIS{ AUGUSTF FROM ANOFHER POEM» {PQETRY) CCGNTACT. 2 (FALL 197871, 15.
GERAER. DANs ONCE. (POETRY} POETRY NOW: NO., 19 (1978)s 13«
GERBER, DAN. TATHAGATA. (POETRY) CHARITON REVIEW. 4 LFALL 1978k Bla
GERBER. CAN. THE CHINESE POEMS; LETTERS TO A DISTANT FRIEN . {POETRY] FREMONTs MICHIGAN:
SUMAC PRESS, L978.
GERBERs DAN. THE MAN WwHO DUESN'T CHANGE; LETTERS TO AN OLD FRIENDs (PDETAY} CONTACT. 2
{SUMMER (9781, 1.
GERY. KIN M. THE TERMS OF A DEViL. (5S5HORT STORIES} PRAIRIE SCHUODNER. 52 {SPRING 1978), 47-6&2.
GEYER, WELLIAM SFE HUSEAOE, ARTHUR R«
GILBERT , JULIE GOLDSMITH SEE FERGER. £DNA.
GILDNER, GARY. NAILS; THE HOUSE ON BUDER STREET: THE RUNNER. (PDETRY} THE TREASURY CF
AMEHLCAN POETRYs EDs SJULLIVAN: He GARDEN CIT¥a NaYo: DOUBLEDAYs 197ds
GILONERs GSARYs THE RUNNER. (POETRY) PLTTSBURGH: UNIVERSITY OF PITTSHURGH PRESS: 19T78a
GIRARD: JAMES P, SEPTEMAER SOMG. (SHDRY STORIES) PENTHOUSE. L0 (SEPTEMBER 1978), 118-22.
17T0-T2.
GISH. ROBEAT F SEE GARLAND: HAMLLN.
GLASER, ELYON: A PRGGMATHUS JaW. (POETRY) NZW YORK QUARTERLY, 22 (FALL 19781.
GLASER: ELTUN, BLUES AT THE BARBECUE. (POETRY) CUT BANKs LI CFALL-WINTER 1978}
GLASER: ELTON. COLD POEM; A SEASON OF SUMMERS: BRIEF SONGS. {POETRY) REVIEW LA BOOCHE: 4
tFALL 19721,
GLASERs ELTON: GRESCENT CITY BLUESG: ROUGH TRADE] STATE OF THE ART3: FODTHOTE TO SHAKESPEARE;
WORDS FOR WCW; ON THE RELATIONSHIF OF SEX AND PDETRY. {POETRY) WIND, B (WINTER 1978).
GLASER, ELTON. EASTER; MARTIAL ART. (POETAY} GALL IOPE, 1 [SPRING 1978).
GLASER. ELTON. HALF-THAWED PCEM« {PDETRY) BLACKBERRY 9 (AUTUMN L9781,
GLASERs ELTONe LIKE A PHRASE 1IN MALLARMES ONM THE HILL. ¢(POETRY) BIG MOON, 3 {FALL 1578).
GLASERs ELTONs RELICS. {PUETRY) POETAY NORTHNEST, 1% (SUMMER L978)s
{GLASPELL., SUSAN4}s SUSAN GLASPELL—--PROVINCETOWN PLAYARTGHT. 8Y BACH:. GERHARD. {BIOGRARHY}
GREAT LAKES REVIEW, & (WINTER 1978}, 31-43.
GOLEMAA, HENRY. ROCKETS R1SE ON THE WABASH. (SCLENCE FICTION} GREAT LAKES REVIEW, 5 {SUMMER
1978)s 1-6s (INDIANA)KS
GORENs JUDETH. AT THE EOGE: SNOW WAITE. (POETRY} GREEN RIVER REVIEW. 9 {1$78), 207-Z208.
GUREN, JUDITH. FOUR POEMS FROM “THE DEATH aF PRINCE CHARMING«" {POETRY) A CHANGE TN WEATHER:
MIDWEST WOMEN PDETS. ED. LAUBER, P.C. EAU CLAIRES WISCONSIN: RHA[ANNON PRESS. 1978,
A5-40.
GRAHAM. DON B SEE DRE(SERs THEOODRE. .
GRAHAMK: 0ON B SEE DREL1SERs THEODDRE.
GRAYs PATRICK WORTH. WASHATER[A. (PDETRY) GREAT LAKES REVIEM: S [SUMMER L9781, 3.
GREASLEY¥s PHILIP A SEE ANDERSON. SHERWOOD.
GREASLEYs PHILIP. KIO ANERICAN POETRY I[N MIDWESTERN LITTLE MAGAZIMES. [CRITICISM),{POETRY},
{LITTLE MAGAZINES] MIDAMERICA 5 (197B1. 50-63.
GREENs GALEN. SNAKESONG OF SUBURBIA. {POETRY) KANSAS QUARTERLY, 10 (WINTER L97B}. 3G.
GREEN. PHYLLISs+ A NMEW MOTHER FOR HARTHA. (JUVENILE FICTION) KEW YORKI AUMAN SCIERCE PRESS.
1978
GREENs PHYLLIS« MICKY*S 10PSIDEDs LUMPY. 8UT DELICIOUS ORANGE. (JUVENLLE FICTION} READING,
MASS+: ADDISON-WESLEY, 1G78s
GREENs PHYLLIS. WALKIE-TALKIE. (JUVENILE FICTION) AEADINGs MASSa: ADDLSON-WESLEY: 1973
GREENPERGy ALVIN« IN-DIRECTIONs (POETRY) BOSTONZ GODINEs E3TS.
GREENBERG. ALYINs THE SERIDUS WORLD AND [TS ENVIRDNS. {SHORT STORIES) ANTAEUS. 29 (SPRING
1978+ 15-24,
GREENBERGs ALYINe THE ASCENT DF MAN. (SHORT STORIES} ANTIOCH REVIEW: 36 [WENTER 1978}, 50-56.
GREGERSON. LINOA K« ONE MORE; A THURSDAY [N NOVEMBER. 5100 P.M. (POETRY} LRONWOOD. 11 [SPARING
1978} 92-93.
GRENANDER, Me.E SEE BIERCEs AMBROSE.
GREMNANDER: M.E SEE CLEMENS. SAMUEL L.
GREBBEN. ALAN SEE CLEMENSe SAMUEL L«
GRIFFENs JOSEPH SEE DRE!SER. THEODORE.
GRIFFIN, JOSEPH SEE DRELSER, THEOGORE.
GRIFFINs, PETER M SEE HEMINGWAY. ERNEST.
GRIFFIN: WILFORD SEE ELLISOMNs RALPH.
GRIFFITH: JONATHAN. AN OLD MAIO'S TALE. (SHORT STDRLES} PAALRLIE SCHOOKER, 52 (SPRING 1978):
a3-71.
GROSSMAN, MARTIN, HOW TO FALL TN CLOVE. POETRY) MICHIGAN QUARTERLY REVIEWs 17 (SUMMER 19781,
327,
GROSSMANs MARTIN. M. IN PETERSHURGs LPDETRY} MISSI5SIPPL REVIEW: 7 (WINTER L9781, E6-17.
GROSSMANs MARFIN. PORTRALT. (POETRY) GREEN RIVER REVIEW. 9 (SPRING L9783, 112+
GUENTHER. CHARLES. MY #HISPER. (POETRY) SHEBA REVSEW> 1 (SPRING—SUMMER 1978)s T»
GUENTHERs CHARLES. MAN IN THE WINDOW] THE WATER BliL. {POETRY) WEIG. 14 (MARCH 1978). 23-B&.
GUENTHER, CHARLES. THE VI1SE; HELLOs FRANCE. (POETRY} IMAGE,; 6 {197A), 4Z2—-4d.
GUENTHER+ CHARLES. TO THE MOON. (POETRY) L PENSIERO. 73 (22 MAY L978). B
GUENTHER: CHARLES. THREE POEMS FROM JIMENEZQ THE SHADE OF THE MAGNOLlA; CATS. (DETRY) LAPIS
LAZULLI. 1 (19783: 3ebe -
(GUEST, JUD[TH.}., IN THEIR OmN WORDS: AN INTERV IEW WITH JUDTITH GUEST. BY JANECZKO, PAUL.
{INTERVEIEWS) ENGLISH JOURNAL. 67 (MARCH 1978} 18-1%.
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GUNDERSON: ANgY, A DANCE IN THE PaRK. (P
- - TETRY} MODCCASEN. al {(O(TOBER L978)
GUNDERSDN, ANDY. THDUGHT FUR A MNEW YEAR. (POETRY} SLICK PRESS, NO. 8 (bEF‘Yl‘EM:éR 1578) 1

GUNDERSDN: ANDYs THOUGHTS JN MY MDIHER'S 3 3
Toras. AND CONTLNUING TLLNESS. {(PIETRY) SAMISDAT, 18 (OCTDBER

GUNNs JAMES. GUILT. (SHORT STURIES)

1974y, SB-T9.
g:::. j::::. ;ﬁ:s:;iA:é;;;uN AND THE FUTURE. (ESSAYS) ALGOLs 16 [WINTER (9F8-79), 36-37

. . AND FEARMONGERS. [ESSAYS) DIVERSIF .
GUNNy JAMES. THE EOUCATION DF A SCIENCE F = PLSATS) RANSAL muamrey AT Ie

(orayEs, ThE < FICTION TEACHER. (E35AYS5) KANSAS CUARTERLY. 10 (FALL
23:?5;;Uﬁsnﬁﬁiﬁzéuszaniigoﬁztk. (POETRY)} KANSAS QUARTGRLYs 13 [SUMMER L9783, L&

. . E ARC FROM NDW: SELECTED POETAY DF RICHA - .

"AHNthETRY: AMES: IOWA STATE UNIVERSITY PRESS, 1978 RO ©r QUSTATSEN. 1389-1977.

s HuEs SHAPERSa [POETRY) GREAT LAKES REVig (s

EWe E
HAKUTANL: YOSHINOBU SEE DREISER: THEQONRE. S (SUMAER 19783, ot
?AKU;ANI- YDSHINOSU SEE OREISER: VHEGDORE.
HALOEMAN-JULIUS, EMMANUEL.). THE LITTLE B
“le LUE BOOKS I THE waR ON BIGOTR

MARK, (CRITICISM) KANSAS HISTORY: : CE Y avTunn 1orey. 0T

iy RYZ 4 JOUUHNAL OF THE CENTRAL PLAINS: 1 {AUTUMN 1978),
::tt: g::tzv.nlgg gﬁortéNzié (NOVEL} NEW YORKI ATHENEUM. 1978, {S50UTH DAKLTA)

. OLLET MALL HANNEQUIN. {NOVEL} MINNEA 1
- POL 162

(HINNESOTA) o {MINNEAPOLIS-5T. PAULY.(MYSTEHY AND DETECTION} bi8r CON ARL0 PRESS 197e.
HALLWAS. JOHM & SEE ELFERT: VIRGINIA 5. )
HALLWAS, JOHN E SEE HAY, JOHN.
HALLWAS, JOHN E SEE 4ASTERS, EDGAR LEE.
HALLWAS. JOHN E.1 SEE KLEIN. JERAT.
HALPERLN, [RVING. 4 CHICAGD MENOIR

L » LESSAYS) GREAT La 3

CILLINOIS) o {CHICAGOs 1L INODIS). FARE REVIEN
HAMBLEN, ABIGAIL ANK SEE SUCKOW. RUTH.
HAMPL, PATRICIA. WOMANM BEFORE AN AGU.

ARLUM. (POET BURGH?

CachaTRICIA {POETRY) PITTSAURGH:

HARGITAI, PEYER AND KUBY, LOLETTE. TE
+ TEN POETS OF THE W

POETRY FORUM PROGRAN, 19784 " VESTER REssAve.
HARRLSs MARK SEE BELLOK. SAUL .
HARVEY, MARSHALL L SEE GARDNER, JOHN.
HASKELL: DIANA SEE ANUERSOM. SHERWOD.
HASSLER. DONAL(» CUKING HDME FROM SA .

- N FRAN . 3
Enie pomaLOs CUMING MO ©1SC0. (POETRY) CORNFIELD REVIEW: SPECIAL 1SSug: 71

HASSLER. DONALD. SONNET FOR MY WIFE.
i Es [POETRY) BALL STAYE UNIVERS[TY FORUM, 16 {AUTUMN 1978).
HASS::T,:CEEHSJ:A:al; ?SENS;‘UN‘;:E GCCASION OF A4 FRIEND®S FUNERAL WHEM YU WERE GONE} THE
- TRY) MOUNTAIN SUMMER, & {FALL L9781 )
HASSLER. DONALDs TwO PERFORMANCES: ERA Cin Samvane
g SHUS AT al. (POETRAY) SCHOLIA SATYRICA: 4 {(WINTER 1978},
HATHAMWAY, STEPHEN. A TASTE OF THE Ri
Pl UBBER HOSE. {SHORT STORIES) MIKROCKOSMOS, 24 {SPRING L9781},
HATHAWAY: STEPHEN. THE COLUNIAL. {SHORT 5
. TORIES) QUA
HAVIGHURSY» WALTER. THREE FLAGS AT MACK {NAC, CLEr AN Eatcan Hon:
CAUGUST~SERTEMAER 1978}, S0-59.
HAVIGHURST. WALTEH. LIGHTING OUT FOR THE TERR 3
TaTary aiLTER ERRITOAY. {CRITICISME OLO NORTH4EST, 4 (DECEWRER
CHAY: JOHHM«)e THE VARIEVIES OF HUMOR IN J
OHN HAY*'S PIKE COUNTY -
HAZ‘;:UM?:'-(PUETRYJ »{CRITICISM) MIDAMERICA. 5 {1978}, 7-18. BALLADS. BY HALLUAS:
. MES, A HIVE OF SOULS: SELECTEC POEMS 1966-
CroseING PRESH Lonn. 68— 1976+ (PDETRY) TRUMANSIURG: N.Y.:
::;:RD- JAMES. KITCHEN POEM. (POETRY) CREAM CITY REVIEW: 4 (NOVEMBER 197B)., T
HEAR;?- jAﬂES. WINTER HEREs (PDETRY) ROUND RIVERs 2 (FALL 19781, 4o ’
"EARST: J::E:. ::‘:::EP::‘Ni;p;:?Izg lprLDGIC- {PDETRY) NEW REMALSSANCE, 3 (SUMMER 1978} 6970
. - TETRY )} SOUTH DAKOTA REVIEW, 16 (SUMMER 19 .
E 78 46
HEARST+ JAMES. MODERN DESIGN; IT COULD gE WORSE MAYBE. {FOETRY) SLOW e
b LORIS READER: { {1978},
HEARSY, JAMES. ON GUARG. [(POETRY) TINDERBDXs {NOVEWSER 197814 1B.
:E::;Tn ~AMES. OUR COUNTRY, (POETAY) VIEW MAGAZLINE. AANUARY 1978 l4.
HE‘RSI- j::::: :z::;:TF:ga :NGER- {POETRY) SOUTHWEST HREVIEW. 63 {AUTUNN L9788}y 402
. . RESSURE; LEARMING: AT LEAST ONCE E X
WATER; A HAWK [5 NOT A RASBIT: THEY NEVER e
CSUNMER 19781+ 152, EVER CAMEs [POETRY} COLORADQ QUARTERLY » 27
::::::v j::s:. SAUCE FOR THE GANDER. {POETRY) CEDAR ARTS FORUM. NO« 2 {MAY 1978), 2
HE‘RST. JA“ES. ?:AKE IN THE STRAMWDERRIES. (POETRY) AMES! IDwa STATE UNIVERSITY PRES; 1978
!HEARS; JA“E; : E;:gs:ﬁgsgz ENROLLS . (POETRY) NRTA JOURNAL, JANUARY 1978, 13 ' -
. ) IN [OWA; REMINISCENGCES OF 14 [OWA A o
WUTHDAR.
HEEA:‘; lgiggfll’:;é-;eﬁ;DEKOGRAPHYJ AMES! QWA STATE UNIVERSITY PRESS-S;Qg: ANPREWS: CLARENCE
" - ES5Se (PDETRY) COTTONWODD REVEEW .
» NO. 20 (FALL 1978], 75.
::g;lg.g;uﬁcﬂsl{é"l‘:f Sg::;::YLS::L- (PGETRY) CONFRONTATLON, NO. k6 (SF‘l.i[NG‘-'Si'J"“gﬂ LST8), 132
- A WORDS. [PDETR H 6
ASHINGTONT DRYAD PRESS. 1978 Soge Y ) SHAPING: NEW POEMS [N TRADITIGNAL PROSODIES.

HEFFERNAN, MICHAEL. A4 FIGURE OF PLAIN FORCE POETRY) HWADISON.: WISCONSIN: CHOWDER CHAPBOOKS
- I . i
; t L] I . IN; .

ISAAC ASIMDV*S STIENCE FICTION MAGAZINE, 2 [MAY—JUNE

4 {WINTER L978)s 66-69,

UNIVERSITY OF PITTSHURGH

[PGETAY) MENTOR. DHIO:

7 (AUTUMN 1978). 128-33.
CARTICLEY AMERICAN HERITAGE, 29 =

JOHN Ee

:Efis:N‘z;N;:C‘l:cfbo FEBRUARY 1ST. {POETRY) PCOETRY, 132 [MAY 19T&),
' + EPIGRAM FOR A COUPLE A
TseRING Lotor ar BOUT TO BE DIVORCED.
::t::szw j:::; RUTH. FUGUE. {POETRY} ENCORE, 13 {FALL 19783, &
» RUTH. MAPLES IN HOVEMBER. {POETRY) z
" GREEM*S MAGAZINE. 7 {A
HELLER+ JANET RUTH. FOR ARIEL AT SUCCOT TIME; POYIPHAR*S WIFE SQE:KS (:;:::Y‘g?a,- "
REFORN JUDAISMs 1 (FALL 1978), 44. - } JoumnaL Gr
::::::E:- j:xg; s:::‘ 5:;([3:A- {POETRY) CAMBRIC POETRY PROJECT DNEs 1 [AUTUNN 19787, &8
. . HO. {POETRY) JEWISH QUARTERLY. 26 )
HELLER:« JANET RUTH. STILL LI1FE. (SOETRY} C ' (e onds e
HELLWAS. " JOrN & SEE SamSsunan éARL. GLORAGO-NORTH REVIEW. 16 (FALL L97TBJ. 68.
:zt:::: :zg::- :?:RTTaEESé éPﬂETR\'I EIGHTH ASSEMBLING. NEN YORK:Z ASSEMBLING PRESS
- {GHT MINUS THREE. (POETRY 6
HELMETAG: CHARLES H SEE WILOER. THORNTON. } INTERSTATE 3 C(APAIL L97sl.
[HE“,:::T:;;AE'}';Ef;;é.a:t:?:én:n‘s"[H AND BUGS! A RECONSIOERATEON--HUCKLEBERRY FINN AND
» BY STNGER, GLEN w» = |
‘ CITERATURE. 1 Caturin caray o g.' CCRITICISM) NOTES ON MUDERN AMERICAN
HEMINGWAY, ERNESY.). A MISARINT IN HEMINGW
- AY'S WINNER TAKE NOTHING. 8
(CRITICISM) PAPERS DF THE 8 IBLIOGRAPHIC 2 UL SEn oL LAN.
Al
arar. Seaape L SOCIETY OF AMERIGCA, T2 §JULY-SEPTEMBER

1o3-10a.
(PDEYRY) BLOGDROOY, ND. &

1978,
B3-6T.



208 MIDAMERICA VII

[HEMINGWAY: ERHEST1. SCOTT AND ERNEST. BY SRUCCHLI. MATTHEW J. (B14GRARHTI NEW YORK! RANDUN
HOUSE, 1978.

(HEMINGWAY. ERNEST.2. A CLOSER LOOK AT THE VOUHG MICK ADAWS AND HIs FATHER. BY FLORA. JOSERA
M. {CRITICISM) STUGIES [N SHOAT FICTIGN. 1@ {19771, 78-T8.

(HEWINGHAY+ ERMEST:1. HEMINGWAY?S [SLANDS IN THE STREAMI a COLLECTLSN oF ADDITIONAL REVIEWS.
U¥ WHITE: RAY LEALS. {A4BLTOGRAPHY) LIBRARY CHRONICLE. 43 (SPRING L9TAY, Bt-98.

(HEMINGWAY, ERNEST.). A SUBSTANTIVE ERROR IN THE TEXT OF ERNEST HEMINGWAY 'S VSUMMER PEOPLEN.
BY GRIFFINs PETER M. {CRITICLSM} AMERICAN LITERATURE, 53 (NOVEMBER 19731+ 471-T3a

CHEMINGYWAY s ERNEST.1e FURTHER AODENDA TG HANNEMAN®S HEMINGWAY BIBLIOGRAPHY. 9Y WHITE. WILLIAN,

(R1BL [OGRAPHY) PAPERS OF THE BIALIOGRAPHICAL SOCIETY GF AMLRICA. 72 ¢APRIL~JUNE

19781 249.

(HEMINGWAY+ ERNESTw}a RANEST HEMINGWAY AND HIS WORLODs HY BURGESSs ANTHONY.
{BIOGRAPHY) NEW YORK: SCRIBNER. 1978.

{HEMLNGWAY: ERNEST.3s [N THE BEGINNING: HEMWINGWAY*S "INDLAN CAaMPY . BY JOHNSTON. KENNETH Go
ECRITICISM) STUDLES IN SAOAT FICTIONs 15 {WINTER 19T73). 102-104-

{HEMINGWAY , ERNESY «)a HEMINGWAY CHECKLLST, BY WHITEs WILLIAM. {B1BELIJGRAPHY)
FLTZGERALD-HEMINGWAY ANRNUAL 4 1978, 449-63.

[(HEMINGWAY » ERNES5Tela ADDITIUNS TO HANNEMA| EARLY UNRECORDES HEMINGWAY 1TEMS. BY MONTEIRC.
GEODRGE. (BLBLIOGRAPHY )} PAPERS GF THE @18l (AGRAPHLCAL 3DBCIETY QF AMERIGCA. 72 (APRIL
- JUNE 19TB1, 245-46s

[HEMINGWAYs ERNESTs ) GENERAL CHECKLIST »
FITZGERALD—HEMINGWAY ANNUAL » 1978. 43T7T—-3B.

(BLIOGRAPHY) NEW YOAK: DIAL PRESS: 1978.

(HEMINGWAYy ERNESTa). ERNEST. 8Y BULKLEY. PETERS
(HEMINGWAY . ERNESTY.]. ADDENGA TO HANNEMAN? HEMINGWAY*S LSLANDS IN THE STREAMa BY WHITE,

WILL [AMa (B1BLIDGRARHY} PAPERS OF THE BIBLIOGRAPMICAL SOCLETY OF AMERIGAs 72
1APRIL~JUNE 1978}, 247-89.

(HEMINGWAY. ERNEST.1. GIDE AND HEMINGWAY: AEBELS AGAINST GaD. BY STOLTZFUSs BEN.
PORT WASHINGTON: Ne¥a! KENNEKAT PRESS. 1978.

CHEMINGNAY s ERNEST»}le EAATHLY DELIGHTS: UNEARTHLY ADURNMENTS: AMERIGAN WRITERS 43
LMAGE-MAKERS. OY MORRIS, WAIGHTA (CRITICISMY NEW YORK: HARPER AND ROW, LS78.

(HEMINGWAY+ ERNEST.}. ERNEST HEMINGWAY AND THE POETICS OF LOSS. BY ADAIR. WILLIAM,.
(CRITICISH) s [POETRY) COLLEGE LITERATURE. 5 (19781, 12-23.

HENRY+ NAT SEE CRAMEs HART.

HENSLEYs JOE La A KILLING LN GOLOD.

MENSLEY. JOE Ls AND OEWEESE. GENE.
11978), a42~47s .

HERMESEN. TERRY. CONVERSATION AT CAMPBELL HILL. (ROETRY} ILLINULS QUARTERLY.

H2=6%.

LCAITLCISMI .

A JOHNSTON. CARDL. (BIBLIOGRAPHY)

{CRITLLCISN)

(NOVEL) GARDEN CITYs Na¥al OQUBLEDAY . 1978.
THE MIDNIGHY BICY(LIST. (3HORT STORIES} GALILED: NO. 10

40 [SPRING 1972},

HERZAERG, GAY % $EE CLEMENSs SAMUEL L.
HETH; JERALD SEE SKLAR. MORTY.
HINKEMEYERs MICHAEL T« VHE FIELDS OF EUEN. (NOVEL) NEW YOHK! PUTNAM. 1878.

HOFFMAN, ODANIEL SEE SANDBURG, CARL .

HOLLO, ANSELM. SOUTHWEST MINNESOTA: THE TERRORIST SMILES: UNEMPLOYEDS
{SUMMER 1978). 86, 106s 154, {MINNESOTA, SDUTHWESTI.

HOLMESs MARGARET M. FLIGHT OF THE SNOW GEESE] MOUNTAIN MEODITATION; TUMBLEWEED.
RAPIDSs MICHIGANZ PRIVATELY PRINTED, 1978.

HOGPER+ PATRICIA. READING A POEM+ (POETRY} GREEN RIVER REVIEW: § (WINTER L9783« 2k0.

HOUGHs NsCe HUSDANDS MEVER CRYa (PDETRY] GREAT LAKES REVIEW. 5 (SUMHER 1978), 94-96.

(HOME. EDGAR WATSON). AMERICAN LITERATURE: NINETEENTH AND EARLY TWENTIETH CENFURIES. 8Y
DONALDSON, SCOTT AND MASSAs ANMN. (CRITICISM) NEWTIN ABBOT . ENGLANDI DAYID AND
CHARLES+ 1978«

{HOWNE. EDGAR WATSONs)e Ee Wo HOWE (MESTERN WRITERS SERIES: NO. 26}te BY BUCCOs MARTIN.
(BIOGRAPHY) . {91 2LIAGRAPHY ) BOISE. 1DAHD: BO1SE STATE UNIVERSITY PRESSs 1577,

CHOWELL S+ WILL1AM DEAN.). WILLIAM DEAN HOWELLS AND THE ANTLIURBAN TRADITION! A RECONSIDERATION.

8y CRIDER+ GREGORY L. {BI1OGRAPHY 34 [CRITLCISM) AMERICAN STUDLES: L% (SPRING 19783,

G5-644
(HOWELLS+ WILLIAM DEAMa)+ W.D. HOWELLS® 1898 MIDWEST LECTURE YOUR: WHAT THE LETTEAS TELL. BY
STULL. WILLIAH L. [CRIFIGLSM) AMERICAN LITERARY REALISM. 1BTQ-1910. L1 {AUTUMN 1978).

265-74.
{HONELLS: WILLEAM OEAN.}. TOWARDS THE CITY: HOWELLS® CHARACTERIZATION (N A MOGERN LNSTANGE .
BY TAVERNIER-COURGIN. JACQUELINE. (CRITICISM) MODERN FICTION STUDIES: 24 [SPRING
E9TBY. 111-27.
[HOWELL S, WILLIAM DEAN.)«
GEURGEs (BIBLIDGRAPHY)

{APRIL—JUNE 1978)+ 247,
{HOWELLS: WILLIAH DEAN«}. FRCH HISTORY TO REALISMI HOwELLS COMPDSES THE LEATHERWOOD GOD. AY

PATTISON, EUGENE He (CRITLCISM) OLD NORTHWEST, & [SEPTEHMBER 1976),195-218.

(HOWELLS. WILLIANM OEAN.}. AUTHOALIZED PROFESSLONALISM AND THE LITERARY MARKETALACE. 1885-1900.
BY LICHTENSTEIN. NEEL50W. {CRITICKSM? AMERICAN STUDIES. 19 (SPRLNG 157B). 35-53.

(HOWELLS, WILLLAM DEAN.Je« A KEW LOOK AT HOWELL'S A FEARFUL RESPONSIBILITY. BY STEINs ALLEN Fo -
(CRITICISH] MODERN LANGUAGE QUARTERLY . 39 [JUNE 19781, 121-31.

(HOWELLS+ WILLIAM DEANJ}a HOWELLS® THE RISE OF SILAS LAPHAMa 8Y JENKINS. Re Ba (CRITICISH)

EXPLICATOR: 36 {S5PRING L19T&}s 37-40.
HOWLAND» BETTE. BLUE [N CHICAGO. (S5HORT STORIES) NEW YORXK: HARPER AND ROW, 19784 (CHICAGO.

ILLINOLIS) .
HUETER+ DIANE. KANSAS! FUST BEFORE SLEEP. (POETRY) LAWRENCEs KANSASE COTTONWAOD REVIEW. 19784

{POETRY} #AR RAPRORT. 1

{POETRY) GRAND

ADDENDUM TO GIBSON AND ARMS AND BRENNII ¥, s+ HOWELLS. 8Y HONTEIRO.
PAPERS OF THE BI1BLIDGRAPHICAL SOCIEYY OF AMERICA. T2

LKANSASY. -
(HUGHES. LANGSTONa). LANGSTON HJUGHES'S USE OF THE BLUES. BY MARTINe DELLITA Ls {CRITICISM)
CLA JOURMAL. 22 (DECEMBER L978)s 1S51-59.
{HUGHESy LANGSTDN.). LANGSTON HUGHES AND GWENDOLYN BROOKS: A REFERENCE GUIDE. BY HILLERs Ra
BAXTER » {BIBELIQGRAPHY ) » { BIDGRAPHY} LONODN: PREORs 1973.
RICHARD K.

LANGSTOMe) » LANGSTON HUGHES: THE POET AND HIS CRITECS. Gy BARKSDALE.
{BI10GRAPHY }+ {POETRY) CHICAGO: AMERICAN LIBRARY ASSODCLATION: 1977.

HUSEBDE s ARTHUR Re AND GEYER. WILLIAM. WHERE THE WEST BEGINS: ES5AYS ON MIDDLE BORDER AND
SIOUXLAND WRITING IN HONDR QF HERBERT KRAUSE. (ESSAYSF.{CRITLCISM) SIOUX FALLS.

SeD»: CENTER FOR KESTEAN STUDIESs 1978,

INGE, M. THUOMAS SEE CHESNUTT, CHARLES WwADDEL L«

(INGE, WILLIAM.1. WILLIAM [NGE. BY MITCHELL . MARILYN. (BIOGRAPHY }, LERITICISM) AMERICAN IMAGOs
35 {FALL 1978)s 287-310, (KANSAS}.

INGRAM: ALYCEa- A FAMILY GATHERING. ¢(SHORT STORIES) CREAM CITY REVIEW, 4 [FALL 197}, I5-18.

ENGRAM. ALYCE. DOBROVSKY. [SHORT STORIES) SUN AND MDONs NOs 5 (FALL 1978} s B+14a

INGRAMs ALYCE. FADGS AND TOADS. ¢(SHORT STOR[ES) SPECTRUM. 20 [SPRING~SUNMER 19781 Bl-25.

INGRAM; ALYCEa DRIDLE. (SHORT STORIES] KYREOKDSs 1 {15 JANUARY 1978Fs 1-2.

INGRAM: ALYCE. THE FUNNY SID'RV- {SHORTY STORIES) WEST BRANCH. NO. 2 {SPRING 1978}, 25-32.

INGRAMs ALYGCEs THE PERVERT. [SHORT STGRIES) THE VAGABOND ANTHOLOGY. ED» BENNETT. Ja
ELLENSBURG, WASHINGTONI YAGABOND PRESS. 1978y 158-T2.

JACOB, JOHN. SOME DIVIDUALS. (POETRY) MISSISSIPPL REVIEwW. ¥ (WINTER 1978)s L9-2C-

(HUGHES »
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14COB» JOHN. THE DISTANCESS 3
. i KNEE Ta.
i e (POETRY} SANYAN PAESS ANTHOLDGY. CHICAGDS BANYAN PRESS
JACOB., JOHN. THE MAFIOSA. THE E .
. KINKS, YHE WAY. 3
TR L e phE tosa, THE KN + (SHORT STORIES) ONLY PRBSE. [QCTOBER 19781, S-6.
jg::;gs- Re. 8 SEE HOWEIL Sy WILLIAM DEAN.
N, CURT. FORBIODEN WRITINGS OF
R LEE WALLEK: THE W .
Jnhnggtcncu. DECEMBER MAGAZINE, L3, NOS. 3-4a,. :1977:.u2:3 ® TOREADST LUTERIT. t5ATIRE)
JUHNSU:: ::g::gt Lo RRCHIE. {ADETRY) GREEN'S MAGAZINEs 6 {WINTER 19781, 24
JoHNSON s MICHAEL t: :;égT,VHAIKU.FUR LATE SEPTEMBER, (POSTRY! ADBEY. MO« 27 (JULY 1578
o aIhaEL L. BEET:;V;:?E' BIRDS FEEDING [N SNOW: A RECITAL FEATURING SOME H(NU;‘ e
EoAyieRSTUCKE oy SEETHOVEN! THE EVANGELIST{ TO A NYAPHOMAMIAG! FIBONACCT TIME LINE
JaaTe tpaETRYY cncxraaE ;2:?:AL OF POETRYs NDe. 19 (JUNE-DECEMBER 1978), 3—7 i
« + (POETRY) NITTY-GRIT o
Jene TY. 2 (1978} -
Juunsg:: :;giﬁgt t' ::RSEL- ¢POETRY) CHOUTEAU REVIEW. 3 (WINTER 13:81?051
oo AICHatL L. FL]EE%LE OAME AVEC MERCI. {POETRY) CUTTONWOOD REVIEW. NO. 19 (1978}
1 £ i THE ANGLERFISH. (POETRY) POESIC HUMOR. ED "
i KICL:E- HD+2 MaDa PUBe COus 1978: 10. L7, : + ENSEN. =.8.
JEHNSDN: M[C:l:t t. fECKETTESGUE: {POETRY) VANDERBILT POETRY REVIEW, 3 [1978), 39
+ A SUNDAY AFTERNOON IN JANUARY AT POTTER ape o
g yreon ER LAKE. [POETRY} GPEM HOUSE. 1
JOBNSON. MIC -
Jormson. u[c::it t. i:?;?é:ﬁ CENTER. (POETRY) CUNBERLANDS: L5 [FALL-WINTER 19783, 7, 9
P B D:A:S UF LOOKING AT A DENTAL APPDINTMENT; Pnsr—uFERA;lvé' ;UR
31 EDe WHITEHEAD, Jewa BAY c?ivg‘:lgz ?usﬂg:¥g?ce. (ROCTAY) PUEYRY OF THE WngaTFIZLD -
JOHNSON, MICHAEL L. ROSESUD v cH rerar i
. « (POETRAY} TOUCHSTONE
JOHNSON. MICHAEL L. ON & SNAPS W snanenar e
. SHOT OF MY EX-WIFE$ 5
CPBLTRY > STrLUS. raLe paanaT O MY EX- # A SNAPSHOT UF MY3ELF ON MY FATHERTS YACHT,
JEHNSg;. MICHAEL L. JACK CARPENTER AT THE P
JOHNSON: RICHAEL L. INDfaN
. S+ (POETRY) SAM HOUSTON
JomnsO . LITERARY REVIEW: 3
oSN :fgz:ét :f:g:ssafpagruns. {PGETRY ) MAJGR POETS, NOa. 35 t197;:7u;L 1eTe. 22
. N THE KITCHEN. {POE s r
JOHNGTONS Eamr SEe e i THE KLTCH ({POSTRY} ATTENTION PLEASE, 3 {(OCTOBER 1978). 17.
JOHNSTON, CAROL SEE FITZGERALD, F., SCOTT.
jg:g:?ugéTKENNETH G SEE HEMINGWAY., ERNEST.
. HANY. APOLOSEYIC. {POSTRY) THE
N SPIRLF T
:g:g:. DanvL & s eoaeTILy LPDATAY) HAT MOVES US, 4 {FALL-WINFER 1978}, 8.
s DOUGLAS C. A CREEK CA
e, CALLED WOUNDED KWEE. {NOVEL) NEW YORKI SCRIBNERs 1978, (SOUTH
jgggg:. jg::. :HEUT:;iDIALE- [POETRY) NEW YORK: NEM RIVERS PHESS. 1978
. . ATEON OF THE PARTICULAR: S ] Y :
on i SOME THOUSHT
st '::;CEAt:A:?ETRY- TCRITICISM] OHID REVIEW. 19 {FALL 19?::ON122;:GS' [HAGES: AND A sENsE
. LY TRUST. {NDv H ) N .
sanD. & {NDVEL} BOSTONI LITTLE: AROWN, 1978, (ILLINOLS).(DEMENT.
KAHN: ROMNETTA B . HE £
i oRoHNET P L;ig;: :h§11A5= GF ROSH MASHONAH. (PCETRY} & CHANGE IN WEATHER: MIDWEST
O + PyCe EAU CLAIRE. WISCONSTN: RHIANNON PRESS, 1 ) HOAEN
(K‘N;ngnnhgzlJnan SEE CLEMENS, $SAMUEL L. " eTe
v NLAY«ba MCKENLAY KANTORI IOWA'S @
T, CaptAYa e MOREMLAY <A $ PATRIUT SON. BY ANDREWS. CLARENCE A. (8TO0GRAPHY)
KAR, PRAFULLA C SEE BELLOM, SAUL.
KAYE. FRANCES W SEE GARLAND, HAMLIN.
KAYE, FRANCES W SEE ROLVAAGs O E
KAYE: FRANCES Wa LITERARY P A 5
. LGRIMAGE.
EnLiNCES Y LITERAR 5 ON THE KIDDLE BOROER. {CRITICISM) PRAIRIE SCHOONER. 52
:EEN- WILLIAM P SEE FITZGERAL®. F. SCOTT.
Kz::ER;ﬂ::;sﬁEs RICHARDSON SEE CHESNUTT, CHARLES WADDELL.
. N T
KERR: MATHRYN. g;:sgzggénnutsaé;:;,l:g::::l $0Mcn;RrRAtN REVIEW, L (MINTER 1978}, 23-24.
A ! TENEMENT PRESS 1 5
KERR: KATHRYN. GRAMOFATHER; N EaY mbven meview oot
- i ANOTHER eh 197
1ohaThR MUSE POEM. (POETRY)} GREAT RIVER REVIEW. 1 [WINTER 1978},
KERAy KATHRYN. E i
KESSéL- FreRrn T::u:ﬁ:::g;ﬂtéﬂf:y::&sr. LIVING UNDER WATERs (FOETRY] MATRIX: 3 (1978). 63-656
i G MAN. (SHORT STORIES? GALILED. NOw 10O (SEPTEMBER-DCTDBER'
KESSEL, J . E
KILGDRé. 3::E5T25 S;t:fn HAN. {SHORT STORIES) GALILECs NO. 3 (MAY—JUNE 1974}, 30-35
KiLoORe, JAMES C. U HDUSé :E:[;gg. ::g§;$?lrszackiaon. OHIO: SHARAGUA PuaL[s;[NG co:. 1978,
bz (BB, 4 nousE STORLES) MAGAZINE OF FANTASY ANO SCIENCE FI1CTION,
KINDILIEN, GLENN & SEE BELLOW. SAUL
KINDRICKs ROBERT L. "THE ODIVINE R
. AVERAGE™: T 5
KINth97B" e iG. T Dy ine CONTEMPORARY MISSOURI VERSE. (POETRY) MIDAMERICA §
¢ TYNTHIA. THE YEAR OF MRa NOBODY. {
- » {JUVENILE FISTION] NE H
KING: CYNTH STeeice A
L CY IA+ UNFINISHED BUSINESS. (SHORT STORTES} TEXAS STQRIE > ROEHS DACLASE TeRh
ER FOR WRITERS PRESS. 19TB. 8 AN DOEMB. DALLASE TEXAS
KINZIE: MARY EDS SEE ANDERSONs ELLIOGTT .
KINZIE: MARY EDS SEE ANDERSON, ELLIOTT
:Llus. STEVEN SEE 5UCKOW, RUTH.
KLEIN, JERAY.)a
(c;lrxct;H: ';giazecluunL ESSAYS OF JERRY KLEIN. BY HALLNAS, JOHN Ed}. (ESSA
i N ILLINOIS REGIONAL STUDTESs 1 (SPRING 1973 . v
KLOEKOHITZ. JEROME ED SEE NOTLEY. WILLARD ) b o5m8s.
FKORN: WILLIAM. HOMEBODY: FRGM WLEAVIN
TaaENT EILLIA EAVING TOWN“. (POSTRY} KANSAS QUARTERLY. 10 (NINTER
KNUPFER, WALTER. COUNTY ROADS;
. i FATHER. (POETRY
:g;g:NSCHLAG- ADONNA € e Eac panER EDHARD-) GREAT LAKES REVIEW. 4 {WINTER 1978), 85-9%.
koas Rs TED. HATCHER. (POETRY) LINCOLN. NESBRASKA: WINDFLOWZR PRES
s » LOLEVYE SEE HARGITAL, PETER S 1o
¥+ LOLETTE. SECOND LOVE. (POETRY)
. EVENT. 7
:3;::RESTHA- CHIRAUTAN SEE BELLON, SAUL. (2l roray ve.
Kuzua: g:gg. ::T:ES- {POETRY) MINNESOTA REVIEW. L0 (SPRING 1978), 50-52.
KUZMA: GREG. He g;¥§giffposrnvl KANSAS QUARTERLY, 10 CWINTER 1978}, 20-11
ehaas e RETRE t' THE OLO MAN; THE NEWSBOV: DEATH TALKING; THE MAN WITH B1iG ARMSI
Kuzan RET NasHT LIp Juu:zAr?uses. {POETRY) PRAIRIE SCHOONER. 52 {SUMMER [$78), 151-55. 5
o AnpUES s ILLAGE JUURNAL : POEMS. {PDETRY) CRETE, NEBRASKA® BEST CELLAR PRESS lo?s‘
N reryOuLs, 1. T NCEPT OF THE FAMILY IN THE FICTION OF LOULS LYAMOUR. 8 ' £
Lange CHAEL T lAtcHrﬁésté N?RTH DAKOTA QUARTERLY, 46 (SUMMER 1978}, L2-21. ¥ HARSDEN:
. . + LPOETRY) SOUTH . e
t:NTER- WAYNE SEE CGDYER. ROAERT. SHARE: L(21s Lave. 125
UBERs PEG CARLSGN EDa A GHANG
. £ IN WEATHERS 3
e IacoRa I Foe DRenANGE 1N ER3 MIDWEST WOMEN PRETS. (POETAY) EAU CLAIRE.

NO. (POETRY) RACKY MOUNTAIN REVIEW. NO. B {197&8) .



210 | MIDAMERICA VII

LAUN: ARCHIE. HCMAGE TO MALEVICH. (POEFRY) LIGHTWORKSs, NOa 19 {FALL 1978). 5.
LEAXs JOHN SEE BENNETT. JOHNe
LEGLAIRs THOMAS SEE GASSs WILLI1AM. )
LEE. LAMRENCE L. AWD LEWIS, MEARILL E. EOS. WOMEN: WOMEN Wit TERS. AmD THE WEST. [CRETECISMI .
{ESSAYS) TROY. NaYai eolTS5TON PUBLISHING CO.y 1978.
LEGGETT: STEPHEN. THE GIFT OF WATERs THZ GIFT GF FIRE. {ADZTRY) AUSTIN,
PRESS: 1978.
LELGHTCN. DANIEL. THE WARLDCK®S TESTAMENT. (POETRY) KANSAS QUARTERLY.LO (wINTER 19731.552:
CELAND, LORRIN ED. THE KANSAS EXPERIENCE IN PUETRY- {CRITICISMI«(POETRY] LAWRENCE. KANSASS
DIVISION OF CONTENUING EBUCATION, UNLVERSLTY OF KANSAS, 1978, {KANSASI. .
LENSE, EDWARG. CACTIZ MORNING GLORIES. {POETAY) AURA LITERARY ARTS REVIEW. 4 (SPRING | .
106-107.
LENSE, EDWARD. GOSNG HOME.
59.
LENSE. EDWARD. WAKING UP{ FOR 4Y GRANDFATHER. (POETRY) CUABINATIONSS A JOURNAL OF PHOTOGRAPAY.
1 (WINTER 1977-78). 2. _
LEVERING. DONALDs LEARNING HIS NAME] SHAPING THE YEW. UPDETRY)
19783 2930,
LEVERINGs DONALD. POLYPHEMUS. {PUETRY) GREEN FUSEs 3 (JANUARY 1978k, LS.
LEVERINGs DOMALDs KEFRIGERATOR: THEME AND VARIATLIONS. (POETRY) ATARAXKIA, NOw
T ) i _
LEVERINGs DONALD. SOLAR PLEXUS: CAMPUS MECHANIC. (POETRY) HUERFANC: & {SPRING 19781, 22-23.
LEVERING, DONALD. STEVEs [N My JREAM: READING BEFORE SUNRISE. {POETRY) KUDZUs NO. 6 [MAY-JUNE
1978k, 8.
LEVERING, DONALD. THE VISITANT: LETHARGY. {POETRY) SNAPURAGUN. 2 (FALL L1974}, 22-23.
LEWES, MERRILL E. EDS SEE LEE, LAWRENCE L.
(LEWISs SINCLAIRe1, AMERICAN LI1TERATURE: MINETEENTH AND £adL¥ TWENTLETH CENTURIES. aY
DONALDS{Ns SCOTT AND MASSAs ANN. (CRITICISM} NEWFON ASBOT. ENGLAND: DAVID AKD
CHARLES. 1978+
(LEWLSs SINCLAIRe). HOME TOWN: UsSwAa? EN THE FOOTSTEPS OF FUUR NOVELISTS. BY LINGEMAN.
RICHARD R. (BIOGRASMY] NEW YORK TIMES. JANUARY 29, 1978, SECTION 10s 1. la-15.
(LEWISs SINCLAIR.}s THE KNIGHT AND THE PIGNEER! EURGPE AND ANERICA IN THE FICTION DF SINCLAIR
LEWES. BY WAGENAAR. DIGKe {CRITICISM) AMERICAN LITERATURE. 50 (MAY 1578). 230-49,
(LENIS. SINCLALRe?s THREE LITERARY MEN: A MEMOIR OF SLNCLAIR LEWIS, SHERWCOD ANDERSONs EDGAR
LEE MASTERS. OY DERLETH, AUGUST ¥ILLTAM. {SIOGRAPHY) FOLCRAFTs PAS EGLCRAFT.
LAT7EC1I963.
LICHTENSTE[Ns NELSON SEE NCCLURE: SAMUEL S«
LIEHTENSTEINs NELSUN SEE HOWELLS., WILLLAM DEAN. N
LIGHTER,: ALAM. ASSIMILATION. [POEFTRY) AUK-ARCS.: 4 (1978}, . .
LIM. PAUL STEPHEN. VICFOR ANG OTHER 1SSUES. (SHORT STORIES] BRIDGE! AN ASIAN AMERICAN
PERSPECTIVE. 6 (WINTER 1978-1979}, 6-8, L4,
LINDNERs CARL. DN REPORTS OF STUDENTS COUPLING 1N THE (AMPUS WOODS.
10 {SPRING 1978}s 105. . .
LINDSAY: VACHEL. LETTERS OF VAGHEL LINDSAY. ED. MARC CHENETIER. (COARESPONOENCE} NEW YORK:
BURY FRANKLIN: 19744 }
ELINDSAY: VACHELa.1+ FROM THE LINDSAY SCRAPBOOKS! COUSIN VACHEL. 3Y SOUTH, EUDORA LINDSAY.
(BLOGRAPHY b4 {POETRY} [NDIANAPOLIS: INDIAWAZ PRIVATELY PRINTED: 197é4
(LINDSAYs VACHEL<3s VACHEL LINDSAY AND THE GHOST OF ABAAHAM LINCOLNM. 3Y TAYLOR.
{CRITICISM) CENTENNIAL REVIEW. 22 [WINTER 19783, 11O-17+
LEINGEMAN, RICHARD  SEE ANDERSON: SHERWOUG.
LINGEMAN, RICHARD R SEE CATHER. WILLA.
LINGEMAN, RILHARD R SEE MASTERS, EDGIRRLEE-
LINGEHAN, RICHARD R SEE LEWISs SINCLAIR.
{LLOYD~JONES: RICHARD.]. GROWENG UP IN [OWA; REMINISCENCES OF 14 1awA AUTHORS. 8Y ANDREWS »
CLARENCE Aa (BIOGRAPHYI.{AUTOBIQGRAPHY) AMEST IOWA STATE UNIVERSITY PRESS. 1978+
LOEKERT+ LUCLA FOXs CONSTELACION. BY FOXs LUCIA. (PDETRY) EAST LANSING. WICHIGAN: SHAMBALLA
PUBLICATIONS: L978.
LOCKERTs LUCIA FOX. SIETE POETAS. 8Y SGL. tUCIA. [POETRY) TUCSGN: SCORPICN PRESS. 1678,
CLOCKRIDGE. ROSS5.1. AN AUTHOR WRECKED BY SUCCESS: ROSS LDCKRIOGE. JR. {1914-1948}. BY MANHEIM,
LEONARD F. {BTOGRAPHY}<ICRITICISHM) HARTFORG STUDIES [N LITERAYURE. 10 L1976}«
193-121. .
LOSSE. ARLYLE MANSFIELD. VARIEGATEC HYDRANGEA. (POETRY] CREATIVE REVIEW, 18 (WINTER
1977~19TBYs 2s
LOSSEs ARLYLE MANSFIELO. JOANNIE INKSLINGER. [POETRY) LACUMA (DECEMBER 1978}, 9. N
LOSSEs ARLYLE MANSFIELD. GIFTS FAOM THE WI1SE MEN. (POETRY) ADULT TEACHER. 2
{DECEMBER-FEBRUVARY 1978-19T9): 26
LOWs DENISE SEE WAKDSK1s DIANE.
LOW, DENISE. A CHINESE—AMERIGAN CHRCNOLOGY. (POETRY) BRID
[WINTER 1978-19T9),s 32.
LOW, DENISE. READING FOR ANN. {POETRY) COGTTONWDOD REVIEW; Tg;afo (BECENAER 19TBY. 27.
LO¥, DEN1SE. WHITE WINTER. {PGETRY) SOUTHWINDS. 7 (SPRING | - A
Low. DENISE. WINTER TEMANTS: FILLEG MODNi BLACK HAIR BLUEST UNSETTLED SPRING3 E£IGHTERN
DEGREES TAURUS; I-77 EARTH PULLs LPOETRY) TELLUS. | {FALL L9783, 15-17. -
LOWERY. MIKE« CHANGES. {POETRY] KANSAS QUARTERLYs: LO (WINTER 1978). 91.
LUKEN. PAUL. AFTERWARO. (POETRY) WHETSFONE, 1 (WINTER 19781.
LUKEN, PAUL. NIGHT TIDE. (POETRY} JANUS-SCTH. {APRIL 1978.
LUNDEN, ROLF SEE DREISEAs THEODORE.
LUPACK: ALAN ¢ SEE BROOKSs GSWENGOLYN.
MACOOUGALL. JAMES K. (EATH AND THE MALOENs {NOVEL) INDIANAPOLIS: BOSBS-MERAILL. 1978, (DHIO}.
(CLEVELAND: OHIO¥ ' X
WADGETT» NAOMI LONGe EXITS ANU ENTRANCES. [POETRY) DETRGIT: LDTUS PRESS. 1978.
MADGETT. NACHMI LONG. PACKRAT., {PDETRY) A CHANGE IN WEAYHER: MEDWEST WONEN PGETS, ED. LAUBER.
P.Ge EAU CLAIRE, WISCONSIN: RHIANNDH PRESS, L378, 65. }
MAGNER. JAMES Fa TO WHOM YOU SHALL GO. (POETAY) FRANCESTOWNs NaHe3 GOLDEN QUILL PRESS. 1678.
WAGNER. JAMES. GARNER AND THE K10 OF 52ND. (PDETRY} ILLINOLS QUARTERLY. {SUMMER 19731, 36«
MAIDLO: JOSEPH. THE TAG MATCH. (SHORT STORIES) PLOUGHSHARESs ¢ {DECEMBER 1978k 74-8&.
MANCHESTERs JOYCE SEE ANGREWS: CLARENCE A

MANCHESTER, JOYCE SEE A053TOM, ROBERT.
(MANFRED l"REDERICK-)- GROWING UP IN [OWAS REMINISCENCES OF t4 I1CWA AUTHORS. BY ANDREWS.

CLARENCE A. (BIOGRAPHY ). {AUTOBIDGRAPHY} AMES: 10WA STATVE UNIVERSITY PRESS, [378.
MANFRED+ FREYA. SDARING FRIEND WHO DOESN'T EAT: I[N SEASONs (PDETRY} MOMENTUH,
SPRING-SUMMER—FALL 1978, 160-63.
MANFRED: FREYA, THE FRLEND WHO SHARES MY HEART. (POETRY) MODUS CRERAKNDL, OCTOAER 19T7d.
MANHEIM, LECNARD F SEE LOCKRIOGE. RO55.
MANN: POLLY. FROM PRINGESS FAY. (FICTION} GREAY RIVER REVIEW. | (WINTER 197B):s 166-76.
MANN+ POLLYa THE HAT. (POETRY) SUNBURY. 2 (19781, 21.
MARGOLIES. ALAN ED SEE FIVZGERALO. Fa S5COTT.

TEXASE COLD MOUNTAIN

(ACETRY) CORNFIELD REVIEW. SPECIAL LSSUEI 73 DHID PDETS. (1978,

SLACKWATER REVIEW, 2 {WINTER

7 (WINTER 1975},

{POETRY } KANSAS GUARTERLY s

MARJORIE «

AN ASIAN AMERICAN PERSPECTIVE. &
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KARKH;:; :;HIDN M+ A STUDY OF SHADOWS. [SHUAT STORIES) BLACKKOUI'S MAGAZINZ, 323 {APRIL 1978),

MARSDENs MICHAEL T SEZ L*AMDURs LOUIS.

MARTIN: DELLITA L SEE HUGHES, LANGSTON.

MARTIN, GLORLIA. AN [MDIBER OF SPAINGT KAHLIL GIBRAN [$ GAONE, BuT LIVI5! THE wONDE

d Er =351 ONDEZRM
MEMORY. (AGETRY) BROCHURE OF POEMS: 34 (FACL 19781 17s 212 36 “ T o8

MART{N, GLORIA, DANOEL [ONS. (POETRY? CAPPER'S WEEKLY. & APRIL 1776. 174

MARTIN, GLORILA. MEMURY GOUQUETS: LIFE [S A NUMBER. (POETRY) AMBER. JULY 1678, 2-3.

MARTIN; GLORIA. ONE LEAF. [POETRY) MARSH AND MAPLEs JULY 1978, 2.

MARTIN. GLORLA. THE WILL OF ThE DIVINING ROD- {POETRY) AMAER, FEURUARY LS78: 6.

:::;::. z;z:éa; THQUGHTS ON POLARLEY. [N JANVARY. (POETRY) LYRICAL [OWA: 33 (FALL 1978).

. “RT WODOWARD. SNu¥: THE SDUL IS SKSLETON: RENEMBERING HYDE Pakx, {PDET
REVIEW. & (APRIL 197u). R oA

MARTINSON, DAVIDe STRIAS AND SHAVINGS. [POETRY) ST. PAUL. MINNESOTA! TRUCK PRI

MASSA. ANN SEE ANDERSONs SHERKOOD.% s8sr 197e

MASSAs ANN SEE CATHER: WILLA.%

MASSA. ANN SEE CLEMENS: SAMUEL L.X

MASSA: ANN SEE DONALDSON. SCOTT

YASSA: ANN SEE DREISERs THEDDOHE .X

MASS5A, ANN SEE FITZGURALD. Fa SCOTT.X

MASSAs ANN SEE GARLAND, HAMLIN.X

MASSA, ANN SEE HOWE.: EGGAR WATSONW.X

MASSAe ANN SEE LEWISs SINCLAIR.%

CHASTERS: EDGAR LEEs)a MASTERS! “DILLAKD S[SSMAN®, BY HALLWAS: JO: 3

. + JOHN E. (B L]
ol ampaan LEE- ). HAST {BIDGRAPHY) EXPLICATOR.

(MASTERSs EDGAR LEE.}s HOMiTOWN UsSeas: IN THE FOOTSTEPS OF FOUR NOVELISTS. 8Y L INGEMAN.
RICHARD R. (BIOGRAPHY) NEW YURK TIMES: JANUARY 29, L978. SECTION 10+ Ls L4-15.

(HASTEAS. EDGAR LEE.). EDGAR LEE MASTERS: A4 BLOGRAPHICAL SKETCHBOCK ABOUT A FAMDUS AMER [CAN
AUTHOR. BY MASTERS. HARJIN ¥ALLACE. {BIOGHAPHY).(POETAY) CRANBURY. NJ! ASSOCIATED
UNIVERSLTY PRESSES. 1978.

FMASTERS: EDGAR LEE.}. mAWAKENED AND HARMONIZED " EDGAR LEE MA=TEAS® EMERSONIAN W{DWEST. B
PRIMEAU. RUNALD. {CRITICISM) MIDAMERICA S [1976). 39-89.

[MASTER S+ EOGAR LEE~}s A “NEW™ PAMPHLET BY EDGAR LEE MASTERS. AY RUSSELL, HERD.
:::gtlugggpnvj PAPERS UF THE BISLIOGRAPHICAL SOCIETY DF AMERICA. 72 (APRIL-JUNE

MASTERSs HAHQIN WALLACE SEE MASTERS. EQGAR LEE.

MCAFEE, THUMAS. BACK FOR FHE LAST FUNERAL: THE ACCURATE WIVER: THE STATIONS: THE OLD RUGGED
CROSS. {POETRY] OACOTAH TERRITORY: NO. L5 {WINTER-SPRING L977-135781s L4—15s

MCAFEEs YHOMAS. THE TEMPO CHANGESe THE LIGHTS GO UP. THE PARTNERS CHANGE. (PGETRY) $T. LOUIS
MO.: SINGING WiIND PUBLICATICGNS, 1678,

MCAFEE: THOMAS. THE MUSIC. (POETAY) OHIQ REVIEW. 21 {WINTER L97B1. 3b6.

MCAFEE, THOMAS. THE ACTOR: INTRODUCTION TO THE DRAMA. {POETRY} WIND MAGAZINE: ND. 38 (1978
3G-3t.

MCAFgf- THOMAS. THE CHILDREN; SPARROWS AND ZINNIAS} RUNNING. (POETRY) PLETRY NOW, 4 (1978),

HCAFEE: THOMAS. WORDS FOR HART CRANE. (POETRY) MIDWEST QUARTER

. LY. 1 P
CCaanty ARTr + 1% (SPRING 1978)s 279,
MCCAFFERY, LAARY SEE MCGUANME. THOMAS.
MCCLOSKEY. BURR. HE WILL STAY TILL YOU COME. {NOVEL} OURHAM. N.C.: MOOR 8
. aCat E PUBI .
(OHLD Y2 {AKRON: OHEO}. i - 1SRING C0ss

HMCCLURE: Jol.s MY GRANDFATHER WALKING THROUGH HIS GAROEN. (PDETAY) GREAT LAKES RE
(WINTER L1978}, 99+ REVIEWL

{MCCLURE, SAMUEL S.)s AUTHORIAL PROFESSIONALISH ANO THE LITERARY MAR

KETPLACE, LB85-1900, BY
LICHTENSTEIN, NELSON. {CRIFICISM) AMERICAN SYUDIESs 19 {SPRING 1978), 35-53. '
MCCOMBS: JUDITH. THE FEAR COUPLETS; THE WITNESSI THE BUiLDERS. (POETRY) BL
H H . Q0DRDAT .
(FALL 1578). 3-6. e s

MCCOHASs JUDITH. THE NIGHT CHILO; BOADER GAMES: HE STANDS SUARD. (POETRYF WAVES. & {WINTER
1978), 32-33.

MCCOHBS, JUDITH. THE MAN. [PIETAY) BEAR CROSSINGS: AN ANFHOLOGY OF NORTH AMERICAN POETSs EG.
NEMMANG As AND SUK. Jo NEWPORY BEACH. CALIFORNIAZ NEW SO0UTH Clss LOTBe 76—T7.

MCCOMBS, JUDITH. THE wITCH AND THE WORLD; THE POLITICS OF FEEDING, CPDETRYF A CHANGE IN
WEATHERS MIOMEST WOMEN PDETS. €AU CLAIRE. WISCONSING RHIANNON PRESS: 1978, 74-75.

MCLOMBS, JUOLTHa THE SISVERS. {PDETAY) FEMINIST STUDIES, & (JUNE 19783+ 42-434

nccu:gz;,Jugxgu- UNTITLEQZ ON THE OTHER SIQE OF THE WALL. {POEVRY) RED CEDAR REVIEW. t2 (FALL

WMCCONNELL s FRANK D SEE BELLOW, SAULM

MCCOYs MAUREEN. HARDROCK KID. (POETRY) THE SPIRIY THAT MOVES us

. + 4 {FALL~WINTER 1978), .
MCCULLOUGH. JOSEPH 3 SEE GARLAND. HAMLIN. LoTa. a7
MCDONALD. JIMy EXODE IX+ CYCLE II], {POETRY) LOOSE ART, 1 (DECEMBER L978), 3G
MCDONALD, JIM: JUST REPLIES~--SILENT GAMES. (POETRY! AURA. WINTER 31978.
MCPONALD. JIM. REVISITED REVISITED, (NOVEL} BLOGMEINGTON, INDIANA: TALARIA PRESS. 1578.
MCOONALDs JULIE. PETRA. {NOVEL} AMES: [OWA STATE UNIVERSITY PRESS, 1978+ {IOWA).

(MCDONALDs JULIE+}e GROWING UP [N I0OWA; REMINISCENCES OF 14 1OWA AUTHORS. BY ANDREWS,

CLARENCE As {BIOGRAPHY):{AUTOBIOGRAPHY] AMES: 10WA SFATE UNIVERSITY PRESS, (978,
MCGOWAN. JAMES. OREEDING TROPICALS. [POETRY) UZZANDs NOS. 9-(0 {SBRING~SUMMER 19781, 62.
MCGO:;:; JAMES. EACH OTHER~-WHERE WE ARE. (POSTRY) BLDONMINGTON, [LLINDIS: PILOT ROCK PRESS,

-
MCGOWAN, JAMES. FANTASY ON A MAY BEACH. (POETRY) MISSISSIPPI VALLEY REVLLM, 7 (SPRING 1978} .

1978,

6=,
MCGOWAN. JAMES. THE SCHOLARS ROOM WELL-LIT. {POEFARYI PIKESTAFF FOR
- UM NG,
19T78-1979), 23, ’ 2 fwinTen
MCGONAN: JAMES. VILLANELLE ON A BDRROWED LINE. {POETRY) GREENSBDRU REVIEW: NO. 25 [WINTER
19TE8-79), Tha
MCGRATH: THOHMAS. HIGHER CRITICISM. {PDETRY) MINNESOTA REVIEW.E 10 {SPRING L973): SS5.
(MCGUANEs THOMAS.). THOMAS MGGUANE: A BIOLIDGRAPHYs 196$-1978. 8Y MCCAFFERY, LARRY.
{BIALIOGRAPHY) BULLETIN OF BI3LICGRAPHY AND MAGAZINE NOTESs 36 {OCTGEER~DECEMBER
LGTBIe [69-7L.4
MCHANEY s THOMAS L SEE FITZGERALD, F.SCOTT.X
MCHUGH. CHRISTINE SEE BELLAMY. EDWARD.
MCINERMEYs JOHN M SEE VONNEGUTs KURT.
HCINERY+ RALPHs DISHOP AS PAWNe {NOVEL] NEW YORK: VANGUARD, 19785 (I S
- : LLINGIS Fi VYER
ILLINDIS Y {MYSTERY AND DETECTECN) ’ ' PriFOX RIVER.
MCKEDWNs TOM. CERTAIN MIN.UTESA {POETRY) PENTWATER: MICHIGANI SCOPCRAEFT PRESS. 1978.
MCMILLAN. FLORRI. THE HEAd TABLE. (SHORT STORIES) GREAT LAKES REVIEW: 4 {WINTER 1978),» 63-65.
MELDRUM, BARBARAs THE AGRARIAN VS. FRONTIERSMAN I[N MIDWESTERN FICTION. {FICTIONY-{CRIVICISH)
HERTTAGE OF KANSAS. 2 [SUMMER 1578), 3-18.
MERRILL+ LEE. UP HERE WOMEN DANCE. {POETRY) PIKESTAFF FORUM» HK3a 1 (SPRING 15T8)s 2Zbe
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MILLERs CHUCK. AS IF A CHORUS OF VOICES) SMOKING ALONE. [POETRY) THE SPIRIT THAT MOVES U5 4

(FALL-WINTER 1978), S-7-
MILLER: Re. BAXTER SEE BRODKS. GRENDOLYN.

MILLER: R. BAXTER SEE HUGHES, LANGSTONS
MILLS» RALPH Je« A BRIDGE; vARLIATION DN APOLLENALRE!D STUMPS. {POETRY) NURTHEAST, 3 [1978)+

LG=21e

MILLSs RALPH Je A WALKS FOUR SONGS FOK JOHN KNOEPFLE; AFTER NEW YZAR'SS pAYS TC COME; wWITH D
ANSWER W {(POETRY} POEM. NL. 34 [1978%« 1-6. (KNGEPFLEs JOHN) «

MILL5s RALPH J« FDR YEARSI A SuUN. (POETRY)} DESCANT. 22 (1y7H) e 31-32.

MILLS. RALPH J« IN FESRUARYS MID-AUGUST« [POETRY) ASCENTy & {1378}s 33-35.

MILLSs RALAH Jo IN THI5 ROUR. IPDETRY} MIDWEST QUARTERLY. 19 (SUMMER LG781. 379.

MILLS, RALPH Ja IN THIS ATTIC: WINTER'S END; THE SECOND LIFE- {POETHY! SLOW LORRI"S READER.

NOS. 1-2 (1978)« 54-58.
MILLSe RALRH Js+ JR SEE STRYK. LUCIEN. '
MILLSs RALPH J. NEAR STONINGTON; MARCH. [POETRYY MIDWEST QUARTERLYs 20 {DCTOBER 1978)« 99-100«
MILLS. RALPH Ja NIGHT ROAD-—POEMS. [POETRY} HUFFSOALEs PA+! RODK PRESS: 1478 -
MILLS. RALPH Js OCTOBER3Z THE LNSTANT, THE LIGHT. (PDETAY) COTTONWOOD REVIEW. NGO« 19 (1978,

50-51«
MILLS.: RALPH Ja
MILL5: KALPH Js THE VOICESs (POETRY) [RONWOOD. NO.
MILLSs RALPH J. THE WHISPZR} WALKING; HEREe (POETRY) SEEMS. NO.
MILLSs RALPH J+ WAKENG= (POETRY1 PDETAY: 3 (1578}, L28.
MINCZESKI. JOHNs MOTHERS (POETRY) YELLOW SRICK RGOAD. 1 (19781 25
MINCZESKI» JOHN. DDE FOR NOVEMBER. (POETRY) GRAHAM HOUSE REVIEW. | {WINTER 15781, 30-31.
MENCZESKIs JOHNa TRAPAING A BEaR, {POETRY) BEAR CRUSSENGS: AN ANTHOLOGGY OF NORTH AMERICAN

POETS. ED. NEWMAN: A« AND SUKs Js HEWPGRT BEACH. CALIFORNIAZ NEW SOUTH COas L9784y Sla
MINTYs JUOLTH, FENDING A& OERTH: NORTH CHANNEL+ LAKE HURONa {PDETRY) MEW ¥YCRKER. 5% ta

SERTENSER 14783, 26a
MINTY, JUDETHs FOR JGSEPH. WHOD MROTE A POEM ABOUT wILD

SANGY HDOX: BURNING AGALNST THE WIND« (POETRY) WAVESs L {FALL 1578)s 30-31y

42~43s .

HINTY. JUOLTHa
MINFY: JUDLTH. LETTERS TO MY DA

OUT THERE; FROM A WENDOW. (POETRY) UZZANO. NOS. =18 (167814 36.
12 15i978). 63.
10 (157821, 32-35.

STRAWBERREES: TRACING ANCESTRY AT
LT

HEEGHTS: WOUNDS. (POETRY} MISSOURI REVEEWe 2 {(FALL 1978)s 38-30.
UGHTERSs 1-10. {POETRY) GREEN RIVER REVIEW. 9 (SPRING 1978)

514,
MIRIPOL, JERILYN ELISE. BCRN IN A GRAVELED YARO. (POETRY} GREAT LAKES REVIEW. 5 (SUMMER 19781
6
METCHELL., MARILYN SEE INGE. WILLEAM.
L893-1855, BY STRONKS. JAMES.

(HONROEs LUCYls LUCY MONRQOE*S ™CHICAGD LETTER® TO THE CRITIC.
(CRITLCISMD + (BIOGRAPHY) MIDAMERECA 5 {19T78). 3038+

MONTEIRO, GEORGE SEE HEMINGWAY . ERNEST.

MONTEIRO. GECRGE SEE HOWELLS. WILLIAMK DEANa

MOONEY+ HARRY J. JR SEE FILELD» EMGENE s

MDONEY, HARRY J. JR SEE FIELDy EUGENE.

MDRGAN, RICKI SEE CLEMENS. SAMUEL L«

MORRIS. WRIGHT SEE AMNOERSON. SHERYOOD »

MORRIS. WRLGHT SEE CLEMENS» SAMUEL L.

MORRISs WRIGHT SEE CATHER. wWILtA.

MORRIS. WRIGHT SEE FITZGERALD, Fo SCOTT.

MORRISs WRIGHT SEE HEMINGWAY s ERNEST.

MORAIS, WRIGHT. EARTHLY DELIGATSs UNEARTHLY AQD!
(CRITICESM} HEW YDRK: HARPER AND ROW: [S73.

(HMORRIG+ WREGHT4)e THE NOMELS OF wRIGHT MORRIS: A CRIT1CAL INTERPRETATION. BY CRUMP, GAIL

BAUCE. {NOVEL )4+ {CRITICISM) LINCOLN: UNIVERSITY OF NESRASKA PRESS, LG78.
MORSBERGERs RDBERT £ SEE AOGERSe ROBERT« - .
MOSES: WeRe EMALEM! CROSSAILLS. {POETRY) BITS. 8 tauLy 1G578k.
MOSESs WasRs RHAPSODY ON A BULLHEAD- (POETRY) POETRY NORTHEEST+ 19 (SPRING 1978) » 22-23.
{MOTLEY+ WILLARO=Ja THE WILLARD MOTLEY NOBODY KNOWS:2 REFLECT [ONS ON RACISH IN #MY HOUSE IS
YOUR HOUSEM. BY FLEMING, ROBERT E= (BI0GRAPHY ) » {CRITICISN) MINORITY VOICES. 2
{SPRING 1978}. 1—10s
(MOTLEY: WILLARD«}s THE BIARLES OF WILLARD MOTLEY »
AMES: EICWA STATE UNIVERSITY PRESS»s 197B.
(MOTLEYs WILLARD ) WHATEVER HAPPENED TO W1LLARD MOTLEY
{BI0GRAPHY} MIDAMERICA. 5 419781 111-13T=
(MDTLEY+ WILLARO.D. WILLARD MOTLETY. 8Y FLEMING.

PUBLISHERSs 1978«
(MO¥T: FRARK LUTHER.)« GROWING UP LN IOWA: REMINISENCES OF 14 1OWA AUTHORSs BY ANDREWS.

CLARENCE Aa CB(OERAPHYD.(AUTDBIUGRAPHYJ AMES: 10WA STATE UNIVERSITY PRESS, 1978
MURPHY+ KAY. FOR NY HUSBAND RETURNENG TO HIS LDVERs {POEFRY) KANSAS GUARTERLY. 1¢ (WINTER

RNMENTS: AMERICAN WRITERS AS IMAGE—MAKERS.

av KLINKOWITZ, JEROME £D. LAUTDEIOGRAPHY )}
A DDCUHMENTARYs BY WHITE. RAY LEWIS.

ROBERT E. LBIOGRAPHY) BOSTON: TWAYNE

19781, 38.

MURPHY ¢+ MICHAEL. HEMINGSTEEN. (NDVEL} STs LOULS: MISS0URI: AUTOLYCUS PRESS. L1978,

MYERSs MEIL« COUNTRY JOURNAL « (POETAY ) LNDIANA WRITES. 2 LSPRING L1978}y 12-13.

MYERSs NEILe. THE REVOLUTEDN 15 ACCOMPLISHED: AUGUST LATE. (POEVRY) CHARLYON REV.MYERS
NE1L s/ 5UNKER TUNE « 6{ POETRY} #ABRAX [ S—CHOWDER REVIEW. 13-1& (FALL 1977)a

NARVESON, ROBERT. HIGHLANDEING BRIDGE« {SHORT STORIES) WESTERN HUMANITLES REVIEWs 32 (SPRING
1978F. 173-7S.

NEIHARRT. JOHN GNEISENAU. PATTERNS aND COINCIDENCES: A SEQUEL TO %ALL IS BUT A BEGINNINGa™
C(POETRYYs LCRITICLSH), COLUMB1A? UNIVERSLTY OF MINMESOTA PRESS. 197B.

NELSONs SHIRLEY. THE LAST YEAR OF THE WAR. {NOVEL) HEW YJRK: HARPER AND ROW. 5978, (ILLINOIS).
ICHICAGO) .

NEMEROV. HOWARD. THE MAKERST DRIFT. LPOETRY? SALMAGUNDI
107108,

NEVINS: FRANCIS M. CORRUPT AND ENSNARE. (NOVEL)} NEW YORKS

NIDBELLNKs HERMAN. OREAM CREATURES; HIS BROTHERs ¢POETRY) ILLINOL
1819~ -

NIBBELINKs HERMAN. POEM. (POETRY) GREAT RIVER REVIEW: 1 LE9T8}-

NICHOLSONy L. E. SEE ROETHKE: THEDDORE.

NOE: MARCIA, "A RCMANTIC AND MIRACULOUS CLTY# SHAPES THREE MIDWESTERN WRITERS. (CRITICISM)
WESTERN ILLINOIS REGIONAL STUDIESs 1 (FALL 1378), 176-98.

MORDs DAVID PAULe THE APPEAL TG REASON AND AMERICAN SOCIALLSM, 1901-1920. [CRITICISH} KANSAS
HISTORY: A JOURMAL OF THE CENTRAL PLAINS: | {SUMMER 1978, 75-89.

KORD» GENNIE. FLIREFLIES. ¢(POETRY) ROUND RIVER. 1 LMARCH 1978)+ 9

NOREEN., ROBERT & SEE BELLOW. SAUL .

KQRAIS, KATHLEEN. DUST. (POETAY? VIRGINIA QUARTERLY HEVIEW, 54 {WINTER k5721, 112-14.

NORR1Ss+ KATHLEEMs FROM SOUTH DAKOTA- [PGETRY} CHICAGG: EDITIGNS UL GRENIER. 19T78s [SOUTH
DAKOTA}S

NORRISs KATHLEENs THE DANCERST WATER. (POETRY) A CHANGE LN WEATHERD MIDWEST WOMEN POETS« EAU
CLAIREs WISCONSINI RHIANNON PRESSs 1§78, 80-81. -

NOSs 31-32 (FALL 197S-wINTER 19768+

PUTNAWy §978a
$ QUARTERLY. 40 (FALL 97T},
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NOSTMIGH, TED D SR aEisih: TaeiobeRs o e

VAK « 3 v

ﬂn:zitsg:1EEEEEN:;::nci::‘;;l:lﬁll.;:L;I:n YHIRLPUOL. (PDETRY) KANSAS CITY! HAMK PRESS,

g;:E“.té..'uﬂm :E;‘A:EQR;;N?J‘;,.:Ziggg: {POETARY) KANSAS LUARTERLY, 10 {5PRING 1978},
. N 3

::::' gg::tg :E:;EU:HT$2f=;1ti?g:fﬁi:zz:Esl IukWa CLTY! UNIVERSITY OF [OWA PRESS.
;”DA“ER:ciASE[‘);q::!‘:\.:‘rl.:’g:::fﬂGRAFHV OF MIDWESTERN LITERATURE: 1976,

PADY s OONALD STUART S5SEE AXKINSs ZDE.

11 (FALL 1%78). ar.

1973,
33.
197d,

1EIBLIOGRAPHY }

PAGE»s S. GENEVAL LUCIFER AND H1S CLAMSHELL Bug POETRY) PENINSULA POET SECON
[«
4 KET. | 3 PE L DETS, 33 | OND
PALLISTER, JAN. HURLIA. (POETRY) NORTH AMERLCAN MENTOR. t6 (WINTER 1978)s 44.
PALLISTER. JAN. LA JOIE: SONNET A LA MUSSET. LPUETRY) PGESIE. USA, 2 {WINTER 197831, 20

z:t:;:;sﬂ. JAN+ THE BRUISEY REEDs {POETAY) SHERBROOKE, WUSBECT
I. ANTHONY F.R SEE ANDERSON, SHERWOGD. )
:::K!NSGN. THOMAS FRANCIS SEE CRAME. HART
EKs MYa KERN. AND STILL I H, "
. AVE NG ANSWERS; s 5
- Sy e, AND STILL 1 M S5 LULL OF CHANGENG TIMES. {PJETRY! OF SEa aND
SEK. e
PasEx, ::2 :g::. £?Ez$nuffi&.((905?nvz ARTS OF 5T LOUES, T (OCTOBER t978), 18
. = [POETRY} OF SEA AND .
PASEK, MYA KERN. PLUM BLOSSQ SR o e M
. M5, LPOETRY] ARTS OF & 3 " 3
Pasee, o ST. LOUIS. 7
pasek. M:: ::::. g:E:F;::ES;I(PDETRYD CURTAIN GAtL, & (JnNuanv‘f:;;Jiqzz,. &
. i STACIA, LITTLE . 5 :
- s Koae EULY WAk STA ONE. (POETRY) 5T. LOV1S POETRY CENTER ANTHOLOGY. 3T,
TROSK1s HENRY. LHAIRS. (POE
. . TRY} LETTLE MAGAZINE. ;
zAYYISﬂNq EUGENE H SEE HUWELLSs WILLIAM DEnN.llNh P (AL peTdy TRoTI.
P;gt:g:;gz;d.Aﬁz;tiG&SLiig. [SHURT STORIES) GEDRGIA REVIS,
' « SHARON, PICTUR s h
ENPaUGH, A ING HER SRANDMOTHER.
PEMBERTON, VIVIAN H SEE CRAME. HART.
PERSON: LELAND S, JR SEE FITZGERALD, F. SCOTT.

PETERS. ROBERT« THE UROWNED N TO THE FISH! PDEMS. {POETRY) 5T. PAUL. MN: NEW RIVERS PRE
- AN ' :
: 55

EDITIGNS NAAMAN, 1978,

_32 {SUMNER 1978%, 208-16.
[POETRYY SACKBUY REVIEN: 1 {FALL

PETERSON AME S,
pE‘-RUSKI: :ATE:R:SIE_AC::EHK- lPﬂ?TRY) KANSAS QUARTERLY» 10 {SUMNER L%7B8). 75-74
PETROSKE c‘-[HER[NE: RUUG:RE:TTL:REY SLUGs (POETRY} MAINSTREETER. NO. 9 (SUMMER.IQTBJ
CROLTRYS & CHamGe on “FA:H::‘DEI;NES;ANGLE: DEAF PEOPLE AT THE L AUNCRUMATS DAHU;‘E?saﬂLL\'
. PRESSS 1978, Somer. H WOMEN POETS. ZAU CLAIRE, wISCONSINI RHIANNON )
TROSKI 3
pErRusxt- E:IHERINE- DRENK. (SHORY SFORTESE BUFFALDO SPREE, L2 {FALL 1976
* HERINE. THE DOUSLE YELLOW LINE. (SHORT STORIES) Tes
pEYR;;’:?S C:NTER FOR WRITERS PRESS. 1978+ L3241
HENRY s r
. MODELL ING THE CAT FALLING: {POETRY) CREATIVE COMPUTING: & {MAY =JUNE 1978)
.

- 93-944 114-15.
TEXAS STORIES AND PQEMS, DALLAS:

ELY
PETROSKI. HENRY. RANKING THE
. SELOND CITY. {(POE El
z:T:‘z:En' WELLIA® & SEE ANDCRSON SHCAWEOD TRY] CHICAGD READER. & (27 DCTOAER 1978),
CONa . -
i 2222: '-:Egl‘\-fﬂn JOURNAL . (POETRY) BLOOMINGTON: INDIANA: RA[INTREE PRESS
aihdbe ,"cm\m: JESE;:G-BéE?f‘L?;] LAFAYETTE. INDIANA: SPARRQOYW PRESS, 197d. :
ohtan, ichae GS DF SAMANTHA. (POETARY) LNDIANAPCLIS! FREE UNEVERSITY
PHILLIPS, HICHAEL JOSEPH. UNI
. DERWORLD LOVE POEMS. E. =
:;2;53[!‘&0' SAMUEL SEE ANDERSON. SHERwWODOD FAS- (PUSTRY) FROZSN ¥ARFLES: o
MAN. CARL J. SLEEP; SPRING MORN i T
e 0 I[NGS THE SHORTEST NIGHT JF THE YEAR. {POETRY) ROZINANTE.,
PINSKERy SANFORD SEE BELLOWs SAUL.
POBDs KENNETH: LA CHASSE A
. W LICNe {PDETRY) &R,
LSO, " EAT LAKES REVIEW 3
prpuN A FRENE. ALONE. (PUETRY) AVENUE OF GOLD. EVANSTON ll.l.s (sq""‘:‘l LA
ENs RANDALL L S5EE CATHER, wliLA. ' Gt
:z::i:- ENDALL L SEE GARLANDs HAMLIN.
¥ NNETH WIGGINS. UNUSUAL EXP
. AESSIONS QF A CE!
(L INGUISTIeS) HeDmgsT NTRAL XKANSAS BOYAOOCs 1910
ERN JOUR| * e
RANSAS sy NAL OF LANGUAGE AND FOLKLORE. 4 (SPRING 1978). 37,
PORTER: KENNETH WIGGINS. WHA
- T'S A4 FREZNALa. {LINGUIST
pD'EEfus]E_::';EE. NOS. 1ope (1878700 iones I1CS) MIDWESTERN LANGUAGE AND FOLKLORE
- EVINGER. FOLLODWING OIRE
o Latyon CTIONS, (SHORT STORIES)
POl
Pu:’:tt: E::g tg:::gg— ;:Ef. {POETRY)} DESCENT: 23 (FALL 1978}, 34
e, . # THE TEST. {POETRV} COLDRADO QUARTERLY, 27 (WINTER 19T8-1979},
PRATER: LARR -
PREss'lsn‘DN; 535* ﬂ:‘sg;gﬂliﬂftg:;ﬂ;?ﬂifgvj KANSAS QUARTERLYs 10 (SPHING 1978)s (06
- - HANGE 1 3 3 :
EISCONSINT RALANNAN DHESS Serny N WEATHER: MIDMEST MOMEN PQETS. EAU CLALRE,
::;:EAUQ RONALD SEE MASTERSe EDGAR LEE.
ENs RO
it Ru:: ::::. :32:’45 VERONICA. (POETRY) CREAM CITY REVIEW. 4 {FALL 1978}, 30
0 NC+ 4. {POETRY) CORNFIELD REVIEW. 5 = : " oot
. » SPECLAL [55UF! 73 OHIC POETS {1678}
PROSEN. RGSE MARY. POLKA} CHI '
H RONICLE. 1931-1945i A POEM FDi
¢ H " OOLGA. 3
:UMAN. PRDBLEMS, PROTESTSs LIFESTYLEs ED. BLICKSILYER. E p ‘PDETRY) onpay C AMERTEAN
) L ISHING tor . tora . + DUBUOUE: KENDAL-HUNT
ABE. BERNIECE. THE CRAPHANS. (
- « CJUVENILE FICTIGN) NEw YORK:
Aamavien K: RDUTTON .
RAD‘VIC“: g::[lg: :gziu:gG:ET:gu:ﬂlNT DE FEU. (POETRY) CHIMERES. :2‘(9::1'{1:4:1?:2:?[);
AND CLANCE. HEEDING ES{ r )
RADAV;ZgE':", ONENSs B (OECEMBER 1a7om ooe) THE HAILSTONES{ OLD MAN OF THE DUST-CANSa.
+ DAVID. LE CHERCHEURI UN &
kel ANTIN SAMS HISTOIRE. (PDETRY} CH{MERES.
RADAVICH: DAVIDs NIGHT, ON A
- ' PORCH=SWING3 SOMETHING
WE ARE QLD WE SHALL BE SDOTHI S VL e !
£ H O0THI WH
_ane D« {POETRY) COUNTERPOINT+ NO. 7 (AUTUMN L3783+ 6+ 39 =N
RADAY ICH -
R‘DAVICH: g:;’:g ::Ep:sﬂ QUESTION. (PROETRY) WEYFARERS: NO. 23 {DECEMBER |978) 1
Axav e DAVID- o 1T CADEAU DE NOEL. (POETRY} POESIE UsSeAss 2 (WINTER I;TB:.
RALELE, ,‘JC”AEI:. e r:g ;::JE:IgSL:YfEI‘:F- {POETRY) TELL-TALEs NO» LI {MAY 1978}, 2;.
vorni e o DF A PROPHET. (POETRY} KANSAS5S QUARTERLY, 10 (WINTER
FR!»\NSEY' RCGER SEE CRANEs HART.
AYs DAVIDs A GYPSY LADY I[N M
EXICO: AN VI H
ROVES s o roammen  ar e CTOR[A STAYION: THE FATHER.

2.

1978,

2 (1978},

1

99
SCHOR1 PRESSs 19T8.

TANKEE. 42 {DECEMBER |978).

L (SPRING 1978},

13,

(POETRY) THE SPIRIT THAT

213
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HILLS{DPE BIRTH. {PDETRY) POETRY AUSTRALIAY NQ. 67 (1578).

RAYs DAYIDs ADELINA'S LAMENT I
{PLCETRY1 CHARITON REVIEW. &

RAYs DAVID. HITCHING FROM KANSAS CITY: FOUR FDR THE SHARKS.
ISPRING 1978}

RAYs DAVID, HYHN TU AUNT EROLS. (PCETRY} HUDSON REVIEW. 3i (SUNMMER 19T&). 200-301.

RAY,; DAVID. ON A FHOTOGRAPH: "YARN MILL"™: BY LEWLS 4. AlNz. {POZTRY) NEW YORKERs 54 (20

NOVEMBER 1978 4%

RAY. DAVID. THE GOAL- (POETRY) MNAT [GN«
RAY. DAVID. THE MULBERISS UF MINGO AND OTHER 3TORIES.
MOUNTAIN PRESS+ 19784
RAYs DAVID+ THE TRAMP'S CUP.
RAY, DAVID. WAKING TO MUS1C- {POETRY)
RAYMER: JGHN Da DUNCROSS. (PGETRY) INDIANA WRITES.
RAYMER, JOMN SEE ALGREMs WNELSON
RAYMER, JOHN SEE BELLDW. SAUL.

READ: DENNIS SEE CRANE. HART.
REAMY« TOM. GLIND VOLCES. (NOVEL) NEW YORK: BERKLEY PUHLISAING CORP.» 1978, (KANSAS).

REIGs LOREN. HURRY HOME WEONESDAY! GROWING UP [N &4 SWALL HISSOURI TLWN. 1905-19124
CAUTGHI0GRAPHY) CULUMBIAT UNIVERSITY UF MISSOUR!I PRESS, 1976« (MISSOURI 1. {GILMAN

CITY. MISSOURL).
REIGELMAN, MILTON M SEE FREDERICK. JOHN Te
REITER: LORA K+« GROWING uUP FEMALE. (POETAY) KANSAS GUARTERLY: LO {SFRING 19781, S0-51.
RHDDESs AICHARD. HOLY SECRETS. (FICTION)} NEW YORK3: DOUBLEDAY, 1978.
RICHARDS, MELANIE. HER WINDOW. (POETRY} SING HEAVENLY MUSEs 1 ESPRING 1978). 34
RICHARDSs MELANLE. THE LADY'S JAILER. (POETRY) HOLLOW SPRING REVIEW DF POETRY. 2 [FALL :974}.
ATCHARDSON.+ LAUREL. WE ARE [N KRDGERS AT ARCADIA AND HIGH. (POETRY) GAORNFIELD REVIEW: SPECIAL

[SSUE: 73 OHID PIETS (L9TBY+ Tda

RICKS, MARGAREY.» WILDERNESS WITHIN.
(19781, 5.

RIGG1Os THOMAS & SEE CLEMENS: SAMUEL L«

R1GGLD+ THOMAS P SEE DREISERs THEODORE »

RIGGIO, THOMAS P SEE OREISER. THEODORE -

(REILEY: JAMES WHITCOMB.). SEXWALITY I[N THE SONNETS OF JAMES WHITCOME RILEY. AY CROWDER.
RICHARD Hs (PDETRY) OLD NORTHWEST+ & {JUNE 19T8). 143-50.

RETCHIE, ELESAVIETTA. RESURGO: MUSHROCM MERCHANTE KOREAG SLEEPER®S SONG{ MWAY DAY MOON.
{PDETRY]) ANN ARBOHR REVIEW: NO. 28, SPECLAL [SSUE: DUTSIDE THE MUSEUM: CONTEMPORARY
WRITINGSs [SUMMER 197B}s 45-4T.

ROBERTS: JEAN, THE ROAD TO DALLAS. {SHORT STORTES} KANSAS QUARTERLY s L0 (WINTER §978}s 79-H7.

ROBERTSON: DONa. MYSTICAL UNION. (NOVEL} NEW YORKXK: PUTNAM, 1378, COH10). [LASELLE. DHIC) s

{PARADLSE FALLS, dHIO).
RODGERSs AUDREY T SEE CRANE. HART.
(RDETHKEs THEQDORE.}. ROETHKE'S nINTERLUDEY. BY NICHOLSONs €« Es AND WASILEWSKT s Wa He
[CRITIGISMY EXPLEICATOR, 35 (SPRING 1978}, 26-27. K
(ROETHKEs THEDDGRE.}. THEODORE ROETHKE AND THE “KAFKAESQUE". BY BENNETTy JOHN Re (BLIOGRAPHYI.
{CRITICISM) AMERICAN STUDIES [TAIPEI). 8 (JUNE 1978} lOT7-24.
ROGERS. DOUGLAS G SEE ANDERSOM. SHERWODC S
{ROGERS:, ROBERT.}s THE TRAGEDY OF PONTEACH AND THE HORTHWEST PASSAGE. BY MORSBERGER, RODERT
(CRITICISM} DLD NORTHWEST, 4 (SEPTEMBER 1978}, 241-57.
{ROLVAAGs O« E.}. “LITERARY PILGRIMAGES ON THE MIOGDLE BORDER.™ BY KAYE, FRANCES W«
(CRITIGISM) PRAIRIE SCHODNER. 62 {FALL 1978}, 281-5%.
ROSELIEP. RAYMOND. A DAY I[N THE LIFE OF SOB1-SH{. {PDETRY) RUFFSDALE. PA+: ROOK PRESS. 1978.
ROSELIEP, RAYMOND. SAILING BONES: HA1KU. {POETRY) RUFFSDALE PAa: ROOK PRESSs 15TEs
ROSOWSKI+ 5sJd SEE CATHER. WILLA.
ROSS5, BOH. LAND. (POETRY) PRAIRIE SCHOONER«
ROULSTON, ROBERT SEE FITZGERALD. Fe SCOTT.
RUEBY. SUSAN JUNG. THE FORGOTTONs (PDETRY) KINSWOMEN. 2 {DECEMBER 1978} Sa
RUSSELL. HERA SEE MASTERSs EDGAR LEE.
AYAN:; FRANK L. COWS. AEAL AND IMAGINARY. (ES5SAY) + (BIOGRAPHY ) SSHL MIDWESTEAN MISCELLANY G
L1978y T-12 IMICHIGAN) « (EAST LANSING) .
RYANs WILLIAM F SEE ANDERSON. SHERWQOD
SAISER+ NARJDALIE. MORNINGE LYLING ON THE ORIVEWAY STUDYLNG STARS.
52 {WINTER 1978). 356-57.
5aAM; DAVID A« HE RECONCILES THE SCIENTIST AND POET: CUN'T GO NEAR THE EOGE; WE ALMQST CAUGHT
THE TURNING: ON THE PAVEMENT. (POETRY)} GREAT RIVER REVLIEW. 1 EFALL 197d). 328-31.
SAMSs LARAY MARSHALLa GAME. (SHORT STORIES) GREAT LAKES REVIEW, 4 {WINTER 1978) s 44-562.
CSANDBLIAG: CARL.}s+ *HOONLIGHT ORLES WO MITTEMS": CARL SANDBURG RECONSIDERED. BY HOFFHAN, B
DANIEL. [CRITICISM} GEORGIA REVIEW. 32 (SUMMER 1978}, 390-407.
(SANDBURG, CARLals A GREAT AND GLORIODUS ROMANCE: THE STORY OF CARL SANCBURSG AND LILLAN
STEICHEN. BY SANDHURGs HELGA. {BIOGRAPHY) NEW YORK: HARCOURT. BRACEs JOVANDYICHs

19764
(SANDBURG. CARLa}. SANDBURG
{POETAY )4 (CRITLICISM) NLTES ON MODERN AMERECAM LITERATURE.

(SANDBURGs CARL:), SANDBURGs IOWA COLLEGE HAD 31-YEAR FRLENDSHIA .
REGLSTER, JANUARY 6s 1978, 18.

SANDBURG, MELGA SEE SANDBURG. CARL '

SAUCERHMANs JAMES R SEE CLEMENSs SAMUEL L.

SAUNDERS: WILLIAM 5 SEE WRIGHT. JANES .

SCAMBRAY, KEMNETH SEE FULLER» HEMRY BLAKE.

SCHARNHORST » GARY $EE OREISER. THECDORE »

SCHEEL. MARKs 7O CATCH A CLOUD. (POETRY) ENCOREs 13 (WINTER 19781 234

SCHEERER, CUONSTANCE. TREESCAPE IN WINTER« (POETARY) ANTEIGONISH REVIEN: N
e

SCHEERER, CONSTANCE. FUX-MEETING.

SCHEERER, CONSTANCE. A 0DG TAKEN FOR A WALK3}
REVIEWs $0 [JANUARY 1973}, T7.

SCHEICKs WILLIAM SEE BELLOW. SAUL.

SCHOLL, PETER A SEE SHEPHERD: JEANS.

SCHOONOVER, AMY JD. BOUTONNIERE: APRIL FOOLs [POETRY) PEN WOMAN. APRILs 1978.

SCHOONQVER. ANY MATHEMAT LCAL METAPHOR. {PUETRY1 WAJUR POETS GUARTERLY, NG« 35 (1978}«

SCHOONOVERs AMY J0. SCURCHED WiINGS. (POETRY)} LACUNA, OECENBER 1978+

SCHOONOVER, AMY JO. ALTERNATIVE ADVANTAGE » (POETRY) MWAJOR POEFS QUARTERLYs WO« 39 {19T78).

SCHOONOVER. AMY JO. ANNIE. {POEFRY) KENTUCKY POETRY REVIEW: SUMMER L1978«

SCHOONDVER+ AMY JO. SAGLEYS EQUANDX. {PDETRY) EMISSARY . MARCH. L978.

SCHODNOYER. AMY JO. FROM FHE BISHOP'S GARDEN] MARLITIME METAPHOR. (POETRY} SPOON RIVER
QUARTERLY s SPRINGZ197B.

SCHDONOVERs AMY JO. AUDITE. L(POETAY) LYREC. 19T&.

SCHOOHOVER s AMY JO. GDE FGR THE EQUWINDX. (POETRY) LYRIC. FALL 19T 8.

SCHOONOVERs AMY 0. DCTOBER BUTTERFLY+ (PODETRY) ENCORE. AUTUMN 19TB.

226 {21 JANUARY L97d).+ S4a
{SHORT STORIES) AUSTINg TEXAS: COLD

{PGETRY) KIRKSYILLE:s HDa? CHARTITON REVIEW PRESS, 1973,
GEORGIA REVIEW: 32 (FALL 1978). 543.
2 (SPRING 1978). b3s

(POETRY ) CORMFILELD REYIEws SPECIAL 155JE: T3 OHIO POETS

52 (FALL 1978} 290.

CPUETAY} PRAIRIE SCHCONERs

15 WASHES AND DREAMS™: AN UNCOLLECTED POEMe BY HELLWAS.: JOHN E«
2 (SUMMER 19780 ITEM 24.
LART{CLE} DES MCINES

34 (SUMHER L97B).

(ROETRY) DALHOUSIE REVIEW: 58 (SUMMER 1978} 363«
BURNING BAAN. [POETRY) ANGLICAN THEOLOGICAL
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:2::3:3:5:- AMY JD. PYHOMANLA. {POETHY) GRYPHON. QCTOSER 1974,
Sennnmu v, ::: jg. GREATH OF SPRING. {POETRY) PEN mCMAN, MARCH. 1973,
SemooNOvER. waY JD' ﬁg:?:;uésszanozﬁn;?:c. {POETRY) SPUCH RIVER QUAKTERLY. L978
. S . ¥ LYRUIC, wINTER -
SCHOONOVER. AMY JCs SPILLED Pt
. GOLL. (POETKY} Ma < £ F
SCHRAEPEN. EDMOND D SEE BELLDW, SAUL. AR POSTS QIMRTERLY. no. e Gyurer.
32:5”7"‘ EVELYN SEE CLEMENS. SAMJEL L.
FFy KAl <y 5
SCHUFF: :AEE: ; i;assrﬂﬁvN!?N._tPOETRYl PENINSULA POETS. 33 {FIRST QJARTER 1978
SLHUFF, KAREN E: FER;:;C:::;SSO:*i‘T(pDETFY, JEAN'S JUURNAL. Lo (LCTDBER 19783 ;;.li
i ENNIS MATCH. (POETRY? PENINSULA POETSs 33 (THIRD QUARTER
:gg;:. :::gzg:. g::g:::ns. [PUETRY} QUARTERLY WEST. NO. 7 [AUTUMN 1578}, 5
. . RS. {PCETRY) SYRACUSE: g b
SCOTT. HERDERT. REFUSALS. {POE TaEvime. 17 f1evare os
B « {PDETRY) NORTHWEST REV
SCOYT. HERGERT. THE WOMAN ) i ron HiieTon Fann
Y . g HU LOVES OLD HEN;
o S radAN U ELEGY FDR HILLTOP FARH. [PUETRY) GUARTERLY WEST,
ggg;T. MARK SEE HALOEMAN-JULIUS, EMMANUEL.
IST, MARGARET. CNOSSUS &T CRETE; 1
i SETWEEN APRIL $MUWE
ecnisTo M NO UWERS. {PCETRY s
SE:RIST: ":zg:::;. z::uﬁ. {SCETRY} PENINSULA PUOETS., 33 {ScCOND uuAR;Egﬂgg:Z; et
secaisn NARGnRET. ITAE[iL'A::RZ?:E. (POETRY) DRIFTWOOG EAST, & {FALL 1976} .6;8‘
. « (POETRY} BARDIC ECHDES R 197
Secmrst 4 DES. 19 (OCTOAER- 3
secntgr: ::gg::gr. NO SPARK. (PUETRY) DREAM SHOP. 42 (SUMMER lgraf ZECEMBER Lorsd.
SECRLST. wARGAR Te ONE DYCLOCK. {POETRY) LYRIC, S8 (SUMMER 19781, 4s
EECRIST: M‘“GAH:;. $g:pi:é;1(nnsrﬂva KENTUCKY REVIEW, {SUMMEXZ 1874&) .IJ
. E WATCH. {POETAY) HODSIER CH ! ¥
::g:z:;. ::gginzr. THE GREEK WLOOWS. (PRETRY) ENCORE., l:Lt?:?ET- éu {FALL LoTel, 28
SEcRisT. Nnﬂa;:zl. ;HE OESERT ROAG. (PDETRY) ORIFTWOOL E4ST. & {SPRING 1978} 14
SECRIST: Maktaser, ucgdf?é:;a:; ;“;¢aucnr LONG. [PGETRY) ENCORE., 13 {16781, :l. ;6
. s « [(PDE ;
:gE.EFRED T e anaTEvABLE 2 TRY} BELDIT POETRY JOURNAL. 29 (FALL ES78}. a7,
NNETTs JOHNM.
snlp[nu: GERALDTRSI:(:LS:?;:;ES(g:o:;; 7:0 S{5TERS. (PDETRY] WASHOUT REV1cWs NO, © {19781
; - . 0
AR rpeeRALD, VITAL SiaNs. SYORIES) KANSAS QUARTERLY, 10 (SPRING LS78). 79-94.,
{SHEPHERD+ JEAN.}s JEAN SHE :
ok HEPARD: THE SURVIVOR OF HAMMONZ.
SHEkigzlezfiuasﬁnsnr LAKES REVIEW, 5 (SUMNER 1978). 7-13 B:xiﬁ?::i; PRIER As (mIaGRAPaYY.
. HAEL. THE FIFTH $EASON. (POETRY! 3 Y
- A PG
SHERMAN: STUART SEE ANDERSUN. SHERWOOD. THENS? GAID UNIVERSLTY PRESS: (578
SIEGEL. BEN SEE RELLOW, SAUL.
SILET. CHARLES L. P SEZ FULLER:s HENRY BLAKEs
SILET: CHARLES L. P, SEE GARLANDs HAMLIN.
SILET: CHARLES L. P. SEE STARRETT. VINCENT.
::ts;;u&.v H SEE STARRETT. VINCENT,.X
ANy STUART J. ANDY: ND SPEC
. H IAL REASON. {POETRY) ANIM
SILVERMANs STUART J. LEXAIS. (POETRY) MOUNTALN SUMMER. (19;5:' o NG 18781, 3unaes
SINGERs GLEN W SEE CLEMENS. SAMUEL L. v e
:é:;ﬁﬂ. GLEN ¥ SEE HEMINGWAY, ERMEST.
Ne ANITA AND CLOSSON: KAYas NIGHT
. HUNTER: GARDEN PARTY. 3
:::::. :::;:. A SENSE DF PLACE. [POETRY) THE SMITHs 20 (JUNéP?;;g:. fSr O thARCH 1970l 60-s1.
» = IN SEPIAI THE PARK BENCHI STITC ‘
Skeen i HINGS. {POETRY) EQuA
SKEEN' ::ITA. LETTER TO MY MOTHER. (POETRY) EQUAL TIME, 1 (jULYul:T;;ME. 2 (ORCEMBER 197
SKEEN. AN:::. IHE CATALPA. CPUETRY) EQUAL TIMEs I (JUNE L978) :
SKEeN. MORIV. GEEETY'DF EVOLUTION. (POETRY} PRAIRIE SCHOONERs 92 (FALL L978), 24
SKLAR. mORTY, NG UP. (FIGTION) GREENFIELD REVIEW, 7 (FALL 1978}, S-8a s
SKLAR. hoaty. ﬁETTING UPs (FICTION) ROCKBOTTOM, NOS. 7-8 (1970), L68-170e
ISKLA;. Nﬂkr; )CDﬁT:L:é:ER:p::;:;, THE SPIRIT THAT MOVES uS. 3 (SUMMER 1;?3) 8-9
.l » BUS EXHAUST: HANG THE COST. ¥ B
SKLnégnlzlg:gulcgig MDINES REGISTER, JAMUARY 7, 1978, GA BT BY METH JERALO: ERIGGRAPHY
. . ING IN AUGUST. (POETRY} R
T ematas ChMpINg IN AUGUST. KANSAS QUARTERLYs 10 (SPRING 1978). [2-16.
M -
guélgsz. ::2::§L. ?Epu?[ 70 THE AIR. {POETRY} HANGING LOOSEs 34 (L573), 53
SweTzER, WIcHs ;ER HAT®S ALL THERE IS5+ {PGETRY) WEST ORANCH, NU. 3 (14;3} "0
Mo CHARLE RILL. REVERAND RANDOLPH AND THE FALL FROM SRACEs INC. (NOVEL
+ 1878, (ILLINGIS}«(CHICAGO}: {M¥STERY AND GETECT ' s IMOVELY wR voRc:
SMITHs RERBERY J SEE BELLOWs $AUL. fane
SHITH: RAY. THE YELLDW LAMP:
I HOUSE Fa
iy RM POEZMS, (POETRY) MOUNT CARADLU. [LLINOIS: UZZANG PRESS,
SMITH, RAY, TREESIGE BUAYING: T
- i THE WINOY TREE. (P
SurTH, RAv. . s [PDETRY) GREAT RIVER REVIEwW
ENCE LORE. FHE MONEY WAR. (NGVEL) NEW YORK:! ATHENEUM o thissoonTye (o taurs”
: shEnRENc + 1978. [MISSOURZII, (ST LOUIS.
OBINs TONY. BRITTLE JANUARY; Ei
i THEODORA'S OREam, ¢
sosin : + {POETRY) MIDWEST Qu =
‘;E;?gv #ING RENE AT THE SPRING] PROPPING UP BODIES TO FODL rHQRTERL"'Ig roerry oTAl
. TONAN POETRY REVIEW: T (JULY-AUGUST 19781, 45-16 {HaLaS. (POETRY)
. Ve SNOW CAMPI THIN AlR CAMP. {PGE P
TRY) BELOIT POET
:::::: :g::. ::E g?é;nnsn. (PCETRY) POETAY NORTHWEST, Auruu:rgéggRN‘L‘ 0 (sUMMER 15TE)
. « (PCETRY) KANSAS QUAR "
oMy TOMY. TUC DIET. TEALY, {WINTER i9T8).
« AUCTION. {POEM} MORTH
:gurn. EUDORA LINDSAY SEE LINDSAY, VACHEL. DREATA GUARTERLY. 44 (MINTER 19782. 14,
sp:;é::: :;:gL; T:ﬁgl;:gAB:E. {5HORT STORIES! YOUNG WORLG. 1978
. APER. (NDVEL) NEW YORK: "
sr‘c;LLéNUIS]-IMVSTERV e apeR . iNove KT AVON BOOKS: 1978. {ILLINOIS),(CHICAGO,
» CARL L. F
INALLY¥y A POER FGR XY WIFE. {POETRY) MAELSTAOM REVI